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Here is a study of the musical form gita, as relevant to the present day musical
context, with special reference to the various types of gita-s available from musical treatises

and other published music books.

Venkatamakhin, the author of the musical treatise Caturdandiprakasika (1650 A.D),
was instrumental in establishing the concept of caturdandi, meaning four pillars, through
which the svariipa of araga can be fully understood. The caturdandi includes alapa, thaya,
gita and prabandha. Gita,as an integral component of caturdandi, serves as an illustrative
form for a structured and refined understanding of a ra@ga. This concept of caturdandi and the
contribution of various composers to these four musical genres between 16™ and 19"
centuries A.D. is a testimony to the type of music that was practiced and performed during
that period. It is during this period that the musical form gita, as relevant to the present day

gained popularity.
Gita— the musical form

The term ‘gita’ etimologically means ‘that which is sung’, but in musical parlance it
refers to a musical form or a composition. A musical form or a composition is a piece of
music set to time and conforming to the laksana of the type to which it belongs'. In the
present day practice, this musical form gita is taught after a set of preliminary svara / solfa
exercises namely thesvaravali, janta, datu, sthayi varisa-s and alankara-s. This is the musical
form wherein the learner is introduced to meaningful maru or sahityam (text) to the
corresponding dhatu or svara-s/solfa syllables.Gita is generally a syllabic composition in
which every svara has a corresponding sahitya syllable. So, in a gita, the number of svara-s
present in an @varta or one tala cycle is equal to the number of aksarakala-s of that tala. Very
rarely we find svara-s extending over two or three aksarakala-s to the corresponding vowel
extensions of the sahitya syllables. Gita is generally sung as a single continuous piece

without any repetitions in a medium and uniform tempo. In some gita-s, a portion of the first

‘Sambamoorthy, P. A Dictionary of South Indian Music and Musicians Vol. III (L-N)Madras:
Indian Music Pub. House, 1971. p 75.



part is repeated at the end as a refrain. The melody is always simple without any sangati-s /
melodic variations or fast svaracombinations. Gita-s are available in almost all existing raga-

s. The tala-s used for composing gita-s are siladi sapta tala-s and its varieties.

The structure of the musical form gita

Subbarama Diksita in the Sangitalaksana Pracinapaddhati of Sangita Sampradaya
Pradar$ini (1904 A.D.) says that the gita-s available during his period had two or
threesegments, the udgraha, abhoga and mudrakhanda. Udgraha is the introductory segment
and generally consists of two sections the dhruva, meaning the essential or the indispensable
and the antari/antara which occurs only in a three segmented gita and never in a two
segmented one. Antari is composed in the higher octave and is melodically complete
connecting the preceeding and the following sections. The second segment, the
abhogakhanda was also called javada, a vernacular word which means the latter half of a

song. This is the concluding section.

Subbarama Diksita also says that since the dhatu of udgraha and mudrakhanda were
similar it got omitted and we are left with gita-s that are devoid of mudrakhanda losing on
both the corresponding matu as well as the composer’s name. Instead the antari is sung in its
place. This is one of the main reasons that many gita-s that are available today do not have
the composer’s name. In some gita-s there might be a very slight difference in the treatment
of dhatu between the udgraha and mudrakhanda. The dhatu and matu of the antari is

identical in all the three segments.

Types of gita-s

The musical form gita is of two types, says P.Sambamiirti in his book South Indian

.2
Music.

1.Samanya gita
2. Laksana gita

The above classification which is a recent one, is based on the content or s@hitya of a gita.

’Sambamoorthy, P. South Indian music Book II. 11th ed. Madras: Indian Music Pub. House,
1992. p 38.



The Samanya gita

Samanya gita is that type of gita, wherein the sahityais in praise of a deity or guru or
king / patron. The other names for this are sadharana gita, laksya gita andsaicari
gita.Laksya gita is the earliest term referring to this type as evident from literary sources.

Various composers have composed laksya gita-s in praise of different deities. Purandaradasa’s Pillari

gita-s are ideal examples for this type.

e Lambodara in malahari is in praise of lord Ganesa

e Kundagoura in malahari is in praise of lord Siva

Subbarama Diksita gives two gita-s in his Prathamabhyasa Pustakamu (1905 A.D) that
are in praise of Venkatamakhin. The composer of these two gita-s is not known, but must be
a descendant of Venkatamakhinrevealing his veneration to his guru.

e Arel ddanuja varaniragghatal......... guru | ggovinda diksita 1 putra venkatamakhi 1 svami
Jaya jivu lrere....... is in the raga kambhaji (p.41 English ed.)

* Apratimamallu 1 ........... Sri govinda | dhvari nandanure | Sri venkatamakhi 1 svami jivu 1
dhi ...is in the raga pantuvarali.(p. 51 English ed.)

There is a gita in Sangita Sampradaya Pradarsini attributed to Mudduvenkatamakhin in the
raga ndatakuraiiji wherein the composer praises his king and the patron Saha Maharaja.

® Rerebbhiil bharanal........ ekaji | nrpala tana 1 yu re | saha maharaja 1 rajakavi 1 bhaoja 1

raviteja.(pp.777 and 778 Tamil ed.)

- .3
The laksya gita-s can have one or more khanda-s or sections.

®  One khanda as in the gita Sriramacandra in the raga bhairavi set to dhruva tala (this
is a Sanskrit sloka adapted into a laksya gita form); Varavind mrdupani a Sanskrit
gita in praise of Goddess Laksmi in the raga mohanam set to ripaka tala

e Two khanda-s as in Minaksi jaya kamdaksi in the raga Sri set to dhruva tala;
Padumanabhd in the raga malahari set to triputa tala and

e Three khanda-sas in lambodara in the raga malahari set to ripaka tala; Atulita

vibhava in the raga varali set to jhampa tala.

Laksya gita-s are available in various languages like Kannada, Sanskrt, Prakrt,

Bhandirabhasa and other vernacular languages. Bhandirabhdasa is an apabhramsa, i.e.

*Sambamoorthy, P. South Indian music Book II. 11th ed. Madras: Indian Music Pub. House,
1992. p.37



colloquial form of Prakrta. According to VisveSvara who has written a treatise on the
grammar for this language says that this bhandirabhasa is a creation from Kambhoji,
Magadhi, Gaudi, Maharastri, Kalingi and Gairvani when Sri Krs$na danced with gopi-s of
different places and dialects.* The special feature of gita-s composed in bhandirabhdsa is the
inclusion of syllable clusters such as iya, tiya, aiya, amvo, aré, voyi, etc. in the matu. They
are known as matrka pada-s or gitalankara pada-s. These syllables generally occur in the
abhoga khandika. Thepada-s not only add poetical beauty to the gita-s but heightens the raga
bhava.

There is a lot of variety in this type of gita available to us from various literary

sources.

(i) Pillari gita-s of Sri Purandaradasa- Purandaradasa’s introductory set of five gita-s, in
praise of Vign&$vara, Mah&svara and Visnu are referred to collectively as Pillari gita-s.’

lambaodara - malahari-ripaka tala
kundagoura- malahari-ripaka tala
keraya niranu- malahari-triputa tala
padumanabha- malahari-triputa tala
analekara-suddha saveri- triputa tala

N

The gita‘padumandabha’, has the mudra or signature, Abhinava Purandaravithala, but

has been wrongly attributed to Purandaradasa. Purandaradasa’s gita-s are available in

languages like Kannada, Sanskrt and Bhandirabhasa.

(i) Ghana raga gita-s - These are gita-s composed in ghana raga-s like ndatta, goula, darabhi,
varali and $ri° Different composers have composed gita-s in these five ghana raga-s. But the
composers name is not available. The following ghana raga gita-s in Bhandirabhasa are

found in Sangita Svara Prastara Sagaramu of Nadamuni Pandita7

*Sambamoorthy, P. South Indian music Book II. 11th ed. Madras: Indian Music Pub. House,
1992. pp 37 and 38.

*Sambamoorthy, P. South Indian music Book II. 11th ed. Madras: Indian Music Pub. House,
1992. Pp.39.

*Sambamoorthy, P. South Indian music Book II. 11th ed. Madras: Indian Music Pub. House,
1992. Pp.39.

’Nadamuni Pandita,M. Sarngita Svara Prastara Sagaramu(Telugu). Cannapuri: Dowder
Press, 1914.



a re yiinaka — dhruva ripaka - ndattai
sriramacandra —riipaka - goula
sarasa sambhava vinuta — riipaka - varali

-y = =

SRS

minaksi jaya kamaksi —dhruva - sri

(iii) Sapta tala gita of Paidala Gurumarti Sastri- Paiddla Gurumirti Sastri, a prolific
composer of this musical form gita, has composed a sapta tala gita ‘Gana vidya durandara’
in Natta raga,which is in praise of his guru or acarya Sonti Venkatasubbayya.This is a
unique composition that can be reckoned in all the seven siladi sapta tala-s without
hampering the melody. This gitaextends to 30 avarta-s or tala cycle when reckoned indhruva
tala, 42 avarta-s inmathya tala,70 avarta —s in rippaka tala, 42 avarta-s in jhampa tala, 60

avarta-s in triputa tala, 30 avarta-s in ata tala and 105 avarta-s in éka tala.

(iv)Ragamala gita-s- Vina Ramanuja in Sangita Sarvartha Sara Sangrahamu (1873 A.D)

gives tworagamala gita-s of Vina Vijaya Varadayya.

1. karnata konikana — ragamala gita with 36 raga-s
2. sriramani - ragamala gita with 32 raga-s

The ragamala gita, karnata kornikana, does not have the tdla name mentioned. Since each
avarta has ten aksarakala-s, this gita can either be reckoned as catusramathya or misra
Jjhampa tala. The whole gita is of 37 avarta-s. Each raga takes one avarta along with the
raga mudra. The last avarta has the vaggéyakara mudra, ‘Vijaya Varada’. The first and the
last avarta-s are in the raga natta. This gita has two khandika-s. The five ghana raga-s have
been used in the beginning followed by others which also include mdaruvadhanydsi,

ghantaravam, navroj, etc.

The ragamala gita, sri ramani, is set to dhruva tala. The entire gita extends to 32 avartas
and each avartais set in one raga. This is in bhandirabhdsa. There is neither rdga mudra nor
vaggéyakkara mudra.There are no talanga-s, only a comma after each @varta and two strokes

at the end of both the gita-s.

(v) Sri Rangandyaki paiicaratna gita-s, Partasarathi paiicaratna gita-s and Yatirdja
gitastakam of Vina Vijaya Varadayya-Vina Vijaya Varadayya has composed three group
gita-s on his favourite deities Sriranganayaki, Parthasarathi and Sriranganatha available in

Sangita Sarvartha Sara Sangrahamu.



SrT Rangandyaki paiicaratna gita-s-

Srirangandyakuré — Kédaragaula - Khanda jhampa
Srrgarasekhara — Natakuraiiji -Dhruva
Dasamukhari — Mukhari - Ata

Padmasambava - Sarikarabharanam - Triputa
Srisamatparimala — Bhairavi - Ripaka

SO

The author has composed all the five gita-s in Bhandirabhasa. The first gita is in
praise of Srirangandyaki and has three khandika-s. The second gita is in praise of
Manndruranga saméta Sri Senkamalavallf and has two khandika-s. The third gita is in praise
of SrT Sdrﬁgapdnz‘ sameta Komalavallr of Kumbakonam and has two khandika-s. The fourth
gita is in praise of Sr7 Vijayalaksmi sameta Sri Cakrapani in two khandika-s. The fifith gita

is in praise of Cengamalavalli. All the gita-s have the mudra Vijaya Varada.

Partasarathi paiicaratna gita-s-

Sridharasuravardasura - Kalyani - Triputa
Srilaksmippatiputramu —-Kambhaji — Dhruva
Areérédasaratha - Bhiipala — Ripaka
Kamalasambhava - Ritigoula — Jhampa
Aretumebhitaliti — Suddhasavéri - Mathya

R NN

All the above five gita-s are in praise of Partasarathi in bhandirabhasa. The gita in
bhiipala raga is a three segmented gita with a mudrakhanda. All the gita-s have the mudra

Vijaya Varada.

Yatiraja gitastakam

Arébhitapuravasa - nata — jhampa

Aredhari tritu jhaktiriti - goula — jhampa
atulitavibhavalankara - varali — jhampa
mantaraguru — arabhi — jhampa

sriraga — jhampa

srimadbhuta -bouli —jhampa

visistadya -sarangandta-jhampa
Jjayabhasyakarayatu - narayanagoula —jhampa

SN RN WD~

The above eight gita-s are in praise of different yati-s in bhandirabhdsa. All the gita-s

have themudra ,’Vijaya Varada’. The starting words of the $ri raga gita is missing.

(vi) Sarvalaghu gita- Vina Vijaya Varadayya has composed a sarvalaghu gita in the raga

ndatta set to triputa tala. This is available in Sangita Sarvartha Sara Sangrahamu of Vina



Ramanuja. This is a two segmented gita in praise of Lord Balagopala. The first segment has
eight and the second, nine avarta-s. The entire gita has been composed using janta svara-s.
No dirgha svara-s are found and so called sarvalaghu gita. This gita is an ideal example for a

syllabic composition.

(vii) Vara gita-s of Taijore K. Ponnayya Pi!!ai8

Siariya bagavanai- Sourdastram- Dhruvam
Valarilamadiyavané — Asaveri - Catusra Mathyam
Pivulagadipatiye - Suratti — Riapakam
Maditarumagané - Nattakuriiiji — Jhampa
Gurumagan - Atana - Ata

Bargavane — Parasu - Triputa

Sanibagavan — Yadukulakambodi - Khanda Mathyam

Nk bhN

K.Ponnayya Pillai has composed a set of sevengita-s in Tamizh named vara gita-s
based on the concept of the vara krti-s of Muttusvami Diksita. He has also used the same
raga-s and tala-s for these gita-s like the vara krti-s. Apart from this, he has composed 15

saficari gita-sin Tamil in praise of different deities.

(viii) Dasavatara gita-s of Vina V.S.GomatiSankar’- The author has composed a set of
ten saficari gita-s in Tamil in praise of the ten avatdra-s of Visnu. The lyrics for these ten

gita-s has been written by M.Arunacalam Pillai. All these gita-s have only one segment.

Arulvaye - Nagtai — Dhruvam- Matsyavataram
Unadupadamalar- Savéri — Capu — Kirmavataram
Tirumagalurai - Pantuvarali — Riapakam — Varagavataram
Varamarulum kove — Bhairavi - Mathyam — Narasimmavataram
Kasipamuni - Todi — Rapakam — Vamanavataram
Mamazhuvendum - Nardayanagoula —adi - Parasuramavataram
Vazhga dasaratarama — Kambaodi — adi — Ramavataram
Tayu rogini - Nattakuriiiji — M. capu —balaramavataram
Gopala - Ritigoula — Dhruvam - Krsnavataram

. Vazhvuru — Bilahari - Mathyam — Karkiavataram

NN SRN NN

S

The triputa tala gita-s have been given as saippu or capu tala for the benefit of the

vainika-s to practice these gita-s in the second speed.

®*Ponnaih Pillai, K. Raja Annamalai Tamizhisai Karuvoolam. Chidambaram: Annamalai
University, 1949. Pp.32-51.

*Gomathy Shankar Iyer, V.S.. Tamizh Gita Varnangal-Tiger Varadacariyar Padalgal.
Chidambaram: Annamalai University, 1989.Pp.113-153.
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(ix) Tamiz Gita-s on themes like nature, agriculture, education, co-operation and
disciplinelo— K.Ponnayya Pillai has composed gita-s that speak about the importance of

good qualities and the value of education, agriculture and nature.

(x) Simhanandana tala gita -Sangita Sarvartha Sara Sangrahamu also gives a gita, a re
dasarata rdja in the rdga Sarkardbharanam set to simhdnandana talacomposed by Vina
Vijaya Vradayya.This is the fa@la with the longest aksarakala of 128. This gita is of single
avarta. The language used is bhandirabhasa. This is the only gita available in a tala other the

sapta tala and its varieties.

The following is a laksya gita of Paidala Gurumirti Sastri. The notation has been taken
from Svaramafjari of Tacchiir brothers. This gita is in the raga anandabhairavi and set to

dhruva tala.

L o L L
S S G R S G G Ml G R S Nl
pa hi S ri i rd a a ma ca n n dra
S M G R Sl S R S NI N S Il
ka u sa lya a bha a a gya ril pa
M G G | M | S N N I S S Il
kr pa a /o0 di sa me bha ktim
S R S Pl M Gl G R M Gl R G R S
de va de e va ka mi ta da a ya ka
N S R Gl G MI G M D Pl M G R Pl
ra ma ka n ta su ra se e e e e vya
P M | P | M G P MI G R S Rl
gl ta a my ta pa a a a a na
S N S Gl G MI P D P Ml G R S Il
a khi la lo 0 ka va n di ta ca ra na
S S DI P Ml M P M Gl G M Ml
a Sri ta ja na ma n n n da a ra

Ponnaih Pillai, K. Raja Annamalai Tamizhisai Karuvoolam. Chidambaram: Annamalai
University, 1949. Pp.53-67.



P N N | S | P S N NI S S Il
ja la ja ta pra bha a a a va

P P N N S N N DI D P P MI
a di pil u ji ta ka ma la a a ksa
G M P DI P MI M D P MI G R S Nl
ni ga ma ve 3 dya ni i i la va a a rpa
S G G MI P MI G R G MI P D P Il
a a a a a a a a a a a a a

S N DI P M P , M Pl M G R S
SrT i i gu ru mii u u u u u rte

A structural, textual and melodic analysis of the same has been made and the observations are

as follows-

This is a single segmented laksya gita without any section names.

This gita is a small composition as compared to the other laksya and laksana gita-s of
the same author. Thisgita extends to thirteen avarta-s in dhruva talam of fourteen
aksarakdala-s or catusra jati dhruva talam(l 4l 403l 4).

The talaof this gita has been given as khanda ata in Sangita Svara Prastara Sagaramu
of Nadamuni Pandita and another recent music book Sangita Sudha of Nikala Cinna
Satyanarayana. The placement of syllables and the extension of vowels to the
corresponding talanga-s is best suited only to dhruva tala.

The gita starts on the first beat of the ta/a or in other words, has asama eduppu.

The text which is in praise of god Rama is in sanskrt.

The mudra of the composer ‘StT Gurumiirtg’ is found in the last @varta of the gita.
The dhatu is a combination of hrsva and dhirga svara-s, wherethe extension of dhirga
svara-s is not more than two aksarakala-s.

The matu has vowel extensions from two to four aksarakala-s.

The concept of gamakalapti or extension of vowel ‘a’ for a whole avarta that sounds

like raga alapa is adopted in this gita in the last but one avarta.

G G MI P MI G R G Ml P D P Nl




e The author has used the prayoga sggm in four places but the prayoga sgrgm as per
the arohana of raga anandabhairavi is absent. The usage mgrgm is seen once.

e Lot of janta prayoga-s are seen in this gita that brings out the raga bhava fully
-sggm —snns — mggm- dpmm — pmggmmpnn —pnn S$S— pp Ssnndpp-
¢ The prayoga-s extend from mandra nisddha to tara sadja and not beyond that.
e The pdps usage occurs only once but no pdnSusage as seen in the gita

‘kamalasulocana’.

Laksana gita-s

A laksana gita is a type of gita in which the text enumerates the laksana-s of the rdaga
in which it is composed. It gives details like the varjya and vakrasvara-s, the graha, amsa
and nyasa svara-s, the audava, sadava or sampiirna character and the name of the rdga and
cakra, and the anya svara-s, if any, if it is a bhasanga raga laksana gl'ta.l ! There are laksana
gita-s for most of the current raga-s and also some extinct raga-s.The laksana gita-s of
melakartaraga-s are called raganga raga laksana gita-s and that of the janya rdaga-s the

janya raga laksana gita-s.

Sangraha Ciudamani of Govinda (18th century A.D) is the earliest treatise wherein we
get reference to the term laksana gita. In the uttarabhdaga of the treatise Govinda gives
laksana gita-s for meéla and janya raga-sunder the heading ‘dvasaptati méla tajjanya
raganam laksanagitani’. Govindacarya, the author of the treatise Sangraha Cidamani has
composed all the 366 laksana gita-s in triputa tala alone. He has not only given the laksana
gita-s for the 72 meladhikara raga-s of the kanakangi-ratnangi scheme of raga classification
formulated by him and their janya raga-s but also for the 72 méla raga-s of the kanakambari-

phenadyuti scheme of rdga classification by Venkatamakhin.
The following are the general features observed in his laksana gita-s-

e The tala used for all the 366 laksana gita-s is triputa tala of the tisra jati.
e All the laksana gita-s have atita eduppu wherein the gita begins in the last dhrutam of

the previous avarta.

“Sambamoorthy, P. South Indian music Book II. 11th ed. Madras: Indian Music Pub. House,
1992. Pp.38.
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The laksana gita-s have been composed in bhandira bhasa.

There are no talanga-s seen but only a comma after each avarta and two dandi-s or
stokes at the end of the gita.

There are no segments or sections found. All the gita-s have only one khanda
extending between 21 and 24 avarta-s.

The laksana details found are the Suddha and vikrta svara-s of the raga, the nature of
the aroha and avaroha in terms of sampiirna or vakra orvarjya , the graha, amsa and
nydasa svara-s, the tala used and the name of the rdga in terms of meladhikara or
melajanita raga.

All thelaksana gita-s has the ending ‘sri rama namo namo’ showing the author’s
veneration to his favourite deity.

There are no sthayi indications or indications of vowel extensions.

The last two avarta-s of the dhatu generally gives thearohana and avarohana of the

raga in which the gita is composed.

The following is the notation of a laksana gita of Govinda from Sangraha Ctidamani.

This gita is in the raga Sr7 and set to triputa tala.

S ,- snpdnpm- rgrmmpn- srgr snp-
are reva limadavibhan jana vatapa tra

mpns,s,rr, rgrs-nn,pdnp-m,mpnn s-
$aya nure re catusrti ri sha bhasa dha rana gan dhara

nNnpnnssrrgrsrgrsns rgrssnpnns-
catu Srutidhai vatasvarakai Sikinisa da i tarasu ddha

n,snsrm-ppmrgrrrmpmrgr nsrmpmpn-
a roha gadhava rjita avard hasa m piurpavakra

s, ns ,snpdn pmrm-ppnpmQpns snpns n-
sagraha n yasam sa triputayu kta kharaharapriya

pd np pmr- rgr ssnn- srmpns s- npdn pmr-
meélajanita S$riraga mavadha ra ya $rira ma

ggrsn ||
namo hamo

The structural, textual and melodic analysis of the same is attempted here and the

observations are as follows

This is a single segmented laksana gita in the raga sri without any sections.

11



The gita is set to triputa tala with atita eduppu, the melody starting in the last
dhrutam of the previous avarta. The gita ends on the last wave of thetriputa tala. The
entire gita extends to 24 avarta-s. ,

The dhatu consists of hrsva svara-s with occasional dhirga svara-s extending to not
more than two aksarakala-s.

Janta prayoga-s have been used throughout the gita.

The arohana and avarohana of the raga is given in the last two avarta-s of the
dhatu-srmpns—snpdnpmrggrs

No talanga-s or sthayi indications are found. Groups of seven svara-s equivalent to
the seven aksarakala-s of a single tisra jati triputa tdla avarta are seen separated by a
comma. There are no indications of the vowel extensions of the syllables in the matu.
The text which is in praise of lord Rama gives the rdga laksana of srirdga from the
fifth avarta.

The svara-s taken by the raga sri has been given as catusruti risabha, sadhdrana
gandhara, catusruti dhaivata and kaisiki nisadha and the rest assuddha svara-s. It is
also given that gandhara and dhaivata are absent in the aroha but the avaroha is
vakra sampurna. These details along with the scale given in the last two avarta-s of
the dhatu gives a clear picture of the arohana and avarohana of this raga.

Sadjam is given as the graha and nydsa svara. Govinda has given enough phrases in
the dhatu of this gita to explain this-snpdnpm-srgrs—-mpns—-rrgrs
Govinda has used the p d n p m phrase four times in this relatively small composition
in contrast to the Diksitar school of thought which says that p d n p m phrase has to be
used only once or sparingly in any composition.

The phrase r g r s and r g g r s which is a rafijaka prayoga for this raga has been used
effectively by Govinda in this gita.

Sriraga which is the 22" raganga raga in the Venkatamakhin scheme of raga
classification is given by Govinda as the first janya rdga of the 22" mela
Karaharapriya. The laksana sloka of this srirdga is given by Govinda in the third
adhyaya of Sangraha Cudamani under ‘mélajanam raganam laksanani’ as follows-

Adhikarat kharaharapriyaccriraga ishyate |
Sanydasam samsakam caiva sasadjagrahamucyaté |
Arohé gadhavarjyam ca piirnavakravarohakam|
Sarimapanisanipa dhanipamarigarisall
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The raga laksanaof sri given in the above laksana sloka is exactly reproduced in the

laksana gita with some more added details.

e The name of the fala triputa is also given in the text.

e The language used is bhandira.

This laksana gita of Govinda not only gives the raga laksana of the raga sri in detail
in the text but also the saficara-s and rafijakaprayoga-s of this raga in the dhatu. Learning
such gita-s has dual advantage in not only understanding the raga svaripa of the rdga-s in
which they are composed in a structured and refined way but getting a clear knowledge of the

laksana aspect of the raga-s as conceived during that period aswell.

Venkatamakhin and Muddu Venkatamakhi have composed laksana gita-s for the 72
raganga raga-s and some of their janya raga-s of kanakambari-phénadyuti scheme of rdaga
classification which has been given by Subbarama Diksita in Sangita Sampradaya Pradarsini
under the heading laksya gita-s. The raganga raga laksana gita-s found in this source
generally consists of three sections or khanda-s. The first is the sitra khanda or the dhruva
wherein the initial syllables of the text (mnemonics) gives the clue to the svara-s taken by the
raga. The next two sections the upanga and bhasanga khanda-s give the list of upanga and
bhasanga raga-s of the raganga raga. The last two sections are absent for those rdaganga
raga-s for which there are few or no janya raga-s. The janya raga laksana gita-s do not have

these sections though.

Paidala Gurumarti Sastri, an 18" century composer, has also composed laksana gita-s

of which three are available in the music book Gayaka Parijatam of Tacchiir brothers.

o  Arabhi raga laksapam in the raga arabhi
e Jayakarundasindhii in the raga dhanyasi
®  Kamsasura khandana in the raga sahana

All the three gita-s have only one segment. They include raga laksana details like the
svarasthana-s of the raga, sampiirna, audava, sadava details of the arohana and avarohana

and details of the méla and janya names.

The gita-s of Vina Vijaya Varadayya in Sangita Sarvartha Sara Sangrahamu given under
the heading laksana gita-s do not give the laksana-s of the rdga in which they are composed
but merely gives some musical terms like sruti, svara, miircchana, jati, gita, alapa, thaya,

etc. in the sahitya.
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Conclusion

Considering the laksya and laksana value of the musical form gita, along with the
volume and variety that are available, the utility of this form can no doubt be extended
beyond the sphere of abhydsa gana to which it has been restricted to.Attempt has to be made
to popularize this musical form, by bringing out more and more number of gita-s to the
attention of music fraternitythrough publications. Music institutions should compulasarily
include this musical form in their curriculum both from academic and practical view points.

Attempt also should be made to make these pieces concert worthy.
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