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meélam 22 — kharaharapriya

P. P. Narayanaswami

melam 22 — kharaharapriya

T77995 HARAHARAPRIYA is the fourth mélam (bha) in the fourth cakram, véda cakram. Hence it is usually
A referred to by the mnemonic name “véda — bhu”, since there are 4 vedas, and the katapayadi

numeral for the consonant “bha” is 4 (from the “pa varga”: pa, pha b bha ma)!) The svarams taken
by the mélam kharaharapriya are:

sadjam (S, sa), catuSruti rsabham(R2, ri), sadarana gandharam (G1, ga), suddha madhyamam (M1, ma),
pancamam (P, pa), catusruti dhiavatam (D2, dhi), kaisiki nisadham (N2, ni). Thus, the mnemonic svara
nomenclature for kharaharapriya is ri gi ma dhi ni, showing that besides the notes sa, pa, the notes taken
are ri (R2), ga (G1), ma (M1), dhi (D2), ni (N2). The first two syllables “kha - ra” in the name yields the mélam
number 22 according to the katapayadi scheme (that is, kha =2 (from ka, kha g gh n),and ra =2 (from ya ra
la va), so 2 2 reversed still gives 22!!). Some believe that the original name of this mélam was harapriya, and
the prefix “khara” was added to obtain the numeral 22. But kharaharapriya itself has the meaning - priya
(beloved of, liked by) hara (slayer of) khara (the demon named khara).



kharaharapriya is a mélam with symmetrical tetrachords; intervals are separated by a major tone. The
melam gets is pleasing quality from the even distribution of the notes. The ri - ga, and the dha - ni
are in consonance and the interval between sa - ri, ma - pa, and dha - ni are all equal. This facilitates
singing of sangatis in sets which can independently interpret the melody, and allow the singer to build
the alapana phrase by phrase.

a major ragam, capable of very lengthy alapanas.
chaya and nyasa svarams : ri, ga, dha, ni; amsa svarams: ri and pa

kharaharapriya is approximately equal to the sadja gramam of ancient music, the premordial scale of
the Hindus

kharaharapriya is a sarva svara gamaka varika rakti ragam. The pratyahata gamakam (ri sa, sa ni,
ni dha, dha pa, pa ma, ma ga, ga ri) lends colour to this mélam . Yet, unlike an average ragam,
kharaharapriya comes out beautifully even without employing much gamakam.

kharaharapriya is a tristhayl ragam

compositions in kharaharapriya usually begin in sa, ri, pa, ni.
prayogams — NI dha PA ma GA ri
NI da pa dha ni sa ni dha PA ma GA ri

kharaharapriya admits prayogams ending in the note ni. Only the notes sa, pa enjoy this previlage!

A maurccanakaraka mélam, that admits graha bhedam (modal shift of tonic), yielding the mélams
hanumatodi (8), mécakalyani (65), harikambhoji (28), nathabhairavi (20), dhirasankarabharanam (29),
respectively when the notes ri, ga, ma, pa, and ni are taken as the tonic adhara éajam.

kharaharapriya corresponds to the Phrygian mode in Greek, the Dorian in Ecclesiastical, the “D” mode
in European and the Irak mode in Arab music.



Sarngadva, the author of sangita ratnakara mentions that kharaharapriya contains all svarams of sama
véda. Since Lord Siva is pleased with sama véda chants, it is appropriate that this mélam assumes the
name “harapriya”.

a ragam suitable for singing at all times. It evokes karuna rasam

Among the musical trinity, Saint tyagaraja is the sole composer who has given full life to khara-
harapriya by composing a large number of krtis. Neither muttusvami diksitar, not Syama sastri has
composed in this méla ragam. Tyagaraja’s cakkani ragjamargamu is the most popular composition in
kharaharapriya. It is a puzzle why muttusvami diksitar did not compose any krti in kharaharapriya.
The obvious answer is that he composed only in rudrapriya which is “almost” kharaharapriya, except
that the note “dha” is absent in the avarohanam.

kharaharapriya has helped the nadasvaram to acquire recognition as a major musical instrument.
Nadasvaram exponents like Karaikkuricci Arunachalam, have indulged in this ragam for long
stretches of hours, especially when rendering some weighty tyagaraja compositions.

pallavi expositions in kharaharapriya are very common. Nowadays, we can hear ragamalika svarams
sung at the concluding segment of a pallavi in kharaharapriya where the artist chooses a number
of priya-suffixed ragams (such as gayakapriya, sanmukhapriya, raghupriya, gopriya, sunadapriya,
varunapriya, and so forth!!).

Balamuraliksrishna has composed a ragamalika tillana in five priya-suffixed ragams that include khara-
harapriya as the last one.

There are many folk tunes and kavadi cindu songs in kharaharapriya. Also, many tiruppugazh hymns
are rendered in kharaharapriya. The cine world in south india has its fair share of songs in this mélam.



Some Compositions in kharaharapriya

kori sévimpa rareé adi tyagaraja

cakkani rajamargamu lundana adi tyagaraja

cétulara srngaramu cési adi tyagaraja

nadaci nadaci jucérayydhya asi tyagaraja

pakkala nilabati miSra capu tyagaraja

pahi rama ramayanacu rupakam tyagaraja

péridi ninnu adi tyagaraja

mitra bhagyamé bhagyamu adi tyagaraja

rama niyeda adi tyagaraja

rama ni samanamevaru rupakam tyagaraja

vidamu séyavé nannu adi tyagaraja

appan avataritta adi papanasam Sivan
aranamum jhampa papanasam Sivan
dayavilklaiya adi papanasam Sivan
dharmambikeé adi papanasam Sivan

enna Seidalum adi papanasam Sivan
janakipatée adi papanasam Sivan
paramukham énayya adi papanasam Sivan

vina alaiyade adi papanasam Sivan
kadali radhayai adi papanasam Sivan
okapari kokapari adi annamacarya
allikkénikkarai adi uttukkadu venkatakavi
bhaktiyoga angitamargameé adi uttukkadu venkatakavi
enna paramukham amma adi uttukkadu venkata kavi
rasakelivilasa adi uttukkadu venkata kavi

sundara natarajam adi uttukkadu venkata kavi



inta parakélara adi pallavi Sésayyar
ganasudharasa adi mysore vasudévacariar
sankalpamettido adi patnam subrahmanya iyer
ninnunammina rupakam Kkarur cinna déevudu
kannan manivannan  rapakam muttayya bhagavatar
muvasai kondeé adi muttayya bhagavatar
tyagarajaguru adi vina kuppayyar

inda varam taruvai rapakam védanayakam pillai

inda manamoru rupakam t. laksmanan pillai

inta parakélara adi pallavi Sesayyar

inda janmam véndum rupakam gopalakrsna bharathi
rarayani pilacité adi myspre vasudeéevacariar
tyagaraja adi tiruvottiyur tyagarajan
ninnu kolici rupakam ramnad Srinivasa iyengar
kan parayya adi kotiSvara iyer

arulvay Sriminalocani adi kotiSvara iyer

aravanai tuyinridum  adi Calcutta K.S.Krisnmanmurthi
anbé arumarandalum adi periyasami tiran

kalané bvizhttiya adi periyasami tiran
dharnmasasta adi tulasivanam
raktakanthéSvaram adi tulasivanam
SabariSvaram adi tulasivanam

rama nivé (varnam) adi tenmadam narasimhacari

Remark: Professor Sambamurthi mentions that the tyagaraja kri “rama niyeda” is not set in kharahara-
priya, but in the ragam dilipakam.



janyams of kharaharapriya

kharaharapriya lends itself to a huge number of janya ragams. Many of these janyams are important in
their own right. Walter Kaufmann’s ragas of South India lists 132 janyams of kharaharapriya. They are:

sri, abhogi, kanada, darbar, nayaki, abhéri, ananda varidhi, andolika, anilavali, balacandrika, balaghosi(ni),
bhadra sarangalila, bhagavatapriya, bhagyaranjani, bhoga kannada, bhogavati, bhramarika manjari, bhuyomani,
brndavanasaranga, cakra pradipta, candrakala, candramandana, caravali, catam, chandodhari, chaya
sobhitam, cittaranjani, désya kanada, désya kapi, désya manohari, dévakriya, dévamanohari, dévamrtavarsini,
dévamukhari, dévaranjani, dhatumanohari, dhirakala, dilipakam, ganavasantam, garava simhala, gauri vas-
antam, ghana keési, ghanaja ghana, grandhaviksépam, hanokaha, hariharamohini, harinarayani, hémavali,
hindolavasantam, hindustan kapi, huséni, inakapriya, janandolika, jayaksari, jayamanjari, jayamanohari,
jayanarayani, jayantaséna, jhalamanjari, jivaka vasantam, kaiSika, kalanidhi, kalasvarupikalharu, kalika,
kalindi, kalyana tarangini, kalyana vasantam, kanaka varali, kannada gaula, kannada varali, kapi, kapi
Jingala, karani, karnataka dévagandhari, karnata kapi,karnataka kapi, kapi, kathinya, karnaranjani, khilavali,
kirana bhaskara, kumudapriya, kundamalika, lalitagandhari, lalitamanohari, madhi, madhyamavati, makuta
dharini, malavasri, mallaru, mandamari, manirangu, manjari, manohari, margahindolam, maruvadhanyasi,
mayapratipam, mukhari, nadacintamani, nadamurti, nadatarangini, nadanapriya, navaratnavilasam, nagari,
phalamanjari, pancama, purnakalanidhi, purnasadjam, purvamukhari, puspalatika, rudrapriya, saind-
havi, salaga bhairavi, samkrantanapriya, siddhaséna, Srimanohari, Sriranjani, subhangi, suddhabangala,
suddhabhairavi, suddha dhanyasi, suddhamadhyamam, sudhamanohari, suddhavelavali, sugunabhtsani,
sujaris, svarabhusani, svarakalanidhi, svararanjani, udayaravicandrika, varamu

Remark: Walter Kaufmann mentions two versions of kalyana vasantam, one under mélam kiravani (21)
(the traditional), and another under kharaharapriya. However, the version of the popular kiti nadaloludai
as sung by the Chittoor school with catusruti dhaivatam, would have kalyana vasantam classified under
gauri manohari (mélam 23).



scales of some important janyams

janyam arohanam avarOhanam

abheéri Sa ga ma pa ni sa sa ni dha pa ma ga ri sa
abhogi sari ga ma dha sa sa dha ma gai sa

andolika sa ri ma pa ni sa sa ni dha ma ri sa
athana(*) sa ri ma pa ni sa sa ni Dha pa ma pa Gamari sa
brndavanasaranga sarima pani sa sa ni pama ri ga sa
cittaranjani ni sa ri ga ma pa dha ni ni dha pa ma gari sa ni
darbar sa ri ma pa dha ni sa sa Ni dha pa ma ri Ga Gari sa
dévamanohari sa ri ma pa dha ni sa sa ni dha ni pa ma ri sa
dévamrtavarsini sa ri ga ma ni dha ni sa sa ni dha pa ma ga ri sa
dilipakam sa ri ma pa dha ni dha pa ma ni dha ni sa sa ni dha pa ma gari sa
hindustan kapi sa ri ma pa ni sa sa ni dha ni pa ma ga ri sa
huseni sa pa ma pa ni dha ni sa sa ni dha pa ma gari sa
jayamanohari sa ri ga ma dha sa sa ni dha ma ga ri sa
jayanarayani sari ga ma pa dha sa sa ni dha pa ma ga ri sa
jayantaséna sa ga ma pa dha sa sa ni dha pa ma ga sa
kalanidhi sari ga ma sa pa ma dha ni sa sa ni dha pa ma ga ri sa
kanada sa ri Ga ma Dha ni sa sa ni pa ma Ga ma Ri sa
kannadagaula sari ga ma pa ni sa sa ni dha pa ma ga sa
karnaranjani sari ga ma ga pa dha sa sa ni dha pa ma ga ri sa
kuntalavarali sa ma pa ni dha sa sa ni dha pa ma sa

For (*) see remarks on next page



madhyamavati

sa ri ma pa ni sa

sa ni pamari sa

malavasri sa ga ma pa ni dha ni pa dha ni sa sani dha pa ma ga sa
manirangu sa ri ma pa ni sa sani pama Gari sa
manjari sa ga ri ga ma pa ni dha ni sa sa ni dha pa ma ga ri sa
manohari sari ga ma pa dha sa sa dha pa ma ga ri sa
mukhari sa ri ma pa ni dha sa sa nidha pa ma ga ri sa
nayaki sa ri ma pa dha pa sa sa Ni dha pa ma ri Gari sa
pasupatipriya sa ri ma pa ma dha sa sa dha pa ma ri ma sa
phalamanjari sa ga ma pa ma dha sa sa ni dha pa ma Ga ma ri sa

purna sadjam
puspalatika
rudrapriya
ritigaula(*)

sari ga ma ni ni sa

sari ga ma pani sa

sa ri ga ma pa dha ni sa

sa ga ri ga ma ni dha ma ni ni sa

sa ni pama Gari sa
sa ni pama gari sa
sa ni pa ma gari sa
sa ni dha ma ga ma pa Ma gari sa

salagabhairavi sa ri ma pa dha sa sa ni dha pa ma ga ri sa
siddhasena sa gari ga ma pa dha sa sa ni dha ma pa ma ri ga ri sa
Sri sa ri ma pa ni sa sa ni pa dha ni pa ma ri gari sa
Srirafjani sa ri ga ma dha ni sa sa ni dha ma ga ri sa

Suddha bangala  sari ma pa dha sa sa dha pa ma ri ga ri sa

suddha dhanyasi

Sa ga ma pa ni sa

sa ni pa ma ga sa

suposini sari sa ma pa ni dha sa sa dha ni pa ma ri ma sa
svarabhusani sa ga ma pa dha ni sa sa ni pa ma ga ma ri sa
Remarks:

1. athana is more of a phrase-oriented ragam with a unique identity. Some texts classify this under
dhirasankarabharanam ( mélam 29). Professor S. R. Janakiraman’s recent book contends that athana should
be placed under kharaharapriya.

2. ritigaula is historically favored to belong to nathabhairavi mélam 20.



kafi thath - hindustani paddhati

The Hindusthani thath kafi corresponds to kharaharapriya of karnatik music. The svarams used are: tivra
ri, komal ga, suddh ma, tivra dha, komal ni. vadi is pa, and samvadi is sa. It is an evening ragam . The
usage of jod (double svaras) sa sa, ri ri ga ga, ma ma, pa pa is pleasing. In this ragam, the notes ga, ri in
the ptirvang, and ni, dha in the uttarang should be frequently employed. Ending of alap with pa ma ga ri
is graceful. Beauty of kafi rests in sa, ga, pa ni. Pure katfi is rarely rendered, and what is presented as kafi
contains touches of sindhtri. You can hear tumri, bhajan, hori, tappa, ghazal , or sometimes dhrupad in
kafi.

The following ragams are derivatives of kafi:- bhimpalasi, dhani, dhanasri, bhim, patadip, barva,
sindhura,sindh, hansakinkini, bhagésri, bahar, pili, palasi, the mallari group (megh malhar, miyan
ki malhar, gaud malhar, suddh malhar, nath malhar, sur malhar, ramdasi malhar, rapmarnjari malhar,
mirabai ki malhar,nayaki malhar, jayant malhar, carajuki malhar, dés malhar, caficalasasa malhar, dhulia
malhar), candrakauns,Srirafijjani,patmanjari, malgunj, gaud, the sarang group (bindrabani sarang, madhu-
mati sarang, bhadhauns sarang, miyan ki sarang, lankadahan sarang, samant sarang, nur sara.ng).



asampurna melam 22 - Sr1

According to Diksitar school of asampiirna méla paddhati, raganga ragam 22 is $ri.

laksanarn (Definition) (Vernikatamakhin):
$ri ragah sagrahah piirnah carhé calpadhaivatah

avarohe ga vakrah syat sayam géyah subhavaha.h

arohanam: sa ri ma pa ni sa

avarohanam: sa ni pa dha ni pa ma ri ga ri sa

The notes taken are: sadjam. catusruti ri, Suddha ma, paficamam, catusruti dha, sadharana ga, kakali ni,.
In the arohanam, dha and ni are absent. Only the arohanam permits vakra sancara. In fact there are two
vakra sancarams. The ragam gets a beauty by the elongation and gamaka on the note ga.

e An audava-vakra ragam dervived from 22nd mélam kharaharapriya.
e The chaya svarams are ri and ni.
e the nyasa svaram is ri.

e sa, ri, ma, pa, ni are the graha svarams.

Subbarama Diksitar states that ri in the arohanan is both the jiva and nyasa svaram. The phrases ri
gari sa, pa dha ni pa in avarohanam give beauty.

e A raga suitable for singing (tanam on the vina; auspicious, and suitable for singing in the evening.

e Sriis an evening ragam, a ghana ragam, and auspicious ragam (mangala karam), and is preferred by
vainikas for rendering tanam.



e The saficarams given in Sangita Sampradaya Pradarshini are unique in the sense that there is no
dhaivata prayoga. Being a mangala ragam, it is most often heard in concerts, almost invariable, at
least very briefly played after the mangalam.

e The last of Saint tyagaraja’s five gems (paficaratnam): “endaré mahanubhavulu is in Sri .

e Sangita Sampradaya Pradarsini, the magnum opus work of Subbarama Diksitar, lists under $ri, a laksya
gitam in matya talam (without using the note dha), a tanam by Venkatamakhin, in matyam, a kirtanam
by Kumara Ettappa Maharaja (sadadhara tatva vinayaka in adi), a sancari by Subbarama Dikshitar,
and four krtis of Muttuswami Dikshitar (sri miiladharacakra vinayaka, tyagaraja mahadhvajaroha, sri
varalakmi, and sri kamalambiké .

e In Hindusthani music, Sri raga is entirely different; it is derived from purvi that (equivalent of
kamavardhani), and is audava-sampurna in nature. puriya dhanasri and gauri are two allied ragams
that resemble Hindusthani Sri. One type of badahamsa sarang of Hindusthani resembles karnatik sri
very closely.

o Sangita Sarmhpradaya PradarsSini discusses the following janyams of the raganga ragam Srr:
upangam: — manirangu, salagabhairavi, suddha dhanyasi, kannada gaula, suddhadési, malavasri
bhasangam:— Ssrirafjani, kapi, husani, brndavani, saindhavi, madhavamanohari, madhyamavati,
dévamanohari, rudrapriya, sahana, nayaki

Some Compositions in Sri

varnam:

sami ninne kori (adi) (Karur Devidu lyer)
endukina modi (adi) (Patnam Subrahmanya Iyer)
padari

yemmamma ye vintalu (adi)(ksetrajna)

manasu ninnedabhayadu (adi)



krti

sr1 muladharacakra (adi) (Muttusvami Diksitar)
sr1 kamalambike (adi) (Muttusvami Diksitar)

$r1 varalaksmi (adi) (Muttusvami Diksitar)
tyagaraja mahadhvaja (adi) (Muttusvami Diksitar)
kameésvare da (adi) (Muttusvami Diksitar)

$r1 abhayamba (rapakam) (Muttusvami Diksitar)
endaro mahanubhavulu (adi) (Tyagaraja)
namakusuma (rapakam) (Tyagaraja)

yuktamu gadu (misracapu) (Tyagaraja)
bhayami nandakumaram (adi) (Svati Tirunal)
rina mada dritha (adi) (Svati Tirunal)

karuna ceyvan (adi) (Iriyamman Thampi)
mangalam arul (rapakam) Papanasam Sivan
raman edukku (triputa ) (Arunachala Kavi)
palaya mam $r1 (Bhadracala Ramadasa)
Vadavari (adi) (Annamacharya)

vanajasana vinuta (ripakam) (Subbaraya Sastri)
sabha darisanam (adi) (Gopalakrishna Bharathi)
édukku en mitu (adi) (Gopalakrishna Bharathi)
maravamal (adi) (Gopalakrishna Bharathi)

Sr1 bhargavam (adi) (Muthiah Bhagavathar)

sri kartikéya (adi) (Muthiah Bhagavathar)
Sripaté kripa seyyar (miSracapu) (Pallavi Sesha Iyer)
kanaka vela karunalavala (adi) (Kotiswara lyer)
adhikaramundarul (adi) (T.Lakshmanan Pillai)
veédanayaka (ata) (Vedanayakam Pillai)



kanavéndamo (rapakam) (subrahmanya Bharathi)
ambigapatim (ripakam) (Periyasami Thuran)
bhagyalaskmi baramma (adi) (Purandaradasa)
dharmigu dorayendu rupakam) (Purandaradasa)
ninne gati (adi) (Purandaradasa)

Of these, the song, “endaro mahanubhavulu” has a greater frequency in concert halls.

There ares some excellent pallavi expositions in sri. Also, sri often appears in the ragamalika svaram
segments in a pallavi rendition, or more often, in the tanam portion, when all the five ghana ragams are
rendered (either in tanam, or in the ragamalika svara segment). But, being an auspicious ragam Sri is
employed in the final piece mangalam singing. Some prefer to sing the sri composition, “bhagya laksmi
baramma” and conclude the concert.

I am not aware of any tillana/javali in Sri .

The ragams madhyamavati, manirangu, puspalatika, and salagabhairavi are four ragams closely related
to Sri.

madhyamavati is an audava-audava ragam with notes: sa ri ma pa ni sa; sa ni pa ma ri sa. While it
almost resembles S$ri, the omission of the notes dha and ga in madhyamavati makes a clear distinction.
Hence while rendering madhyamavati, care should be taken not to touch these notes even slightly. While
sri has greater majesty and depth, madhyamavati has greater number of compositions.

manirangu is another janyam of kharaharapriya with scale sa ri ma pa ni sa; sa ni pa ma ga ri sa. It
has the same arohanam as madhyamavati, but takes the note ga in avaraohanam, which is not allowed in
madhyamavati. It omits the dha, which is present in Sri.
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