INTRCDUCTION TO THE SAMAVEDIC NOTATIONS

The Jaiminiya Syllable Notation

The samavedic notations (the summary here based upon
descriptions in SC 29-152, NVL 309-16, LSJS 18-20, and Part
III of VRV) are essentially systems of symbols designating
hand positions (mudras), indispensable elements of any recital.
The mudras evoke svaras, musical phrases and motives typical
of a particular chanting style.

The J syllable notation consists of 16 signs representing
single svaras, 16 signs showing double or compound gvaras, and
2 signs signifying absence of svara. The traditional 1list of
J symbols, as found in Sabhapati's Qgégggglgggggg and in the
Samalakgggg, makes use of an arrangement_by p;o;etic category
(voicelgs; non-aspirates, voiced non-aspirates, voiced aspirates,
voiceless aspirates; these followed by nasals, semivowels, con-
Jjuncts, h, 1, and s). The major defect of this method is its
mixing of c;mpound svaras with single svaras. Much more logical
is the system adopted at Ko?untigappu}%i village (Kéra%a), where
the signs for single svaras, mostly in alphabetic order, are
given first, followed by signs for compound svaras, also (with
some exceptions) in alphabetic order. The two symbols denoting

absence of svara conclude the list. The svara names are those



used by Tamil chanters (see SC 142-47, LSJS 19); this termi-
nology is not followed by all Jaiminiyas.
Single Svaras
l. Xk (avaroha)
2. kh (anvangulya, anvahgulimardana)

(udgama)

(vana)

[e]

=W
+

(na-svara, anamikodgama)

n
t (avartta)

. p (ksepana)
. ph (ph-svara, madhyamahgulliyavaroha)

5
6
7. th (uttana, kevalottana)
8
9
0

. Dbh (mardana)
11. y (mar$ana)

12, s (tarjani-(abhi)mar§ana)

13. pl (pla-svara, anamikavaroha)

14. 1N (ha-svara, kanisthikodgama)

15. *tr (tra-svara, kanisthika-(abhi)marSana)

16. kru (krusta)

Compound Svaras

17. g (avarohaksepana, k-p)

18. gh (yanamarSana, t-y)

19. ch (udgamottana, uccair upakramyottana, c-th)

20. j (avarohamar§ana, k-y)

21. _jh (avarttaksepana, 1t-p)

22. +th (avarohottana, nicair upakramyottana, k-th)




23. d (udgamaksepana, c-p)

2k. dh (avarttamarSana, t-y)

25. d (udgamamar§ana, c-y)

26. dh (ksepanamarfana, p-y)

27. 1 (avarohayana, k-t)
28. n (yananvafgulya, yatvanvahgulimardana, t-kh)

29. v (avarohavartta, k-t)
30. h (udgamayana, c-t)
31. 1 (udgamavartta, ;-t)
2. b (yanaksepana, t-p)

Absence of Svara

33. § (occurs after a svara symbol)
34. s (occurs before a svara symbol)

The Kotuntirappulli pandits do not make use of the symbol #

(kanisthayas samudgatyanvadgulimardana), and indeed I have not

encountered it anywhere in the manuscripts.
The number of textual syllables covered by a sign is
shown by its combination with vowels, anusvara, and visarga

(ﬂ-zlné:zli=33i=un2=5§=6trz?'r?=8:§=9-

ai =10, o =11, au = 12, am = 13, ah = 14). For example,

symbol pe, p combined with the ninth vowel, designates p on

nine syllables of text (the syllable on which the sign is notated
and the eight preceding syllables). Some manuscripts use the
semivowel y to take the place of one vowel; hence kya is the

same as ka, kya the same as ki, kyi the same as kI, and so forth.

The following fragment illustrates this principle:



tu pa §a
/' GRYIRAGIRE Cj DAKSASAYI /.
Symbol ?ﬁ (F coupled with the Sixth vowel) éncompasses the six
syllabl;é ggiirégiré ca; pa (p with the second vowel) covers
the two syllables géggé; 82 (£ plus the Second vowel) is the

notation for syliables sayi. The hotational consonants may

tyu pPya §ya
/ GAYIRAGIRJ CA DAKSASA-YT v

Ordinarily textual Syllables Carrying notationa] Symbols bear
the svaras Primarily connected with the Symbols. 1In the above
extract, therefore, the Principal musical phrases are sung on

Syllables ca and ksa.

bostures or movements, which pProduce musica] phrases Tepresen-

tative of certain chanting Styles. These hand motions are

They hold the hand at three vertical levels: high (Epggi),
middle (madhxam), or low (ggggy). lMoreover, this right hand may
aprear in any of three horizon;al Positions;: right (Q§£§i§§)’
middle, or left (vama). The hang may be held in four wa;s_in
€ach position:
(1) malartti, the palm of the hand faces either the
chanter (upper level), upwards (middile level),

or the onlooker (low level).



(2) kamiltti: +the back of the hand faces either the
;hanter (upper level), upwards (middle level),
or the onlooker (low level).

(3) uparistha-pitikka: at the high, middle, or low
l;;els t;e palm of the hand faces the chanter's
left.

(4) matakki-pitikka: the hand is held in a fist, which

B may as;ume any of the three preceding positions.
In addition to these, kanakku ("counting") is sometimes executed
by bending forward each ;inger separately, starting with the
little finger, when the hand is motionless.
Attempts will be made in Part II to connect series of
these hand postures with certain notational symbols; but a com-
plete exposition of these relationships must remain, for now,

a desideratum.

The Kauthuma-Ranayaniya Numeral Notation

This system is more complex than the one just described.
That "svara" in its K-R usage is likewise not synonymous with
"tone" has been shown in Chapter 2 of SC and in Part III of
VRV. This conclusion is valid despite the association of the
svaras, by the Néraﬁa—éikgé and other treatises, with the tones
of the secular scale (see—sc 32). This is but a symbolic exer-
cise, however, for the same textbook equates the svaras with
colors, castes, animals, and gods (Nérada-éikgé 1.4,1-4;
1.5.3-4,13-14). More apropos is its descriptzon of the mudras

(1.7.3-4), though this passage too is guilty of misrepresentation



by its use of the terminology of secular music.

The five basic K-R mudras are specified by numerals 1-5,
which correspond not to tones but to the five fingers of the
right hand:

1: the thumb (gﬁggg?ﬁg)

2: the forefinger (tarjani, prade§ini)

3: the middle finger (madhyama)

Ly +the ring finger (anamika)

5: the little finger (ggg;§§g;g§)
ludra 1 is the first (prathama) fing;, the thumb itself, which
is held somewhat apart from the remaining fingers. Mudras 2-5
are realized by having the thumb touch the middle sections of
the second (dvitiya), third (trtiya), fourth (caturtha), and
fifth (paficama) fingers, respe:tively. Mudra 1, occasionally
with the thumb held at slightly higher elevation, signifies

also a sixth svara, krusta ("loud"), probably a later addition

to the notation. It is shown by either 1 or 11. DNumeral 6,

known variously as atisvarya, atisvara, anusvara, or antya, is

also of secondary importance and may have originally denoted
nasalization (see NVR 67; SC 132-33; 135, note 3; 138), perhaps
that connected with the sacred syllable om. This number
represents the thumb touching the base of the little finger.

The numbers appear above the text (the primary or pgggqgg
position) or within the text (the secondary or vikrti position).
The same number is not notated twice in successioﬂ: hence

the excerpt



Ly 5r r Uk 5 5
/ TVAM TVAN NO AGNE WA / HosBHKIg /

has the same mudras and musical structure as if the notation were

Lr L 50 5 5r 4 5 55
/ TVAN TVAN NO AGNE LA / HOéBHﬁI@ /.

Syllables that possess primary but not secondary numbers
are allotted specific time units (matras) by the Matralaksana
("Description of Matra"), a relatively modern treatise whzc;
classifies these syllables as short (hrasva), long (dirgha),
or augmented/prolated (vrddha/pluta). Short syllables have
short vowels and are wor;h 1 matra. Long syllables have long
vowels with the letter r (repha) placed above and contain 2
matras. Augnented syllables have long vowels that lack the
r notation and are worth 3 matras. Syllables which have become
diphthongized through the addition of gati (for instance,
ta-(y)i) contain 3 matras for the two elements combined. Accord-

ing to these specifications, the following passage has the matra

apportionment as indicated.

Notation: Sr T r 4 5
Text : / EHY U SU BRAVAU HO NAI TAI /.
Matras 2 2 31 12 3 3 3

The mudras normally progress from one finger or finger
position to the next lower position (11 to 1, 1 to 2, 2 %o 3,
3 tobd, 4 to 5, 5 to 6). However, certain types of ascent

(pratyutkrama) and disjunct movement (atikrama) are allowed.

The permissible ascending patterns are 6 to 5, 5 to 4, 4 to 3,
3 to 2, 2 tol, 5 to 3, 5 to 2, and 3 to 1. Disjunctive skips
that are admissible include 11 to 2, 1 to 3, 3 %o 5, 1 to 5,



5t 3, 5to 2, 3 tol, and 5 to 1. These progressions are not
restricted as to position, be it primary or secondary.

In SC, VRV, and MNUC I name the combination of a primary
number followed, on the same syllable, by one or more secondary
numbers a "sequence." I shall continue to use this term, with
the caveat that the samavedic treatises have no general desig-
nation for this important feature of the chants. The names of
particular sequences, however, are well-known. Unless otherwise

indicated, they occur on augmented syllables.

15 prenkha or karsana
1p3¢ karsana o
‘23! hezsene
la3u5t karsana
1r,: dirgha-karsana
2r3: dirgha—kar;gig
1,1 hrasva-kar;ggg (on a short vowel)
23: hrasva—kar;gég (on a short vowel)

53 or 153: namana

l%%ﬁ%: svara
111 -
23453 svara

1111

32345t svara
5¢+ padanusvara
5656t padanusvara

15,: vinata

1Sr,: vinata

15,: vinata (on a short vowel)



pranata

n
H
LW Ay

: prapata

: pranata (on a short vowel)

FEEE N
=] U W

utsvarita
abhigita (2 followed by 1; not the same as

213 mainly on a short vowel)

This is by no means a complete list, for most sequences are not
named. Other common patterns include 13, 2., 43, 35, 323@, and
so on. Sequences that make use of special signs (the circumflex,
for example) often call for special hand movements (see SC 80).
In most cases, however, the traditional mudras are employed:
323&’ for instance, requires the thumb to touch the third,
second, third, and fourth fingers, in that order. The matra
calculations for sequences given by the MEtrElak%ggg sometimes
have little relevance to the oral traditions. ﬁ;r;over, the
time values of the numbers, whether they are above or within the
line of text, vary from one sequence to the next. In spite of
the fact that the musical interpretation of a particular mudra
varies according to context, with but few exceptions a specific
sequence has fixed musical value in the K-R traditions.

Every samavedic chant is divided into sections, each of
which should be sung in a single breath. The section (vacana,
parvan), enclosed by vertical lines, is a self-contained nota-
tional and musical entity not affected by sections that precede
and follow. The notation of a vacana depicts a series of mudras

which may be duplicated hundreds of times throughout the



10

repertoire. This repetition of musical material is essential,
for the different mudra combinations are limited to about three
hundred. One saman is differentiated from another by its
unique grouping of selected phrases from this pool of three
hundred "standard phrases." This "centonization" technique
characterizes certain liturgical chants of other countries and
regions, but the samavedic hymns are the world's oldest
centonate chants.

An alternative method of showing the mudras is the
representation of each of the three hundred combinations by a
particular syllable, which, in R grantha manuscripts, is placed
after the first syllable of the text in each vacana. Lists of
these syllables are arranged by varga (consonant category).

The ka-varga (k, kh, g, gh, H, 1, v, kv) supplies consonants,
semivowels, and conjuncts which are used to identify wvacanas
beginning with figure 1. The ca-varga (c, ch, j, jh, H, §, S,
B, Bc, ¥, }) provides symbols to show vacanas beginning witﬂ-
number 2. —Those starting with 3 use signs which are part of

the ta-varga (t, th, d, ¥), while vacanas beginning with 4 and 5
use ;ymbols dr;wﬂ_fro; the ta-varga (t, th, h) and pa-varga

(p, ph), respectively. Each consonant can combine with ten

, & ai, 0, au), anusvara (am), and

11

vowels (2, a, i, I, u, al
visarga (g?). The possible mudra combinations, based upon the
listing iﬁ—D (Introduction, 29-35), with the variants of
NVL 326-44 and SC 118, are given here. A syllable marked with
an asterisk shows a mudra sequence duplicated by another

syllable. Some of these duplications involve au ho va, a



11

stobha (non-textual insertion) that calls for special musical

treatment.
Ka-Varga
ka: 1
ka: 12
ki: 123
ki: 1234
ku: 12345
ke: 12345656
kai: 121
ko: 1231
kau: 1321
52@: 12321
g;%: 1232
Kha: 12343
kha: 123454
khi: 12352
khi: 13
khu: 132
khu: 1323
kxhe: 13232
khai: 132323
kho: 13234
khau: 132343
kham: 1323234
khah: 1323235

ghe:
ghai:
gho:
ghau:
gham:

132345

11EL
1323, 5

132345656
13231
132312
1323123
132312345
151232
12121
17231
1212312345
123231
123123121
1231231212
1212
12123
121234
1212345
121234565
121232
1212323
12123234
1212343 (NVL: 12343)



ghah: 12312
ha: 123123

AE: 1231234

hi: 12312345
his 1232123
hu: 123212345

- 1111
he: 121212
hai: 1212123
fos 1212123%%i§

1111

hau: 121.’212345
*ham: 1212121
*hahs 1212121
las 12121212
la: 121212123

. 1111
1is 12121212345
11: 121212121
lus 1212121212
1u: 121212121232345
le: 12121212121
lai: 121212121212
lo: 12121212121232345
lau: 12121212121212
lam: 1212121212121
132: 12121212121212121231;,5
va: 1212121212121212121
va: 1212121212121212121212

12

vis 12323

vi: 123234

vu: 1232343

1232345
1232345
(5 on au ho va)

1232345656

1212 (NVL: 1213)

12132 (NVL: 1232)

121323

1213%%&%

1212132 (NVL: 121232)

12121323

121213%%&%

12121213%%&%
19144

12121212121212132345

12343235

1212313%%&%
1111

1212121212121232345

23

234
2345
234565
2345656
232



cai: 2343
co: 212
cau: 2123
cam: 21234

cah: 212343
*¥cha: 212345
¥cha: 212345
chi: 2123456
chi: 212345656
chu: 21212
chu: 212123
che: 217234
chais 21212345

cho: 2312
chau: 23123

cham: 231232
ghggl 231234
jg:- 2312345
jas 21232
jis 212323
jis 2123234

¢ 21232343

: 2123%%&%

jes 21232345

2 [

1]

(5 on au ho va)
*#jais 2121232
Jjo: 2172323

Jdau:

iha

fias

e g

E
o}
Wi

2R BE R E

B
2

o
c

B

13

212123%%&%

(NVL: 2121232345)
2121212
21212123

212121%%&%

21212123%%&%
212312
2123123

21231234

1111

2123153,

23212
232123

2321234 (NVL: 23212)
72
723
7232

723234

213 (SCs 72323)

7234

72343

7232345

7232345656

72123

7231

213

21213 (NVL: 2123)
2132



Hah: 21313 (NVL: 2123)
Sa: 213234
§a: 2132343
s 0B
8i: 2323
Su: 23234
Su: 232343
¥Se: 232345
#§ai: 232345
(5 on au ho va)
So: 2323456
Sau: 232345656 (NVL: 232345)
*Sam: 23232
*émgs 23232
?gsn 2323234
%és 234323
it 23432345
;i: 23432345656
;g: 231212
;g= 231723
;g: 2317232
;g; 2317234
o 2073
saut 2121212
;ams 21212123

sah: 21212123234

14

sas 21212123%%&%

s3: 212121%%&%

si: 212121212

sI: 2121212123

su: 21212121%%&%

sU: 21212121212121212

se: 2121212121212121212

sai: 212121212121212121212

sos 23133

sau: 2121323

sams 21213%%&%

sag 2121213%%&%

Box 212121213%%&%

Scar 212121212121213%%&%

#(8ci]: 2121212121212121
(absent in D and
NVL; see SC)

gcI: 212321

Scu: 212343235

Scu: 21234545

Sce: 212345454545

(absent in NVL; see

sc)

#[§cai]: 2121232 (absent in

D and NVL; see SC)



Eés 231

ri: 2321

ri: 23231

iy 23121

ru: 21231

re: 2123123121
*rai: 2121

¥ro: 2121

rau: 212121
ram: 21212121
gggz 2121212121
%Q: 212121212121

(NVL: 21212121212)
#1a: 2121212121212121
(SC: 212121212121)

li: 2121212321
Ei 21212121
a-;arga
ta: 3
¥é: 345
te 565
;is 323
twe 3234 (WL 323234)
e 32345
-?gs 32345
(5 on 2u ho vi)
tal: 323456

to:
tau:

tam:

seh:
tha:
this
i
th
thu:

thils

the:

thai
tho:

thau:
than:
theh:
T

da:

e e
Ead -

1=

|

w
'_l-

l

-

lo

dau:

32345656
32123

321234

1111
212305

323123
3231234
312345
34345
3k S5
34545
Sh3k5h5
33k 345
32323k
3232345
323232345
32343
3234323
32343235
3234345
3231232345
31323
345345
3434343
3434343k5
3213232343

(NVL: 32132343)

34345345

15



yu:
yu:

*[ye]:

yai:
yo:
yau:

32

321
3231
32312
3212
323432

in D and NVL; see

sc)
3234321
312
3132
3232
321323232

(NVL: 32323232)

k5
k565
b sk
Lsks

L 5L 56
L 5k 5k

L 5hshs
L 5k 5h 5k

b 54 5k 5k 5
L 5k 5k 5k Sh

3234323 (absent

ld- Id- Id-
. b‘l E Iag‘

ct
=g
[

ct
=3
4

ct
c

H

ct et
=3
]

thai:
ha:
has

hi:

L 5k 5k Sk 5k 5
L35
k3l sh 5
k3345
b3k3h 5k 5
43434345
k32345
k35

452
k3
k323
L3234

Pa-Varga

pai:
po:

pau:
bam:
i
EQ;’

phas

565
Sk
4
532
5323
5321
545
5k 56
5h32345
543234545
5234545
52345
5234565

16
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phi: 5454 phu: 5454545
phi: 54545 phe: Sk5ksksh
phu: Sh54 54 phai: 545454545

This 1list presents only the bare number combinations without
giving any idea of their internal dispositions. For example,
hu signals the progression 123212345, which may be arranged
in several ways: 12321123#5, 1232123b5. 123212345, 123212345.
and so on. These sub-combinations add interest and variety to
what would otherwise be an austere, mechanistic duplication of

musical material.



