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Garbha Krti-s Of ‘Sangita Sahitya Kalanidhi’ Sriman N. Ch.Krsnamacarya
Author

Dr.C.P.S.Madhuri
Academic Consultant

Dept. of Performing Arts, SV University

Abstract

South Indian music with its peculiarities, characteristics, has a very rich tradition, culture
from ancient times. Carnatic music underwent many changes in the hands of different
musicologists who gave it the status of a Sastra. Vaggéyakara-s are composers who exhibited
the richness of Carnatic music through their compositions. The efforts of Laksanakara-s
(Musicologists) and Vaggéyakara-s combined together helped the art to preserve its divinity
and tradition. One of such great Vaggéyakara-s of modern times was — ‘Sangita Sahitya
Kalanidhi’ Sriman N.Ch.Krsnamacarya (1924-2006).

‘Garbha krti-s’ are a unique contribution of SrT Krsnaméacarya to the field of music, wherein
the same lyrics of a krti could be set to more than one tala structure by reducing a few
sahityaksara-s and still making meaningful sahitya, completely adhering to the prosodic
rules.

The present paper focuses on the concept, structure and analysis of these Garbha krti-s of
Sriman Krsnamacarya.

Keywords: Vaggeyakara, Krishnamacharya, Garbha Kriti-s, Tala, Raga

Introduction

Sangita Sahitya Kalanidhi, Harikatha Cadamani, Sangita Kala Sagara and Gana Kala
Prapdrna Sriman Nallan Cakravartula Krsnamacarya was an eminent Scholar, Musician,
Musicologist, Harikatha exponent, Vaggéyakara and a great Guru.

Born on 15" September, 1924, at Jaggayyapeta in Krishna district of Andhra Pradesh, he
was the first-generation disciple of legendary Guru and musician par excellence, ‘Gayaka
Sarvabhauma’ Sriman Parupalli Ramakrsnaiah Pantulu, who belongs to the lineage of Sri
Tyagaraja (Sadguru Sri Tyagaraja Swami — SrT Manambucavadi Venkata Subbayyar — Sri

Susarla Daksinamarty Sastry — Sri Parupalli Ramakrsnaiah Pantulu — Sriman N.Ch.
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Krsnamacarya).

A senior most, top-grade and reputed Violin Vidwan, he served as a staff artist (1948-
1983) in All India Radio, Vijayawada station. He accompanied many stalwarts like Sri Parupalli
Ramakrsnaiah Pantulu (his Guru), Sri  Maharajapuram Viswanatha lyer, Sri G.N.
Balasubramaniam, SrT Madurai Mani lyer, SrT Mudikondan Venkatarama lyer, Sri Mangalampalli
Balamuralt Krsna, etc.

He was also a poet par excellence who wrote and composed numerous Yaksa gana- s,
Krti-s, Kavya-s and Harikatha-s. He is the epitome of a multifaceted personality, with complex
works in Telugu and Sanskrit to his credit. And also was adept in composing as well as
performing both on the violin and vocal fronts.

He had composed, produced, performed, conducted and led many programs on the
All-India Radio (AIR) like Bhakti Ranjani, Sukti muktavali, Sanskrit and Telugu Yaksagana-s,
Samskrta patham, Sangita Siksana, Light music programs, Harikatha-s, Literary talks,
Sangita Sancika etc.

He wrote and presented many articles on literature and music in various magazines and
gave many discourses on music and other literary subjects which were as popular as his music.

The fact that his writings still serve as a thesaurus to many today is a testament to his genius.

UTTAMA VAGGEYAKARA

Being a great scholar in Telugu and Sanskrit and adept in music and literature (both
Gadya Sahityam and Padya Sahityam), Sri Krsnamacarya had composed many
compositions in both the languages out of which only a few are procured and published. Some of
them were composed spontaneously on various occasions at the request of many reputed
scholars and well-wishers which include musical forms like Varnam-s, Krti-s, Javali-s and
Tillana-s in popular as well as rare raga-s.

He received many awards, honors and titles for his mighty contribution to the field of
music. The title ‘Gana Kala Prapdrna’ conferred by the State Government of Andhra
Pradesh, Uttama Vaggéyakara Award by the Madras Music academy, Sangita Sudhanidhi,
Sangita Sahitya Kalanidhi, Vayulina Vadya Bhaskara, Vadya Ratna, Sangita Vadya,
Caturanana, Sangita Sahitya Vidwanmani Harikatha Cadamani, Sangita Kalasagara etc. are a

few among them.
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CONCEPT OF GARBHA KRTI-S

The present topic of the paper — Garbha Krti-s — is a unique and the first of its kind,
contributed to the field of music by Sri Krsnaméacarya. This unique feat is conceptualized taking
inspiration from ‘Garbha Kavitvam’ - a poetic aspect mentioned in ‘Appakaviyam’.

‘Garbha Kavitvam’ exists in the field of poetry wherein one major poem composed in a
particular meter gives birth to multiple individual poems having different meters from within the
main poem’s structure by the process of taking away some words or replacing few words from
the main poem in a particular pattern adhering to all the prosodic rules. This very concept was
implemented by Sri Krsnamacarya into music and applied to the musical form — Krti, giving rise
to the innovative concept called Garbha Krti, wherein the same lyrics of a Krti could be set to
more than one Tala structure by reducing or removing a few sahityaksara-s, and still making

meaningful sahitya, completely conforming to prosodic rules.

ANALYSIS OF GARBHA KRTI-S
The very meaning of the word ‘Garbha’ is ‘containing within’, ‘which is contained in
something’, - ‘which later on gives birth to something new’.Garbha Krti-s would be composed
basically in a particular talam. Then within that structure, by eliminating some matra-s, the
remaining portions become independent krti-s of the same ragam but with a different talam.
Thus, a single krti gives birth to some more independent krti-s from within its structure. This
change happens with respect to the talam, keeping intact the sahitya bhavam and prosody for
each independent section. This is the central idea behind the concept of Garbha Krti-s. Sri
Krsnamacarya composed three such Krti-s, which gives rise to nine different and individual
Krti-s, in different talam-s on the whole.
e The first Krti in Raga Suddhadhanyasi contains 4 Krti-s in it with 4 different talam-s in the
same ragam.
e The second Krti in Raga Vacaspati is a two Krti structure formed with 2 different talam-s in
the same ragam.
e The third one in Raga Harikambhaji is a three Krti structure with 3 different talam-s with same
ragam.
Learning 3 Garbha krti-s would enable us to learn nine different Krti-s.

The following is the analysis of the Garbha Krti in Raga Suddhadhanyasi, which is
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basically composed in Adi Talam with 4 Aksarams per kriya, counting to a total of 32 Aksarams
per one avarta. It has Khanda Capu, Trisrajati Triputa Talam and Eka Tala Krti-s contained within

this Adi Tala structure, without any disturbance or deviation in the sahitya bhava.

Raga Suddhadhanyasi

Khandacapu, Triputa, Eka Tala garbhita Adi Tala krti

Pallavi:

Part | Part I Part i Part IV

12 Aksaras 4 Aksaras | 6 Aksaras 10 Aksaras
S;NP;N - snpm|- |pmGS- gm|PMP;||

NT ra ja ksa - na.nuj- bro . .va vé.|.mira.||
mgmgSsnsnP- | ggsn]|- pnsSs- Snipmgsgmpn]||
ma...raja.na.ka- [ ka.ni.|- vé..du- kon.|..du.ra...||
Anupallavi:

,+GmPnP- p NS |-|snsnpm- [pn|SNS;]||
;,+Néramenci- na.nuj - vi.du.va.-|ra.|.dural||
S:pmG;$ n- ggsn|- [Ssnpm- |P|;pmgmpn]|
nira.dabha. - ka.ni.|- kara.mu.- |jo|;pa.ra...||
Caranam:

', +tG mP;P- mgM - pnsnpm- mg|lpmG; S|
;, + hé yamaina - bha . va - pa.tha.mu.-|nan.| .. jikki]l
;,+SgsN;S- s nS- gmPP - pm|lgsgmPP||
;,+pa.yaléka- vya.dha- |ba. dali - sa.|da.li.tinil
'+ G mPNP - |p nS- snénpm- |pn|SSSS|

; + prayama.yye - bha . va - va...sa. -|va.|.dyamarall
S gMpmgsS;N-|ggsn- S;N- P|;Mgmpn||
pra..na.ta.pada- [pa.ra.- vasu - dé|;vaha.ri.||
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e Each avarta of this Krti is written in 4 parts consisting of 12, 4, 6 &10 aksaras
respectively as shown above. All the four parts of the avarta when sung
continuously, results in an Adi Tala Krti.

e Leaving the part | from each line and singing parts Il, 1ll and IV will result in
Khanda Capu Krti

e When parts |, lll and IV are sung leaving part |l from each line results in Tisra jati
Triputa Tala Krti.

e When only part Ill and IV in each line are sung, Eka Tala Krti is formed but with

an exception in Yati and Prasa rules.

Adi Tala Krti
Pallavi
Nirajaksa — nanu — brova - vémira || marajanaka — ninu — védu — kondura || Nira ||
Anupallavi
Néramenci — nanu — viduva — radura || niradabha — kani — karamu — jopara || Nira ||
Caranam
Héyamaina — bhava — pathamu — nan jikki || payaléka — vyadha — badali — sadalitini
|| prayamayye — bhava — vasa — na dyamara || pranatapada — para — vasu — déva

hari || Nira ||

Khanda Capu Krti
Pallavi
Nanu — brova - vémira
Ninu — védu — kondura || Nanu ||
Anupallavi
Nanu - viduva — radura
kani — karamu — jaopara || Nanu ||
Caranam
Bhava — pathamu — nan jikki vyadha — badali — sadalitini bhava — vasa — na dyamara

para — vasu — déva hari || Nanu||
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Tridrajati Triputa Tala Krti
Pallavi
Nirajaksa — brova - vémira marajanaka — védu — kondura || Nira || Anupallavi
Néramenci — viduva — radurad niradabha — karamu — japara || Nira || Caranam
Heyamaina — pathamu — nan jikki payaléka — badali — sadalitini prayamayye — vasa

— na dyamara pranatapada — vasu — déva hari || Nira ||

Eka Tala Krti
Pallavi
Brova - vémira
Veéedu — kondura || Brova ||
Anupallavi
Viduva — radura
karamu — japara || Brova ||
Caranam
Pathamu — nan jikki badali — sadalitini vasa — na dyamara

vasu — déva hari || Brova ||

The second Garbha Krti in Vacaspati Ragam basically composed in Adi Talam has Rupaka
Tala krti contained in it.

Raga Vacaspati - Riipaka Garbha Adi Tala Krti

Pallavi :
Part | Part i
8 Aksaras 24 Aksaras
pdndN;- dnS ; RRR gmpmGRS||
Sii....- su.manitamunima...nasa-sul|
pdndrsnd- pmgdpmgrgrSgmpdnsisndpm]|
cé..... ra. - ra...va.de...laja...la.me..la..||
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Anupallavi :

§ rsrsnD-

dn$ ; RRR gmpmGRS]||

dhr...ra.. su.manitamunima...nasa-sul||
g FgFSN- i sSndP MPdAnS;Nisndpm]|
dha .. .rasa $0...bhitakaru.nantaran.ga.. ||

Madhyamakala Sahityam:

psndPpm-

si.rijanédita-

gdpmgrS ndnsr gmpdp d nDdd]

suma hitagr.taka.ranasuraripuganamadavaranal|

n dnsndnp

bha . rikrpa . kara

mp dns sisndnp fsSndsndpndpm|

ka malodara $r1 . na .radaga na .va . $an . ka ra murahara ||

Caranam: (24 +8)

:d Dd D;Ddn Si$ndPP- pmgmPP|
; ka ri ni droupadiniga. ... cina- va...davu||
;mDpmgGR gmP dndnD; sN,dpm ||
;karuna. .mayuda.vu ga.da.. - |;va.da.. Il
:mPd dnSS fsndDNSS '$ RS, |
; bharamu n1. . du pa .da .mula nidi ;sukhinai |
SRSN:nSnD;mPdN: ‘nisndP||

; vara li ti suratati nutagati ;na. . nuti ||

This krti is composed in Vacaspati Raga. Each line of the song is equal to one avarta of
Adi tala. Each line is divided into two parts. Leaving the first part i.e., part | of 8 Aksaras for
Pallavi, Anupallavi and Madhyamakala sahityam will result in Rdpaka Tala krti. For

Caranam, here, we have to leave the second part of 8 Aksaras shown in the above table to

get the caranam in Rapaka Talam.

Adi Tala Krti

Pallavi

Sr - rama ramana vinuma | céra- ravadéla jalaméla || Anupallavi

Dhira - sumanita munimanasa su | dha rasa- $0bhita karunantaranga ||
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Madhyamakala Sahityam

surijanédita — sumahita gitd karana suraripu ganamadavarana | bhari krpakara
kamalodara $r1 narada ganavasankara murahara || Caranam

Karini droupadini gacina -vadavu | karunamayudavu gada — vada | bharamu nidu

padamulanidi — sukhinai | varaliti suratati nutagati — na mati ||

Rapaka Tala Krti
Pallavi
Rama ramana vinuma | ravadéla jalaméla || Anupallavi
sumanita munimanasa su | $obhita karunantaranga || Madhyamakala Sahityam
sumahita grta karana suraripu ganamadavarana | kamalddara $rm narada

ganavasankara murahara ||

Caranam
Karini droupadini gacina | karunamayudavu gada | bharamu nidu padamulanidi |
varaliti suratati nutagati ||

In the same way, the third Krti in HarikAmbhoji - Pahimam

pahimamisvara- basically composed in Adi Tala gives birth to a Khanda Capu krti.

Conclusion
Thus, the concept of Garbha Kirti-s is a unique and outstanding contribution by the

genius ‘Sangita Sahitya Kalanidhi’ Sriman N.Ch. Krsnamacarya to the field of music.

References
1. Krsnamacarya Krtulu, authored and published by Sriman N.Ch.
Krsnamacarya, 1993.
2. Dr. VWyzarsu Balasubrahmanyam, Vyzarsu Pavani, Ajnatha Vaggeyakarulu,

Bhairavi Sangeeta Academy, Hyderabad, 2018.
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Vénkatamakhi with special reference to the laksana gita-s in
Sangitasampradayapradarsini of Subbarama Diksitar
Author
Dr. R. Hemalatha
Assistant Professor

Department of Indian Music, University of Madras

Abstract

The Ragalaksana of Muddu Vénkatamakht is the first treatise to give the names of the
72 ragangaraga-s and their janya raga-s, and the Sangitasampradayapradarsini of Subbarama
Diksitar published in the year 1904 follows this text and explains the raga laksana with
illustrative phrases and also notations of compositions like gita, varna, krti and other
compositions. The gita-s given in SSP are attributed to Vénkatamakhi, and the gita-s available
in the 72 ragangaraga-s are all laksana gita-s and the janya raga-s are mentioned in these
gita-s under the respective ragangaraga-s. However, it is seen that some raga-s for which the
laksana-s are given in RL-MV are not listed in the gita-s available in SSP. This paper is a
comparative study of the janya raga-s given in RL-MV with the janya raga-s mentioned in the
gita-s given in SSP and to see if there are some reasons for leaving out these janya-s in the
laksana gita-s.
Keywords: Janya raga-s, lakshana gita-s, Mela, Muddu Venkatamakhi, raganga raga-s,

Sangita-sampradaya-pradarsini

Introduction

The Ragalaksana of Muddu Vénkatamakhi (RL-MV) was written during the first part of
18™ century and it is the first treatise which gives the names for the 72 Ragangaraga-s. This
work is available as an appendix to the Caturdandiprakasika of Vénkatamakht (CDP), published
by The Music Academy, Chennai. The CDP gives the scheme for the 72 méla-s and states that
only 19 méla-s were popular during that period. The names for the 72 méla-s are available in
the RL-MV and Sangrahactdamani of Govinda (SC) and a méla is referred to as a
Ragangaraga and Mélakarta respectively. However, the names of the mélakarta-s seen in SC

and the méla-s seen in RL-MV differ and it is also seen that the laksana of the mé&lakarta/méla
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differs in these works.

The RL-MV starts with the names of the 72 ragangaraga-s and then gives a list of
Upanga and Bhasanga under each méla/ragangaraga. There is also a list of raga-s that
belong to the Ghana, Rakti and Dé&Siya categories. The laksana of all the ragangaraga-s are
given with their respective janya-s in a sequential order and it is seen that the laksana of the
méla, namely the svara-s taken by the méla is not given as seen in all the texts. Since the 72
méla scheme has been given by Vénkatamakhi, it is understood that the order in which the 72
méla-s are given reflects the order given by Vénkatamakht in his CDP. In this work apart from
the laksana for the 72 ragangaraga-s, the laksana for 119 janya raga-s is available. However,
it is seen that some raga-s which are listed as upanga are not described. For instance, the
raga Gummakambhaji is listed as a upanga under Malavagaula méla, but the laksana is not
given for this raga. Likewise, the laksana for some of the désiya raga-s are not available. For
example, the raga-s Kakubha, Bibhasu and Hamviru are listed as désiya raga- s, but their
laksana is not given.

The next available work for the 72 ragangaraga-s and their janya-s is the
Sangitasampradayapradarsini of Subarama Diksitar (SSP) published in 1904. This book gives
notations for the compositions of various composers in the 72 ragangaraga-s and their
janya-s which include gita-s and tana-s attributed to Vénkatamakhi, krti-s of Muttusvami
Diksitar and other composers, Varna-s and saficari-s of Subbarama Diksitar. The
compositions are given in the sequence of the 72 ragangaraga-s are preceded by a laksana
Sloka attributed to Vénkatamakhi and a muarccana that reflects the raga svaripa and an
explanation for each raga by Subbarama Diksitar. Even though Subbarama Diksitar attributes
all the laksana $loka-s to Vénkatamakhi, who wrote the CDP, it is clear from the list of raga-s
that it is Muddu Vénkatamakhi, and as stated above only 19 méla names are given in CDP. In
the RL-MV, only the laksana of the raga is given and it is in the SSP the laksya of the raga-s is
understood with the help of the compositions given under each raga. The gita-s are available
for all the 72 ragangaraga-s and as a laksana gita, the gita has details about the cakra,
mnemonics and the upanga and bhasanga raga-s listed under each ragangaraga. It is seen
that some of the raga-s are not mentioned in the gita, but the laksana of the raga has been
given by Muddu Vénkatamakhi. For instance, the raga Asavéri, which has been explained as
a janya of the 8" méla Janatodi is not mentioned in the Janatodi laksana gita. It is also

interesting to note that there is no gita available in the raga Asavéri in the SSP. Likewise, the

10
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raga Hamviru, which has been mentioned as a désiya raga in RL-MV, and explained in SSP
as well is not mentioned in the gita and its laksana is also not available in RL-MV. Hence this
paper is a study of the raga-s which are not listed as a janya in the ragangaraga gita, but the
laksana $loka available in RL-MV, and the raga-s are which are not available in the grtta and

also the laksana $loka is not available but explained in SSP.

Classification of the janya raga-s
The janya raga-s taken up for study can be classified under four categories
1. The raga-s which are listed as a upanga/bhasanga/Ghana/rakti/desiya raga, but the
laksana is not available in both RL-MV and SSP.
2. The raga-s which are mentioned in the gita as a janya, the laksana is not available in
RL-MV, but listed in SSP.
3. The raga-s which are not mentioned in the ragangaraga gita, but the laksana $loka is
available in RL-MV and SSP
4. The raga-s which are not mentioned in the ragangaraga gita and also for which the
laksana $loka is not available in RL-MV, but the laksana has been explained in SSP.
The first category of raga-s is taken up for study:
1. The raga-s which are listed as a upanga/bhasanga/Ghanalrakti/désiya raga, but the laksana
is not available in both RL-MV and SSP.

In this category, the raga-s Gummakambhoji, Mallaru, Kakubha, Bibhasu, Balaval,
Dhanasari, Malari and Purvyakalyan can be classified. The raga Gummakambhgji is listed as
a upanga raga and a rakti raga, but the laksana is not available both in RL-MV and SSP.
However, SSP while explaining the raga laksana of the raga Mécaabauli states that this raga
is also known by the name Gummakambhgji. It is also seen that RL-MV lists only the raga
Gummakambhoji as a upanga and a rakti raga and the raga Mécabauli is not classified under
the two classifications. Thus it can be said that the raga Gummakambhoji was also known as
Mécabauli.

The raga-s Mallaru, Kakubha, Bihasu, Balaval, Dhanasari, Purvya-kalyan have been listed
as désiya raga-s in the RL-MV, but the laksana is not given. The raga Malari is listed as a rakti
raga but the laksana is not given. It is not known whether the raga-s Malari listed as a rakti
raga and the raga Mallaru listed as a désiya raga are one and the same. Likewise, it is not
known whether the raga-s Plrvya and Kalyan are different raga-s or the raga Purvyakalyan

has to be taken as a single raga, as the laksana is not available. However, Subbarama
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Diksitar while explaining the laksana of the ragangaraga Gamakakriya, states that this raga is

also known as Purvikalyani and incidentally this raga is mentioned as a desiya raga. This

suggests that the désiya raga listed as Pirvyakalyan is a single raga name and probably the

raga Gamakakriya and Parvyakalyan are same. Likewise, SSP after giving the laksana for the

raga Ramakali states that this raga is also known as Bibhasu. But RL-MV lists both the raga-s

Ramakali and Bibhasu as desiya raga-s, whereas gives the laksana for the raga Ramakali

alone, the reason for which is not known.

1. The raga-s which are mentioned in the gita as a janya, the laksana is not available

2.

in RL-MV, but listed in SSP.

In this category, the raga-s Dipakam and Kumudakriya can be listed. These two
raga-s are mentioned as upanga raga-s in the RL-MV and also in the laksana gita in
the ragangaraga Kasiramakriya, but the laksana is not given in RL-MV. SSP lists the
raga Dipakam under the ragangaraga Kasiramakriya, but does not give laksana or
any compositions in this rdga, whereas a murccana and explanation is given for the
raga Kumudakriya and also a saficari of Subbarama Diksitar is given in this raga.

The raga-s which are not mentioned in the ragangaraga gita, but the laksana sloka
is available in RL-MV and SSP

The raga-s (Suddha) Mukhari, Suddhasaveri, Asavéri, Navaratnavilasam, Mafiji,
Mukhari, Rudrapriya, Darbaru, Sahana, Nayaki, Natakurafiji, Jujavanti, Nilambari and
Hamsadhvani can be classified under this category.

The raga-s (Suddha) Mukhari and Suddhasavéri are given as janya-s of the 1%
ragangaraga Kanakambari, whereas the raga-s are not seen in the Kanakambari raga
laksana grta in SSP. As stated earlier, the raga Asavéri is not listed as a janya in the
Janatodi raga gita, whereas the laksana $loka is given under the janya-s of Todi in
RL-MV and SSP. The raga Navaratnavilasam is given as a janya of 20" ragangaraaga
Nariritigaula, but the name of this raga is not seen in the laksana gita. The raga-s Mafiji,
Mukhari, Rudrapriya, Darbaru, Sahana and Nayaki are given as janya-s of the 22"
ragangaraga Sriraga, but not mentioned in the gita. It is interesting to note that the raga-s
Maiiji, Darbaru, Sahana, Nayaki and Jujavanti are mentioned as désiya raga-s in RL-MV
and SSP. But the raga Rudrapriya is mentioned as a désiya raga in SSP whereas the
RL-MV does not list this raga under the déSiya raga-s. The raga Natakurafiji is listed as a

bhasanga raga under the Sriraga méla, but the laksana of the raga is given under the
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janya-s of the 28" méla Harikédaragaula. Likewise, the raga Nilambari is listed as a
bhasanga under the 28" méla, whereas the laksana is given under the janya-s of the 29"
méla Dhirasankarabharanam. These two raga-s are not mentioned in the gita-s of the
22" 28™ or 29" méla-s. SSP mentions the raga Natakurafiji under the 28" méla and the
raga Nilambari under the 29" méla. The raga Hamsadhvani is mentioned as a janya of
the 29" méla, whereas it is not seen as a janya in the laksana gita.

It is interesting to note that in the above mentioned raga-s, except (Suddha) Mukhari,
Suddhasaveri and Natakurafiji, the raga-s which are not mentioned as janya-s under the

respective ragangaraga laksana gita-s. The gita-s are also not available in SSP.

Observations

The following observations can be made from the above study:

e In the first category, it is seen that the raga-s Gummakambhdji and Bibhasu were also
known by the names Mécabauli and Ramakali respectively form the note given in SSP.
However, it is not known why the RL-MV mentions both the raga names in the case of
Bibsasu and Ramakali as désiya raga-s but explains only Ramakali. But it is seen that
the raga Bibhasu is seen in the Ragalaksanamu of Sahaji as a désiya raga and R.
Sathyanarayana® in his critical edition to the RL-MV states that Sahaji has used the
raga Ramakali in his Tyagésa pada-s. Thus it can be said that probably these two
raga-s had a similar laksana but known by different nhames and probably Muddu
Vénkatamakhi would have given both the raga-s as désiya. Regarding the raga
Gummakambhaji, since RL-MV lists this raga under the upanga and rakti category but
explains the raga Mécabauli, and from the note given in SSP, it can be said that these
two raga-s had the same laksana and probably the name Gummakambhgji is an older
one as it has been mentioned in the Sangitasudha of Govinda Diksita (1614 AD).

e Regarding the second category of raga-s, the raga-s Dipakam and Kumudakriya are
given as janya-s in the Kasiramakriya laksana gita, but the laksana is not available in
RL-MV. However, SSP lists both the raga-s and gives the explanation for the raga
Kumudakriya alone and a murccana and a saficari are given under this raga. There

are no krti-s available in this raga in SSP, but however in the oral tradition, a

!R. Sathyanarayana, Critical edition of Ragalaksanam of Muddu Vénkatamakht, pg 100
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composition of Muttusvami Diksitar Ardhanaridvaram is available in this raga, in which
the raga mudra is also seen. But it is not known why Muddu Vénkatamakht has
included these raga-s in his gita, but has not given the laksana for tis raga. Since SSP
has followed RL-MV to a larger extent, it is possible that Subbarama Diksitar has just
listed the raga Dipakam but did not give the murccana, laksana or any compositions
under this raga. However, since there was a krti available in the oral tradition
Subbarama Diksitar would have given the marccana, laksana and has also composed
a saficari in the raga Kumudakriya.

e In the third category of raga-s, it is seen that the gita-s are also not available for the
raga-s except (Suddha) Mukhari, Suddhasavéri and Natakurafiji. It is also seen that
the the raga-s Asavéri, Navaratnavilasam, Mafji, Mukhari, Rudrapriya, Darbaru,
Sahana, Nayaki, Natakurafiji, Jujavanti, Nilambari and Hamsadhvani are mentioned in
a treatise for the first time and it can be said that these raga-s probably came into our
system just during the period of RL-MV and Muddu Vénkatamakht would have
included these raga-s in his work. It is seen that except for the raga-s (Suddha)
Mukhari and Suddhasavéri, the krti-s of Muttusvami Diksitar are available in all the
other raga-s in the SSP. Thus it can be said that these raga-s would have been
introduced into our system during the latter part of the 17" century and since there are
compositions available in these raga-s in the Diksitar tradition, these raga-s would
have gained prominence in the present day.

e Regarding the raga-s (Suddha) Mukhari and Suddhasaveéri, there are krti-s of
Muttusvami Diksitar available in these raga-s in the oral tradition. The reason for
giving the Mukhari raga, a janya of the 1% ragangaraga Kanakambari as Suddha
Mukhari is to distinguish it from the Mukhari that is mentioned as a janya of 22™
ragangaraga and incidentally in the krti of Muttusvami Diksitar ‘Muraharéna’ available
in this raga in the oral tradition, the raga mudra is seen as ‘Suddha Mukhari'.
Moreover, the laksana $loka of both the Mukhari raga-s are similar in RL-MV, but there
is a mention of suddha svara in the laksana $loka of Mukhari raga mentioned under
the first ragangaraga. These two raga-s seem to be older raga-s, as they are

mentioned in the treatises that came before RL-MV and gita-s are also available, but
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the reason for not giving the krti-s of Muttusvami Diksitar in these raga-s in SSP is not
known.

In the last category of raga-s, it is seen that except the raga Kamas, the krti-s of
Muttusvami Diksitar are available in the raga-s Manohari, Hamviru and Amrtavarsini,
probably because of this Subbarama Diksitar would have given the laksana of these
raga-s. But it is interesting to note that Subbarama Diksitar classifies the raga-s
Mandhari and Amrtavarsini under the 33" ragangaraga Gangatarangini and 66"
ragangaraga Caturangini. Both these raga-s omit rsabha in both aroha and avardha. It
is usually a practice to classify a raga in a méla which comes first, that is in the
absence of rsabha this raga could have been classified under the 15" méla
Mayamalavagaula ot the 27" méla Sauraséna, but it has been listed under a vivadi
méla. This is probably due to the explanation of the vivadi dosa by Subbarama
Diksitar in detail in the laksana vivarana of SSP and since he prescribes that the vivadi
svara to be omitted, and these raga-s omit the rsabha, he has classified it under the

vivadi méla rather than the non-vivadi méla-s.

In the four categories of raga-s, it can be said that Muddu Veénkatamakht would have

tried to include the raga-s which were in vogue during his time while giving the laksana, but

the gita-s would have been composed by him earlier to his Ragalaksanam and hence the

raga-s are not included in the gita-s. But regarding the raga-s Dipakam and Kumudakriya,

which are mentioned in the gita but the laksana is not available, it is not known why the

laksana for these raga-s is not given. With regard to the fourth category of raga-s, namely the

raga-s which are explained in SSP alone, it can be said that these raga-s would have come

into the system after the period of Muddu Vénkatamakht and since there are krti-s of

Muttusvami Diksitar available in these raga-s, Subbarama Diksitar would have included these

raga-s in his Sangitasampradayapradarsini.
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Abstract

Group choreographies in the dance form of Bharatanatyam was unheard of till the 1940’s
though traditional dance-drama forms like Kuravaniji nataka and Bhagavatha mela nataka existed
as religious and court practises since the period of Chola and Vijayanagara empire in the 10th
and 14th CE respectively. With the nationalistic vision and changing socio-cultural fabric during
the pre-independence, Bharatanatyam, a solo dance form, began to be adapted to be presented
on the proscenium by a few who took liberty to make innovations to its format. This paper
analyses the component structures, features and style of one such choreography in Sabari
Moksam, a dance-drama work of Rukmini Devi. The preliminary movement analysis is based on
dance texts of Abhinaya Darpana. Movement analysis undertaken here involves interpretive
discussion on the technique of Panéapsara sardvara, a scene that depicts the dance of five
water nymphs under the surface of a lake. The paper shows how the scene offers a fantastic
prologue to the unfolding drama through different strategies of choreography.

Key words: Bharatanatyam, Choreography, Dance- drama, movement analysis, Rukmini Devi

Introduction

Bharatanatyam or Sadir dance, practised by the devadasi community in the temples and
courts of Tamil Nadu, had begun to be taken up and performed by aficionados from different
communities from the early 20" century onwards after the move to abolish dance as an offering
at temples began from 1930 onwards. As the socio-cultural profile of the dance form changed
during this time, its aesthetics also underwent transitions to suit the changing perceptions of a
country coming to terms with its nationalistic awakenings. Bharatanatyam, a traditionally solo

form of dance, began to be adapted to different formats of dance. Among the notable few who
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explored the form and began presenting in different formats were Rukmini Devi with
dance-drama- ‘Kutrala Kuravaniji’,1944; Ram Gopal in his thematic solos like ‘Lord Shiva
danced’, 1948; Travancore sisters- Lalitha and Padmini in duet dancing for ‘Dance of Shiva and
Mohini” in motion picture Kannika,1947; and Mrinalini Sarabhai with her dance-drama,
‘Manushya’,1949. Amongst these pioneers, Rukmini Devi is one of the early choreographers who
made innovations in adapting the solo form to collective dancing especially through her group
compositions®. This paper has attempted to analyse one of her group choreography works, the
dance of the Panéapsaras from her Ramayana production, Sabari Méksam and shows how
different choreographic strategies and components of technique are used to create meaningful
expressions in a group choreography. The title of this paper ‘ripples in the moves’ is analogous to
the typical technique and special movements Rukmini Devi used in this particular scene of the

dance of water nymphs.

Music and Story line

Sabari Méksam, choreographed by Rukmini Devi in 1965, is an excerpt from Aranya
Kandam, the third book of Valmiki Ramayana that deals with the abduction of Sita by Ravana.
Pancapsaras is the first scene of Sabari Moksam as the dance-drama unfolds. Sri Rama, Sita
and Lakshmana who are in the precincts of the hermitage of sage Agastya on the banks of a
beautiful lake hear sounds of music and dance coming from inside a lake called Pancéapsara
sarévara, a creation of the sage Mandakarni. As the story goes, five apsaras (water nymphs)
were sent by the gods to entertain the sage and distract him from his powerful penance. The
sounds of drums, instruments and music of the unseen dance emanate from underneath the lake
where the sage witnesses the performance of the beautiful apsaras. This dance drama based on
Valmiki's Ramayana slokas in Sanskrit has music composed by Mysore Vasudevacharyar, who
taught vocal music at Rukmini Devi's dance school- Kalakshetra. The Pancapsara scene is set to
Sriranjani ragam and Misrachapu talam. The scene opens after the usual preliminary invocatory
slokas sung in five ragas. These slokas in praise of Gane$a, Valmiki, Hanuman, Ramayana and

Sri Rama are sung in nattai, gaula, arabhi, sri and varali ragas respectively. The usage of these

! This is the second article where | have undertaken analysis of the choreographer’s dance-drama, Sabari
Moksam. My other article focused on Jatayu and Surpanakha patrapravesam of the same dance-drama
and attempted to contextualise her works against nationalism
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ghana pancaka ragas typical of Tyagaraja's Pancéaratna kritis of carnatic music seem to

emphasise the grandeur and importance of the Ramayana epic that unfolds.

2 ’ g 2

! Cyeclorama 1

Right UR Upstage UL Left

wings uc wings
5
on stage off stage

Stage right Cenfre Stage left
DR DL
Right front arch DU‘E}*E“EEE Left front arch

Musicians Photos of Deity &
ukmir Devi

Fig:1 Geography of Kalakshetra Proscenium stage

Movements and Analysis

Pancapsara sardvara, the first scene in Sabari Moksham, the fourth in the Ramayana
series of Rukmini Devi, is performed by a group of five dancers (who will be henceforth
mentioned as a, b, ¢, d and e). The first line of verse sung opens to misty environs consisting of
creepers, shrubs and trees. These are hazy outlines painted against the cyclorama on which is
projected a blue- green light that combines to create an ambience of a forest enveloped with mist
against a watery translucence of the lake. The background and gradually the stage are
enveloped by this light creating an ethereal feel. Focus then shifts to the front stage (fig-1) as
diffused light starts filling in and dancers appear from the wings with the beginning of the swaras-
M, D M G G R.... Five female dancers as apsaras are dressed in off-white skirts with their
blouse, pallu and back-seat in varying hues of rose, pink, navy blue, light green and blue-green.,
The costumes in sea and moss green, lotus pink and a pool deep purple adds to the illusion of
the lake where they dance (Ramnarayan,2003). The song is set to misra chapu in madhyama
kala. As this is a nritta oriented scene, the use of this particular tdla and laya acquires

significance as it gives a better base to shift to druta kala whenever required.
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TABLE-1
Set. | Song Kanakhu/ Rhythm Adavus, important feet
no movements, $ira, hasta, griva,
dristi bheda and arm movements?
| M,DMGGRSR Takatakita-4 a &b: kunéita bhramari
GM,NDMDNG anticlockwise; teiyateihi
R, c: teiyateihi; ekapada bhramari
d &e: matita utplavana- sideways
Il DNGRNDRS Takadimi-2 a,b,c,d and e: Usi
Takita taka; Utplavana (front and back)
GR,SNDRS,ND -
MDM GRS, 2&d" Taka; Végini backwards
Takita taka;
Tateitam diteitam
(muzhumandi, garudam,
bhramari)
S Végini (front)
Takitatakita;
c,e | takita Tirmana adavu
&b
(kitatakatarikitatom)
Takita takita-2 Utplavana (front); teididitei
Takadimi takita ayata (stamp and moving
back-kuttana)
NDNGRGNDN Takadimi takatakita Teiyateihi
1]
S;NGRSNDM D | Takadimi-4 Usi adavu
NRS N
DMM,GRSNSR | Takatakita; a & d: motita utplavana sideways
GM c,e & b: kartari utplavana
v a & d : 2" tateitam nattadavu(2"
Takadimi; half)- levels-sama, muzhumandi &
sama
C, e & b: kartari utplavana
a,b, c, d, e: teididitei
Takita
(kitatakatarikitatom)
\Y Druta kala Takadimi-3 a & d: kuditu mettadavu; diditei-2
M, D M ta ka ja nu kit (preritam, ayatam)
a tom

2 All descriptions of angika abhinaya are according to Nandikeshwara’s Abhinayadarpana. ed & trnsl Ghosh,
Manomohan .1975.
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(M,DMGGRSR
GM)

C, e & b: diditei-2 (préritam-ayatam-
katakamukam to alapadma,;
teyyateihi

N D M D tajanum,
(NDMDNGR,)

Takatakita takita

Motita utplavana; diditei

Takadimi takadimi

Tathimettu (gesturing instruments)

KukumtariNDR S
(DNGRNDRYS)

Takadimi takadimi

Alternate legs thrown front; diditei
deiditei

Danam,taritaR S, | Takita-2 a & d tattimettu
NDM(GR,SND ¢,b & e: motita utplavana(sides)
VI RS,NDM)
Takita takita a & d : Motita utplavana
(backwards)
c,b & e : motita utplavana (front)
Danam, kitata(D M [ Takita-2 Muzhumandi; ayata with one leg
,GRYS) thrown at an angle above ground
(5" ta tei tam position)
,NDNGRGdana Ta ; takadimi-3 Usi- végini
VII tajam;(NDNGRG
NDNS)
NGRSND Takita takita a & d: ¢halana
ta kun tari jam, da na | Takita-3 a & d: Utplavanam; theermana
jam(MDNRS,ND adavu-2 (kitatakadarikitatom)
M)
M, GR S tadingina | Takita takita takadimi a & d.Tathimettu (with végini off
tom,(M,GRSNS from stage)
RGM)
N G R SN D takunta
VIII rijam, danajam M, | takadimi ¢, b & e: ¢halana (walk back
GR S tadingina together with gestures of
tom,(NGRSND instruments)
MDNRS,NDMM
,GRSNSRGM)
Ta tah kartum tapo Takita takatakita-2 b, ¢ & e: tathimettu
IX vighnam

Dévei
sarvairniygjitaha

Takadimi-2; takadimi
taka; dimi

Kartari utplavana (sides); vegini
(with self-round to change
positions); diditei

Pradhanapsarasah
panc¢a vidhyucalita
varéasaha

Takadimi-3; takatakita-2;
takita-2

Tathimettu; kartari utplavana (front);
diditei-2- entire sequence repeated
twice

(Madyama kala)

Takita-2

¢,b & e: kartari utplavana
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D:N:DMG,R

a & d: diditei (tatti); diditei (natti)
(entry from left)

X takatakita a,b,c,d,e: ekapada bhramari
S,NDNS Takita takita c,b,e: tathimettu
a&d: diditei (tatti; diditei (natti)
C,B,E :takatakita-2 Teididitei-2
RGM,DND,
a & d: (druta kala) Teididitei (natti)-2; kunéita bhramari
takatakitatakatakita;-2
c,b,e: takatakita Teididitei-2
SNDMN
a &d.: drutakala Kuthanam; tirmana adavu (druta
kala- takitatakadarikitatom)
Takadimi takatakita (ta)
D;N,SRGMGRS | Takita takadimi a,b,c,d,e together come to a
Xl ,NDNRS,ND,D [ takadimi-2; takita taka; circular formation- round fling of one
M,GRNSRGM takita taka leg, sama ¢alanam ; motita
utplavana (sides) ; tirmana adavu
Takajanutam, tat, tat, | Takadimi-4 b,a,c,e: come around d-one feet
Xl takadimi tam, sama, other kunéita outstretched,
bhramara hands
D: motita mandala; parshva sugéi-
twice
Dhim tam - b,a,c,e- ¢alana
Takita takita d: motita mandala; sama
Kita danata takatakita b,a,c,e: continue ¢alana
d: usi
Jamtaritakatom —_— d,b,a,e: diditei-4 katakamuka and
Xl kukuntari kitatom Takadimi-4 alapadma outstretched
c: front motita utplavana; diditei;
muzhumandi to sama
tomtatakuntarita takitatakitataka
Kartari utplavana (sides); diditei
Jamtaritakatom Takadimi-2; Throw alternate legs forward from

kukuntari kitatom

takadimitakadimi

sama; kuttanam on kuncita

Tom ta tadimi
takuntarita dinginatdom

Takita takita takadimi
takita takita

c,e,b: kartari utplavana (sides),
motita utplavana (front); tei tei,
diditei

a,b: (2™ tateitam 2" half)
muzhumandi to garuda mandala to
bramari; teididitei
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Tasam sankrida Takita takadimi a: kuncita bhramari- self rotation
XIV | mananameésavaditrani e,b- utpluta (motita) bending torso
hsvanaha d,c- teiyateihi; ékapada bhramari

with anga bhramari of torso

From the above description (table-1), an analysis of performance and presentation
technique has been arrived at®. In set-l, five dancers make their entry from different wings: a & b
from left front arch, d & e from before third right wing, ¢ from before left third wing. It can be
observed that their movements are not identical but there is similarity in the emphasis on the
usage of torso- its gentle spin and sway both in bhramari and utplavana. These are similar to mei
adavus that are done as preliminary adavus which prepare the body for the more strenuous
korvais in items like jatiswaram or tillana. In this phrase too, the execution of these mei adavus
which are gentle bhramaris and utplavanas help in three ways: being mei exercises that prepare
the dancers for the successive korvai-s and tirmanam-s, these adavus are executed in motion
mainly to cover horizontal space- a significant aspect of group choreography on a proscenium.
The lightness in placement of their feet and gentleness in the sway of the torso indicate a
buoyant feel. Simultaneously, they evoke a sense of small swirls or ripples on the surface of the

lake.

In contrast to the above, in set-ll, the dancers break into a usi where they criss-cross the
stage and form a trapezium (pattern-1). Momentum gathers from this stage on wherein
subsequent movements with powerfully swift utplavana and végini bring a & d alternately

intercrossing c,e and b.

M.DMGGR

Pattern-1

* The performance under analysis was viewed at the dance festivals at Kalakshetra auditorium, Chennai during the
years 1997, 1998, 2001 & 2006
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This opposite flow can be taken as a simple aesthetic pattern which provides a sense of
heightened vitality. But, the rapidness of a and d and oppositional action seem to also suggest
turbidity within the lake. Following this, simple kuthana is used by c,e and b to go back with
suggestive gestures of mridangam, talam and veena. This clever usage of light feet movements
in tathimettu bring focus to their hastas which depict the musical instruments they carry. From
their entry in set-l till the end of this set which ends in a simple teididitei, there is conspicuous
usage of criss-cross rhythms initially paired between ab, cd and e and then between ad and ceb.
This juxtaposes similarity and variation. The differences in action tend to get highlighted as there
is a complementary but relative speed, changing body levels in action (sama, aramandi, garuda
stanaka) and occasional oppositional and interlocking stream of movements. At the same time

the kind of adavus executed blends in perfectly with the varying rhythms creating vibrancy.

NDNGRG..DMDNRS,N

Pattern-2

Pattern-2 gives a lucid picture of the floor pattern of the five dancers where each one of
them takes an individual parabolic path to move through a diagonal trapezium, which is a
transitory position, to reach a pentagon formation. One thing that is visible throughout this scene
is the fact that the trapezium, whether normal, inverted or diagonally placed, becomes a design
motif from where different patterns begin, end or are transitory. This repetitive motif is significant
in two ways: it acts as an intermediary position linking different dynamic patterns and their
positioning gives ample scope for emphasis as a group and also as individual entities on

proscenium.

A significant move which can be noticed in the set IV and set VI is the prominent usage of
utplavanas, both motita and kartari, that create a sort of buoyant feel which seems like a virtual
rush of ebb and flow. The formation of set VII, has a and d move alongside the upstage center
when concurrently ¢,b and e move parallel but in opposite direction towards downstage right.
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They draw apart, executing a fling of the right and then left leg with outstretched arms, an
inclined body and a raised chin that maintains the line of the extended leg. This particular adavu
exudes a majestic charm and flamboyant that is evidently felt from the beginning of the scene
and which stays throughout. From here, a and d move diagonally together towards the
downstage left in a rapid druta pace whereas c,b and e move parallel but backwards in a

madhyama kala ¢alana. Symmetry between uneven pairs is prominent here.

The set IX has an interesting mix of floor patterning as a and d run off stage through the
front arch and c,e and b take centerstage. They play their instruments and dance to its tune. A
typical triangular formation and an interchange of positions within this pattern using aerial kartari
utplavana coupled with swift végini and a turn- around gives an ethereal touch of lightness that
the heavenly apsaras bring to their dance. A stark contrast is the next pattern where linearity is
highlighted with kuthana through tattimettu and ayata kuthana. Though the arm and feet
movements are simple, they seem to distinctly convey an earthly heaviness, a contrast to the
previous phrase. From showing the motions of the lake and the movements of the water nymphs,
there is a sudden shift through which emphasises on the role of apsaras as the dancer with
accompaniments where ¢, b and e become dancers and the remaining, the audience. Though
limited to moving forward and backwards diagonally in tathimettu, the movement of e shows an
effort by display, with a raised arm in pralamba hasta and left in dola flanked by ¢ and b as her
accompanists playing the mridangam and veena. This display of performance within a
performance or dance within a dance shows the role of the dancer within a group in the already
unfolding dance drama. This is a technique that Rukmini Devi uses to focus dancers in a group
and to bring in group dances either in the form of tillana-s or daruvu-s or otherwise in to the
narrative of a dance-drama. In set-X, bramari-s (Ekapada and kuncita) and diditei-s are majorly
used to represent the changing pace, rise and fall of rhythm as well as to cover space and reach
their positions. The dancers move with perfect poise along circular paths, as they progress
smoothly and succinctly in a clockwise direction. The symmetry of synchronised fling and
measured ¢alana brings in a feeling of purported ease and calmness. With a motita utplavana

they scatter from the circle in different directions and get back to their initial trapezium formation.
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Photo 1 (courtesy: Radhika Puthenedam)

For the next line in druta kala (set Xll) the dancers who had dispersed come together to
the centre again and position around d performs in motita mandala (photo-1). Interesting here
are the levels between d in muzhumandi and b,a,c and e who are in sama levels. b,a,c and e
stand with bhramara hasta arms outstretched and their glance- anuvritta drishti- follow the
movement of their wrists-up and down. It produces the effect of water droplets falling on d. We
may also presume that d is a water lily or lotus with other dancers surrounding it as bees or
honey birds hovering around a full bloomed flower. They then again disperse to their positions
with opening alapadma arms that suggest the profuseness of flowers around. Following this, all
of them move to stage extremities with different torso moves in the same way that they made
their entry- a doing a kun¢ita bhramari or self-rotation with bent knees, e and b an utpluta motita
jump emphasising the torso bends towards sides, d and c¢ doing ékapada bhramari with a
self-rotation along with anga brahmari of the torso. Dancers with different types of bhramaris

move out as ripples ebbing into small waves that gently reach the shores of the lake.

Conclusion

Sabari Moksam is frequent to many unworldly encounters. Magic realism is endowed with
the grandeur of adbhuta in scenes that, wherewith, music emanates from the depths of a lake,
encounter an enormous humongous beast of a bird in Jatayu, an unwavering beseeching
nisacari, the magical run of a golden deer, the awe of Ravana’s court, kidnapping of Sita on the
unearthly swift puspaka vimanam. Sabari Mdksam translates between the unearthly and the

earthly as it also leads the audience towards reflecting upon the human poignancies like the
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anger of Sita when she reprimands Lakshmana, pain of Lakshmana when he is unable to hear
the doubting words of Sita, the sorrow of Rama on the loss of dear Sita or the anguish over

friend Jatayu’s death.

The choreography of the sarbvara scene is such that it sets the pace for the rest of the
drama. Rukmini Devi's usage of madhyama laya gati coupled with racy sprints of bhramaris,
utplavanas and véginis’s along all possible directions across the stage appears to exert a
dancer’s compelling and competing urge to outlive the lifespan of an ebb nearing its end. The
dancers rather disturb the unseen sage’s penance through their dancing more than anything.
The entire plot of Sabari Méksam is racy and swift with many more characters making their
appearances and dancing their parts. This way, the first scene with the description of
Pancapsara sardvara can be said to be offering a fantastic prologue to the unfolding drama.
Fantastic, in their dance that entices every one by their sheer vibrancy, dynamism, brimming

confidence and control over aspects of rhythm with a brilliant technical finesse.
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Abstract

The plentiful musical forms like gita, svarajati, varna, krti, javali, tillana, etc and the
composers of these musical forms which constitute the repertoire of South Indian music is highly

overwhelming and is the highlight of our rich musical heritage.

The musical form gita serves as an illustrative form for a basic structured and refined
understanding of any given raga. The contribution of various composers to this musical form
from the days of Purandaradasa (15" century A.D.) till date not only bear testimony to the
antiquity of this form but also its popularity. Some popular composers of this musical form include
Venkatamakhi, Govinda, Paidala Gurumarty Sastri, Vina Vijaya Varadayya, Tenmatham brothers,
etc. These composers have composed gita-s in languages like Bhandirabhasa, Kannada,

Samskrt, Marathi and Telugu.

The contribution of Tamil composers to this musical form is equally noteworthy. The aim
of this article is to acknowledge and understand the contribution of some prominent and lesser-
known Tamil composers of the 19" and 20" centuries to this musical form gita. These composers
have composed a great number of gita-s that are rich and unique in content and style.

Key words: Gita, Geetam, Tamil Composer, Language, Style

Introduction

The musical form gita, as practiced today in Karnatak music dates back to 16" century
A.D. which is the period of Purandaradasa. The gita-s of Purandaradasa are chronologically the
earliest that are available in print with notation today. Initially gita-s served a medium through
which devotional and philosophical values were propagated by the Haridasa-s and Dasakuta-s.

Later with the evolution of méla and raga classification (between late 16" and 18" century
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A.D.), gita-s became illustrative forms that helped in understanding the basic melodies of the
raga-s that already existed and that were newly created. The formulation of raga schemes by
Venkatamakhi and Govinda paved the way for the birth of laksana gita-s. The text of the laksana
gita-s enumerated the raga laksana details of the raga in which the gita was composed.
Numerous gita-s were composed by laksanakara-s and laksyakara-s in praise of various deities,
patrons and guru-s and were termed saficari gita-s. The other terms used synonymously for
saficari gita-s are samanya, sadharana and laksya gita-s.

The languages that were commonly used by the composers of gita-s till 18" century were
Samskrt, Kannada, Marathi and Bhandirabhasa (a form of Prakrt). It was only in the mid 19"
century A.D. that gita-s were composed in Tamil. One of the earliest composers of gita-s in Tamil
language is Abraham Panditar (1859-1919 A.D.). Realizing the dearth in various musical forms in
Tamil language, Dr. Raja Sir Annamalai Cettiar, initiated the Tamil Isai movement in order to
restore the past glory of Tamil music. He strongly believed that Tamil students can learn better if
they are taught compositions in their mother tongue. This led to a surge in various musical forms
being composed in Tamil.

This study is to highlight the contribution of some eminent Tamil composers to the musical

form gita.

Source texts for Tamil gita-s
The gita-s of Abraham Panditar have been published in his book Karunamrta Sagaram.
There are three publications of Annamalai University, the Raja Annamalai Tamizhisai
Karuviolam — Tamilisai series Volumes xviii and xxi and Tamizh Gita Varnangal that have
brought out many Tamil gita-s of prominent Tamil composers. These three publications of
Annamalai University have published more than hundred saficari gita-s and ten laksana gitas

put together.

Composers of gita-s in Tamil
As mentioned before Abraham Panditar is the earliest among composers of gita-s in
Tamil. His book has five of his gita-s. The list of other composers and the number of gita-s
composed by them as found in the Annamalai University Tamilisai series publications is given

below.
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S.No. COMPOSER TYPE OF GITA
SANCARI LAKSANA
1. | Tiger K. Varadacariar 11
2. | Taijore K. Ponniah Pillai 30 8
3. | V S Gomati Sankaraiyer 10
4. | Tiruppampuram N. Svaminadapillai 5
5. | Laksmi Narasimhan 3 2
6. | Arunacala Annavi 8
7. | M.P. Periyasamy Taran 10
8. | C.S. Nataraja Sundaram Pillai 28
9. | Fiddle M.S.Subramani lyer 2
10. | Mannargudi Sambasiva lyer 1

The above table shows that the contribution of Tamil composers to the musical form in
terms of volume is overwhelming. It is also evident that there are not many laksana gita-s in

Tamil as against the sancari gita-s.

Contribution of Tamil composers
The Tamil composers have made some pioneering contribution to the musical form in
their own style. Apart from the usual devotional content, some novel themes and topics have
been used by some composers. The capu tala-s have also been used for composing gita-s
which is quite unusual for this musical form. Gita-s have been composed in many rare raga-s
apart from the popular ones. The stylistic study of the notated gita-s of some of the Tamil

composers as available in the above mentioned sources has been taken up here.

1. Abraham Panditar’s pioneering contribution
M. Abraham Panditar Rao Saheb, is the author of the Tamil work ‘Karunamirta

Sagaram’ (1917), in two volumes. This work has information relating to ancient Tamil
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music. He has not only translated many popular gita-s, and kirtana-s into Tamil but
also composed many gita-s in Tamil.

In Karunamirta Sagaram, Book Il on Raga-s (Pp 274-276), Abraham Panditar
insists on few basic awareness in a gitam composer which is, a thorough knowledge
of the ardbha and avaroha of the raga in which the gita is to be composed, the
svarasthana-s, the vakra and varja prayoga-s, the important phrases that indicate the
raga svarupa, the pdrvanga and uttaranga svara patterns thoroughly of the méla as
well as the janya raga-s and the jiva svara which should always be used as an
extending note or with gamaka.

He says that the classic phrase that indicates the raga svaripa should be used as
the opening phrase along with $adja or paficama. This phrase has to continue till tara
sthayi and end in madhya sthayi. Secondly the next important phrase having the jiva
svara has to be taken and continued till madhya-tara sthayi including mandra sthayi
phrases and end in madhya sthayi. Thirdly the next important phrase having the jiva
svara should be taken and include the phrases left in madhya, mandara and tara sthayi
and finally end in madhya sthayi. That phrase in madhya sthayi that repeats itself in tara
and mandara sthayi-s should be included to bring the raga svaripa. The samvadi svara
can be extended to one matra and the ending note can be extended by quarter, half or
three quarter of a tala cycle. If necessary, important notes need not be cut but can be
sung in second speed. The gita should never include unwanted phrases. Considering the
range of the raga, the phrases in madhya sthayi should be taken as examples for mandra
and tara sthayi-s too.

The above points help not only in composing a gita but also in analyzing an
already composed gita. After giving these clues, the author illustrates the above points
with the help of his own gita-s composed in fourteen raga-s that include popular raga-s
like Mayamalavagaula, Kanakangi, Bhavapriya, Dharmavati, Garudadhvani and less
popular raga-s like Karunakari, Abhiramam, Suddharangi Anantariipa, Vaccirakanti, etc.
He has not only used sapta tala-s but also capu tala for his gita-s. For all the above
fourteen raga-s, he first gives the raga name, the ardha and avaroha with the

svarasthana-s. He then lists out number of vadi- samvadi svara phrases along with the
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connecting svara. He also gives those phrases that do not have these consonant svara-s.
He then gives a list of most important phrases, less important phrases and least important
phrases for the raga taken up for illustration. Following this he gives the gita composed
by him in three khandika-s. These gita-s do not have any text but only the melody. This is
followed by his own kirtana with notation.

He is the only 20™ century musician to give a detailed description regarding the
rules to be followed in composing a gita. He has also illustrated his ideas through his own
compositions that include gita-s and Kirtana-s.

In the book Karunamrta Sagara Tirattu, A Practical Course in South Indian Music
for beginners,Book |, Abraham Panditar gives seven gita-s that include the popular gita-s
of Purandaradasa, ‘Srigananatha’ and ‘kundagoura’ in the raga malahari. This is followed
by his own compositions in Tamil set to the popular melodies of Purandaradasa and
others.

1. Unnadavasa — The melody is that of ‘Padumanabha’ of Abhinava Purandara Vitthala
2. Nityajiva — The melody is that of ‘Kerayaniranu’ of Purandaradasa.

3. Parisutta sarvésa — The melody is that of ‘Analékara’ of Purandaradasa.

4. Jagadisa — Nattai- Dhruva — The melody of this gita is that of ‘govinda gokulavana’.
5. Arulnada — ST — Dhruva- This gita is set to the popular melody of ‘Minaksi jaya

kamaksi'.
2. Tiger K. Varadaccariar (1876-1950 A.D.)

Varadaccariar was a performer of high caliber and his talent as a composer
became evident in his fifties. Varadaccariar has composed eleven saficari gita-s in Tamil.
Of these, he has set to tune five gita-s of Mu. Arunaccalam Pillai, a Tamil scholar of
Annamalai University. These gita-s are available with notation in “Tamizh gita varnangal’,

an Annamalai University publication of Tamizhisai Padalgal series, Vol.2.

Varadaccariar’s saficari gita-s are small syllabic compositions without any
sections. They are all single segmented and continuous from beginning to end, without
any pause or repetitions. His safcari gita-s are in praise of various deities like Lord

Ganésa, Parthasarati, Sarasvati, Sita, Visnu, etc. The language used is simple and
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poetic. Prosodic embellishments are very rarely seen.

The melody is simple and lacks complicated phrases and praydga-s. The melody
is highly syllabic in nature. Very rarely do we find extension of svara-s to two or three
counts, to the corresponding vowel extensions of the syllables in the text. The melody of
the compositions covers all the three octaves including all important phrases of the raga
in which the gita is composed. The composer has tuned the gita-s in common raga-s like
Sankarabharanam, Mohanam, Kalyani, Sri, etc., and rakti raga-s like Mukhari, Dhanyasi,

Nattakurifiji, etc.

The composer has used simple tala-s like adi, rapakam, triputa, jampa and
dhruva tala-s for his gita-s. The splitting of syllables ideally suits the anga-s of the tala in
which the gita is composed. His gita ézhumalaimél in Sankarabharanam is a popular

one.

3. K. Ponnaiah Pillai

Tanjore K. Ponniah Pillai has composed both saficari gita-s and laksana gita-s.
He has also composed a set of gita-s called the vara gita-s which is one of its kind. The
composer has composed eight saficari gita-s, in praise of various deities like Lord
Ganésa, Muruga, Parvati, Sarasvati and so on. All the saficari gita-s are small
compositions, without any sections. They are single melodies continuous from the
beginning till end without any pause or repetitions. The melody is also simple without
any complicated phrases. The composer has used common raga- s for his gita-s. The
raga bhava is fully brought out through effective phrases. The composer has used

different varieties of tala-s like khanda triputa, tisra éka and khanda mathya.

e Vara gita-s

The composer has composed a group of seven gita-s, called the vara gita-s.
Each gita is in praise of the Gods of the seven planets, representing the seven days
of a week. This is modeled after the vara krti-s of Muttusvami Diksita. The raga-s of
the vara gita-s matches with that of the popular vara krti-s. The tala-s of the last
three vara gita-s alone vary from that of the vara krti-s. All the seven vara gita-s are

small single segmented syllabic compositions. Each composition describes the
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5.

greatness of the planetary god and the benefits that can be derived by praying to
these gods. The melody is simple and continuous. These vara gita-s are easy to

learn when compared to the comparatively tough vara krti-s, especially for beginners.

The composer has composed a gita named ‘Nalvar tudi’, in praise of the four
nayanmar-s, Tirunavukkarasar, Sundaramuarti Nayanar, Tirugnana Sambandar and

Manikkavasagar. This gita’Paraparan’ is in the raga saveri set to triputa tala.

Ponnaiah Pillai has also composed a set of six gita-s on varied topics like
agriculture, nature, education, etc. This is a hew effort, wherein the young learners of
music can be made aware of the value of good qualities like cooperation, education,

discipline, etc.
Ragalaksana grta-s of Ponnaiah Pillai

The composer has also composed laksana gita-s in the raga-s
mayamalavagaula, saveri, Sri, mukhari, sSuddhasaveri, mohanam, arabhi and
bilahari. These ragalaksana gita-s give details about the svara-s taken by the raga in
the ascent and descent, along with the name of the raga woven into the text. The
composer has used khanda capu tala for three of his laksana gita-s which is unusual

to this musical form gita.

M.P. Periyasami Taran

Taran has composed ten saficari gita-s. These are in praise of deities like

Ganapati, Muruga, Kalaimagal, Tirumal, Sankaran, etc. His compositions are highly
devotional yet simple in melody and text. His gita-s are single segmented, small
compositions composed in popular raga-s and sapta tala-s. A famous gita of this
composer in praise of Lord Ganésa is, ‘ganapatiyé tunai purivai’ in mayamalavagaula set

to rapakam.

Arunacala Annavi

Arunacala Annavi has composed eight saficari gita-s. The gita-s of Annavi are not

only devotional but also informative and thought provoking. Apart from composing gita-s
in praise of deities like Ganapati, Muruga, Sarasvati and others, he has also composed

gita-s that stresses the importance of learning in mother tongue, the benefits of visiting
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temples, value of inculcating good qualities, etc. The gita-s of Annavi are small single

segmented structures. The language is simple and replete with prosodic embellishments.

T.N. Svaminata Pillai

Tiruppambauram Svaminata Pillai has composed the melody for five saficari
gita-s. The lyrics for all the five gita-s are by the Tamil lecturer and vidvan M.
Arunachalam Pillai of Annamalai University, Music College. He has composed gita-s in
praise of the four nayanmar-s, Tirunavukkarasar, Sundaramarti Nayanar, Tirugnana
Sambandar and Manikkavasagar. The composer has used unusual raga-s like
Sayantaséna, Nagasuravali and popular raga-s like Cakravagam, Srirafijani, Kamala

mandhari for the grta-s. The melody is simple and yet full of raga bhava.

V.S. Gomati Sankara lyer

He has composed the melody for a set of ten saficari gita-s in Tamil in praise of
the ten avatara-s of Visnu called the ‘Dasavatara gita-s’. The lyrics for these ten gita-s
have been written by Mu. Arunacalam Pillai, a Tamil scholar. All the ten gita-s are single
segmented. The compositions are quite big and the text explains the salient features of
each incarnation of Visnu in a concise way. The composer has used all common raga-s
for the gita-s. Being a vainika, the composer has given the notation for the triputa tala
gita-s as saippu or misra capu. He also gives a note saying that, the vainika-s can
practice these capu tala gita-s similar to the triputa tala reckoned in second speed, for
easy maintenance of tala. Of Course the syllabic character of the gita is lost here.

The gita in the raga Tadi, ‘Kasipamuni’, has been composed without the usage of
the svara paficama. This has been probably modeled upon the paficama varjya gita ‘a ré
ré dasaratha raja’ in dhruva tala given in Sangita Sampradaya Pradarsini (SSP, Vol.- |,
Pg.66). This is popularly known as the Ramayana gita as it narrates the entire Ramayana
and is still in practice. The composer gives a note at the end of the gita, saying that
paficama is a ‘$adava dvési’ svara for the raga Todi and this rule has been implemented
in this gita. The composer has boldly indicated the usage of catusruti rsabha with an
asterix symbol twice in this gita. He says that though the catusruti rsabha is not allowed in
this scale, the svarasthana of this svara in the phrase ‘g r g r s’ is often heard in many

compositions and also during the delineation of this raga unknowingly. So, the composer
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8.

has highlighted this svara in the phrases ‘gr g m’ and ‘g r g s'. He also states that this
usage should occur very sparingly and calls this ‘visé$a prayoga’.
The gita-s in Kambhoji, Bilahari, Nattakurifiji and Ritigaula all have the

composer’s eye for detail in bringing out the salient aspects of the respective raga-s.

T.V. Laksmi Narasimhan

The saficari gita-s of this composer are small compositions with simple text and
melody suitable for beginners. His laksana gita-s in the raga-s malahari and arabhi give
information about the svarasthdna-s and the Sadava — audava nature of the aroha and

avaroha and the name of the parent raga of these janya raga-s.

C.S. Nataraja Sundaram Pillai

C.S.Nataraja Sundaram Pillai has composed twenty-eight gita-s. His grta-s which
are in praise of various deities, are small compositions extending from four to six lines
only. He has used all varieties of alankara tala-s and popular raga-s for his gita-s. The
significant stylistic features found in his gita-s are the edugai (the second letter

alliteration) and monai (the first letter alliteration).

Conclusion

The individuality and creativeness as evident in the Tamil gita-s of some of the eminent

composers clearly shows their caliber and pioneering skills in terms of introducing new themes

and thought-provoking text and using new rare raga-s and tala-s for their compositions. This is

a highly commendable contribution which has to be acknowledged and propagated.
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Abstract

Sangita Candrikai of Manikka Mudaliyar, published in the year 1902, is considered as a
prominent work in Tamil which deals with various concepts of Karnatik music. It is also one of
the earliest publications in Tamil which deals with description of raga-s in detail. This work also
includes Tamil compositions of various composers which are available along with the notation.
The author has included many popular and rare songs in Tamil and has documented them with
the relevant notation. The notation system in South Indian Music has developed gradually with
all the possible and necessary modifications as and when the whole system developed. This
paper will focus on the chapter Padaprakaranam of Sangita Candrikai which has the notations
for various Tamil compositions.

Key words: Tamil publications, Sangita Candrikai, Padaprakaranam, Notation system

Introduction
Sangita Candrikai of Manikka Mudaliyar is a work in Tamil published in the year 1902.
This book is one of the earliest books in Tamil to have incorporated notations for the songs.
This work also deals with other concepts like the svara, raga and tala. This book is divided into
three chapters namely
i.  Svaraprakaranam
ii. Talaprakaranam
iii. Padaprakaranam
This paper will focus on the third part of this work - Padaprakaranam. This chapter
contains the notations for Tamil songs only. The author has included all types of songs ranging
from the Tirumurai hymns to Tirukkural verses. The following table shows the wide range of

composers and songs included in this segment Padaprakaranam.

37



Smirti | Vol. | - 2021 | Issue 1

S.No Composer No. of Songs
1. Agappéisiddar 8
2. Attuvidaunmai 4
3. Appar tévaram 33
4. Thiruvarutpa 98
S. Upanidadham 2
6. | Kaduvelisiddar 9
7. Kandapuranam 2
8. Kandaranubhdti 4
9. Tirukkural 15
10. Kaivalyanavanitam 53
11. Sasivannabdodam 3
12. Sambandar tévaram 83
13. Sivagfianasiddiyar supaksam 2
14. Sivagianasiddiyar rapaksam 3
15. Sivaprakasam 2
16. Sivaragasiyam 2
17. Sivavakkiyar 8
18. Suddasadakam 4
19. Sundara tévaram 26
20. SorGpasaram 4
21. Ghanavasistam 16
22. Ghanavetti 2
23. Tayumanavar 31
24. | Tirukkudirisiyavivekam 4
25. | Tiruccandaviruttam 4
26. | Tiruppugazh 4
27. | Tirumandiram 12
28. | Tirvasagam 13
29. | Tiruvaimozhi 34
30. Tiruvilaiyadal 4
31. | Tiruvundiyar 5

38




Smrti | Vol. | - 2021 | Issue 1

32. Nandanar Caritram 33
33. Nalasiriyar 12
34. Bhagavatgitai 4
35. Pattanattar padal 9
36. Patipasupasavilakkam 4
37. Pazhanapurimalai 8
38. Pazhanikkoyil vinnappam 7
39. Pambattisiddar 5
40. Prabulingalilai 4
41. Prabodacandrodayam 4
42. Bramagitai 8
43. Periyapuranam 27
44, Maharajaturavu 4
45. Mastansagibupadal 11
46. Mittaikanni 7
47. Ripugitai 2
48. | Vighanasaram 4
Total 647

At the beginning of this third chapter, the author gives a detailed description of the
contents that are to follow. Excerpts from the introductory note and the description given by the

author for this chapter Padaprakaranam.

i. Padam |/ Lessons:
First the text of the song /lesson is given, followed by the details pertaining to the song
namely the source (book or the work) from where the song is taken and the author of the
book. The text is split according to the tala pattern for easy understanding. At the same time,

the text is split without distorting the meaning.

ii. Raga Tala details:

The name of the raga and tala is mentioned for all songs. The méla number and name,
raga of that song, svarasthana-s of the méla as denoted in the cakra, name of the tala, jati
of the tala, the chanda pattern that the tala suggests, kala and kala of the tala are given. The
aksarakala of the tala can be understood from the name of the tala and the kala can be
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understood from the vaippadu. For the songs in tala-s like Misra Capu, the aksarakala will be
given at the end of the song as a footnote
iii. Talavaippadu:
The rhythmic patterns according to the kala and kala are denoted using the two syllables

ta and na are used. To denote the first aksara or the first kala of each anga, the syllable ta is

used and for the rest of the aksara-s and other kala-s, the syllable na is used.

iv.Svara sahitya :

The sahitya is first given and the svara-s according to the hrsva and dirgha syllables of
the sahitya, are given in the next line. If the svara is given for the first two lines alone, it may
be understood that the same tune may be applied for the rest of the lines. The svara-s may
be understood according to the hrsva and dirgha syllables of the sahitya. To indicate the tala
count, the sahitya line is given first followed by the svara. The sahitya units are split with a

space in between while the svara phrases are split using the symbol |.

v. Reckoning of the tala:

To denote the anga-s, the first aksarakala may be reckoned with a kadai (‘kadai is
the term used by Manikka Mudaliyar probably to denote the tattu) and the rest may be
reckoned with counting of fingers. To simplify this even more, the kadai may alone be
reckoned and the counting of fingers may be dispensed with but one should have the
counting in mind instead of physically reckoning the same. Kadai may be also used as the
sign to pluck the tala string of the vina with the little finger. This is called the talam podudal
meaning reckoning the tala. In the svara line, wherever there is this symbol |, it has to be
understood that the first svara following the symbol | should be reckoned with the tala. If the
starting of the svara line does not have this symbol | it is understood that the svara may be
started but the tala may be reckoned only from the svara which follows the symbol |. This
type of denoting the tala symbol will automatically follow for the following avartana-s. The
same has to be followed for the sahitya line as well. It is observed that, some of the tala-s
have been named as Tisra éka usi. The term ‘usi’ in this context probably refers to atita
eduppu, as the vaippadu mentioned for the tala is na na | ta na na na na na | ta na na na.

This means that the song commences on the second finger of tisra éka.
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vi. Svara sahitya aksarakala-s:
Calculation of the aksarakala for the svara and sahitya are the same.
e one hrsva — one aksarakala
e one dirgha — two aksarakala-s
e one dotted letter — one aksarakala
Accordingly,
e one dirgha = two hrsva-s
e one hrsva and one dotted letter = one dirgha
e one hrsva and two dotted letters = one dirgha + one hrsva
At times, there may be two hrsva svara-s for one dirgha sahitya syllable and two
hrsva sahitya syllables may have one dirgha svara. However, it should satisfy the above

formula as the case may be.

vii. Usage of brackets:

The syllables or the letters given in the brackets in the sahitya line denote that
those letters necessarily need not be uttered while singing. It may be uttered within the
time frame, along with the letters not given in brackets. For example, if a word like ‘udi(r)ndu’
‘2 &(MbB&I is given, it may be understood that the letter in the bracket may be avoided
and which makes the aksarakala of the particular word to four -1,1,1,1. The time taken to

utter ‘udindu’ should be sufficient to utter the word ‘udirndu’.

viii. Elongation and Shortening:
At times, to achieve the musicality the hrsva syllables may be elongated in
vilambakala and dirgha syllables may be shortened in duritakala. For example, ‘ayyané’ may
be sung ‘ayyané€’ in vilambakala and ‘ayyané may be sung as ‘ayané’ in duritakala. This

may be applied if there is no distortion in the musicality.

ix. Akara-s:
If a sahitya syllable is elongated as a result of the karvai in the melody, instead of

just writing the exact syllable, only the ending vowel has been used as many times to denote

the aksarakala.
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X. Svara sahitya concurrence

The svara-sahitya concurrence may be noted in the songs. for example, in a song
‘Paramagfianameé in Biyaga raga and Catusra €ka tala of four aksarakala and 8 kalakala; the
corresponding melody or the svara portion is ‘gm p $, $§ §," in that particular varnamettu.
Accordingly, the following words will have the melodic phrase as follows.

dinadayala willbeg, mp s, s,

jagadisanamo willbegmp,$s$§,

paraparamanri willbegm ,ps$$, $ and soon

xi. Sthayi svara-s
Sthayi symbols are used for the svara-s to indicate the octave.
e takkusthayi svara-s: svara-s with a dot below
e madhya sthayi svara-s: no dots

e heccu sthayi svara-s: svara-s with a dot above

xii. Svara embellishments
The author explains the different varieties of rendering a svara.

a. adittal: strongly holding on to a svara without giving more force. In cases where
the svara-s come in two-s, the second svara will have to be rendered with a
force.

b. udaidal: a particular way to render a svara where the next svara of that particular
raga will be heard. (eg) s r g m p d n $ in Sankharabharanam, where the notes i
and dha will have to be pushed so that it would be heardassggmpnns.

c. attal: staying on a particular svara but with a forward and backward movement;
almost like a shiver.

d. izhuttal: pulling a svara from its corresponding lower or higher svara.

e. izhuttuppidittal: denotes the rendition of a svara where it moves to the half svara

above and half svara lesser from the subsequent svara.

Notation of the popular Tévaram ‘Todudaiya seviyan’ in Sangita Candrikai:
Following is the snapshot of the notation for the Tévaram ‘Todudaiya seviyan’ in this

work. The raga and tala mentioned for the Tévaram is Kharaharapriya set to Catusra éka tala.

42



Smrti | Vol. | - 2021 | Issue 1

The vaippadu ta na na na clearly suggests that this is one kala. The svarasthana-s of the
raga are clearly mentioned in a table. An important aspect in this song is that the author
mentions the usage of Suddha dhaivata, Kakali nisada and Antara gandhara for

Kharaharapriya in the footnote. This requires a separate study in detail.

22. &.rrgmnrﬁ:i‘u(smmub. & Hedra s |pararer] aumbinG.
|_1@]s] [ew] [u] |s|®@] [&]
Bsrep® L(D)u@redd werai (i) Cuw AW Quir ()
parenr | v dg ) wruls | owmon & f
s | & 8 1 nrwis| wa s A

o Qaar & » o g 430§ W of
MEswir| sfsf1 Aadf1 F &)
Raswry) zPad) Aol o uf|
E I (C I () T w(u))rﬁ@urq_ e § @ uw
Pewl oulgu)] wr wis | wrasfi
groxl aFERF | £ & R s & A A
euarer 51 sa(i)so  aear@ar  Der Ger
Rswr sfsfl Bher | g g |
Rswr aflasd)| Sher) g o |

1. s55 @saswn, | 8. @ - sradd Baprsio.
2, & NESrETHETrLTINT 1S S D5,
*3

Indication of Sangati-s:

Manikka Mudaliyar has included Sangati-s for few songs. An example for this is given
below. The sahitya line is given and the sangati-s are given in the succeeding lines. In the given
example, ‘Kulattidaiyum’ a song of Ramalingasvami Arutpa in the raga Todi, it is observed that
the sangati-s or the melodic variations are given for the second line of the song, ‘kurigalilum

kodiyananri gunangalilum kodiyé in’ There are four melodic variations appended to this line.

gigin Gery.

L3

5] | 4]

AT Te] lal Io

3

@o(8) By Qary uQenes @y 8) Fon (£) @@ sry. CuPar
UoF ST u u luguTit & U w o srfl & wr &
G A sofl gim Qarigwer (o) a4 zom (&) safl 1w Qarig QuPer
sfiassariw wljvwwar |A A lewsr) A A | & T g
Fhldsariv olwwsr | A & |1l Fra /ﬁ]&/r,gl
gMsswriu gluwsr | wilsherng A & gl
sMsgwriu git88sr |8 &juwsrid Aler gl
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Observations

e Padaprakaranam is a significant chapter for the reason that there are inclusion of Tamil
songs collected from Tamil literature, Purana-s, Tirumurai-s, Vainava Prabandha-s,
Songs from Siddhanta $astraa and Védanta. All the above said compositions being
made available in one volume is a commendable work of the author Manikka Mudaliyar.

e The system of giving the sahitya line first and svara line following the sahitya line is a
different concept.

e The vaippadu passages given at the beginning of the song, clearly indicates the tala
pattern and structure.

e The usage of raga-s for some of the popular songs suggest that Manikka Mudaliyar had
followed different patantara but the source for the same could not be traced. Usage
of raga-s like Vilasini, Suranandi, Pravalajoti are noteworthy.

e The author has used the term ‘usi’ which might denote the atita eduppu that is used
today. As there are no punctuation marks like comma or semicolon used for karvai-s, the
author has logically given the vaippadu, with the tala symbol | that clearly suggests the
way of reckoning the tala.

Conclusion

Sangita Candrikai is one of the prominent works in Tamil, to have introduced the
notation system for the songs. The author has meticulously recorded different Tamil songs
including the songs of various composers and genres. Apart from the songs in notation, the
introductory note at the beginning of the chapter clearly explains the indications describing each
and every aspect including the signs and symbols used for the notation. This is a huge
landmark in the series of Tamil publications for the attempt to notate many songs. As far as the
notation system is considered Sangita Sampradaya Pradarsini (SSP) of Subbarama Diksitar
serves as the monumental work to have incorporated songs in a detailed and well- designed
notation system, which was compiled along with the suggestions and guidance from
Chinnasami Mudaliyar who incorporated the South Indian compositions in Staff notation in his
work Oriental Music in European Notation. Though this work, Sangita Candrikai does not have
intricate details with regard to the system of notation writing similar to SSP, it has to be kept in
mind that this work was published prior to SSP and has given prominence to the Notation
System to a greater extent. This could have been a revolutionary endeavour as far as the Tamil
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publications are considered.
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Abstract

Muddusvami Diksita had the exposure of listening to European music through his
younger brother Balusvami Diksita, who got trained to play European music in violin from the
band master of Fort St. George. The influence of this led Muddusvami Diksita to adapt and
create the musical form Nottusvara. A M Chinnaswami Mudaliyar in his monumental work —
‘Oriental Music in European Notation’ has given six Nottusvara-s (European airs), adapted to
Sanskrit words by Muddusvami Diksita in staff notation; found in common in
Prathamabhyasa Pustakamu by Subbarama Diksita as well. The aim of this paper is to
compare these common Nottusvara-s in both the works and find the differences
encountered. The area of research will be focused on analysis of differences found under
various categories. Conclusion will be drawn upon the observations made with appropriate
reasoning.

Keywords: Nottusvara, PAP, OMEN, AMC, European Airs, Staff Notation

Introduction

Nottusvara-s are compositions based on Western band music melodies having
Sanskrit lyrics superposed by Muddusvami Diksita, to existing European airs corresponding

to popular English and French songs.

The usage of the term Nottusvara is first seen in Prathaméabhyéasa Pustakamu (PAP
- 1905) by Subbarama Driksita. Prior to this, only the Sahitya-s of some Noéttusvara-s, a few

along with names of their corresponding English and French songs in European Music has
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been given in the Telugu manuscript(D No. 2536) as Jatisvara Sahitya-s available in the
Madras’ Govt. Oriental Manuscripts library written by Kuppayya Sésayya of Chittoor
(belonged to the family of Walajapét Vénkataramana Bhagavatar) in 1833 (April-May) and
given to Mr. C P Brown (who was a British Revenue Office Collector and Author of Telugu
Dictionary). In Oriental Music in European Notation (OMEN — 1892) by A M Chinnaswami
Mudaliyar (AMC), six Nottusvara-s are found under the head Miscelleneous songs, given as

European or Quasi European airs adapted to Sanskrit words by Muddusvami Diksita.

1. Nottusvara-s in OMEN and PAP

1.1 Oriental Music in European Notation (OMEN - 1892)
In OMEN, AMC has given the following Six Nottusvara-s under the head Miscellaneous

songs:

2. Guruguha Padapankaja
3. Pahi Durgt Bhaktante
4. Sakti Sahita Ganapatim
5. Kamalasana Vandita
6. Syamalé Minakst
7. Gurumarté Bahukirté

Along with the staff notations of the above six Nottusvara-s, AMC has also given the
following note: ‘The original music for the melodies not being readily available, they have
been noted down as commonly sung in the country at present. A Second voice has been
added — not strictly as for duets but embodying indiscriminately the variations admissible
in Alto', Tenor? and instrumental parts — the object being to familiarize the ears of the
People gradually with these peculiarities. When once they have brought themselves to
tolerate two voices not in unison singing together, they would being to appreciate the
beauty of richer combinations with a larger number of voices and instruments (Refer

Appendix - Sakti Sahita Ganapatim notation as per OMEN with second voice).

Out of the six, the second voice has been added for the first four Nottusvara-s — Guruguha

Padapankaja, Pahi Durgé Bhaktante, Sakti Sahita Ganapatim and Kamalasana Vandita as

! Alto - Lowest Range of Female Voice
2Tenor - Highest Range of Male Voice
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mentioned by AMC in his note. The last two Nottusvara-s — Syamalé Minakst and Gurumdrté
Bahukirté do not have any added second voices. But all the six Nottusvara-s are given in the

Western Major scales which corresponds to the scale of Sankarabharana.

1.2 Prathamabhyasa Pustakamu (PAP - 1905)
In PAP, Subbarama Diksita gives thirty three Nottusvara-s, under the head
Nottusvaramulu. Amoung these, five Nottusvara-s given in OMEN are found in common but

the Nottusvara Gurumurte given in OMEN is given as a Kirtana under the head Kirtanamulu.

Subbarama Diksita has described Nottusvara-s in a note,i.e ‘These are called jati
svara-s. Gamaka-s do not occur specifically in these nottusvara-s. All these svara-s are
in those of Sankarabharana raga. They will be in tiSra gati or caturasra gati. In the
sahitya of néttusvara- s, although in some places, long text syllables have been provided
for short svara syllables, these long texts syllables should be contracted/abbreviated so
as to fit the short svara syllables and the sounds of the sahitya should be sung as
appropriate. These svara sahitya- s are not only easy to sing and play on the vina, but

are also charming and very useful to beginners practicing the first exercises’

He also gives another note at the end of this section about how to play this in Vina as
‘These néttusvara-s and sahitya-s should not only be sung, and every letter played on
the vina, but the playing should also be embellished by putting one or two mitu-s in the
mandra paficama and mandra sadja strings in places where long syllables or jadda
aksara-s (aksara-s in which two consonants occur without a vowel in between) without
missing the time duration and without deviating from the raga and with changes in the

left hand actions as befitting the occasion.’

2. Comparison between OMEN and PAP

From the letters of correspondence between AMC and Subbarama Diksita published
in OMEN under opinions of press, it is evident that Subbarama Diksita was the direct source
for all the compositions of Diksita family published in OMEN in Staff Notations. So this along
with the fact that OMEN was published before PAP, and AMC was instrumental in the
publication of SSP & PAP by Subbarama Diksita gives scope for comparison between the

two works.
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The differences encountered while comparing the notations of common Nottusvara-s

in both the works are given below:

2.1 Guruguha Padapankaja

Category OMEN PAP
Scale G Major Sankarabharana Scale
Time 3/8 ( 3 Quavers in a bar/measure) Tidra
Signature/Gati
Structure Divided as 3 notes/bar. Total number of | Divided as 6 notes/bar
bars double as PAP
Symbols :]| Repeat Sign for second line No Repeat sign :| in between
Sahitya Same Same
Melody a)| |r o |r gm |p e lp It T ogm o |p p 8 I
lgup ta |ma niséa |ma éa |ye | |lgup ta ma nisda |ma dra yé |
Observation Change in ending note of 1*line.
1 p, op Ip» op, |m, rm, [m, || [P gp p gp m m |m rm|
Int raja [nd bhapu |ran  dara |ma rari| [nT raja |[nd& bhapu |ran dara |ma rari |
Observation Same phrase, but different style of singing in 3™ line.
s, nd . dn I .s is  Lnp| 9 e dn o ds s
va dta |po dhana |van  di fam & | M@ dita lpo dhana an  di [tam |
Observation Change in starting note & style of singing for same phrase in end of 4" line.

2.2 Pahi Durgé Bhaktanté

Category OMEN PAP

Scale G Major Sankarabharana Scale

Time C or 2/4 ( Two crotchets in a Caturasra

Signature/Gati | bar/measure)

Structure Img rs rs nd| pd pm gm g r| | [mg s |t§ nd| [pd pm jgm g |
lsura  muni vara nuta| guru guha jana nimam| | |yati nuta |gapa pati| |guru guha [jana nimam|

Observation Eight notes in fast speed per bar. Four notes in fast peed per bar i.e., half

count measure in each bar.
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Sahitya Pahi durgt bhaktamtée Pahi durgé bhaktamtée
padma kara vijaya cidSakte padma karé vijaya cidSakte
ehidévt sarvajiié ehidéehi sarvajiée
suramuni varanuta guruguha jananit yatinuta ganapati guruguha janani mam
mam
Observation Distinct change in sahitya version in both the works.
Melody a) s, sr gm rg| s p s | I$, §f gm g $ P s
lpad maka ravi jaya| cid sak t& . | lpad maka révi jaya|] cid sak t& . |
Observation Change in sthayi of same phrase in last two bars of 1% line.
byl Ilp m g ] g g r 1| s m g ¢ ¢ § ¢ |
| & hi de vi| sar va jié | | & hi d& hi| sar va jié |
Observation Change in starting note of 2" line and sthayi of same phrase also.

2.3 Sakti Sahita Ganapatim

Category OMEN PAP
Scale G Major Sankarabharana Scale
Time Signature/Gati | 6/8 ( 6 Quavers in a bar/measure) Tisra
Structure Same Same
Symbols :] Repeat Sign only seen for last line :] Repeat sign seen for second and
last line
Sahitya Same Same
Melody af Im .9 r gr |s np s , | Im g r gs |p sn s ,, |
| ra ja vi nuta |gu rugu ham | |ra ja vi nuta |gu rugu ham |
Observation Change in phrase in last two bars of 2" line.
b) [ |r. sopidg r, | rgr sop ldg r, | I, nplsg r, [rgr nplsg r, |
|bhak tadi [posa kam | bhavasu tamvi [ndya kam| |bhak tadi |pdsa kam | bhavasu tamvi |ndaya kam|
Observation Change in phrase in 3"line.

C)
lp, dp, m, pm, |g, mg, |r

|bhuk timu ti  pradam|bhad  sitan |gam

| Ip dp m pm |g mg |r .|
|bhuk timu ti  pradam|bhG  sitdn |gam |
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Observation

Same phrase, but different style of singing in last line.

2.4 Kamalasana Vandita

Category OMEN PAP
Scale G Major Sankarabharana Scale
Time 2/4 ( Two crotchets in a bar/measure) Caturasra
Signature/Gati
Structure Same Same
Symbols 7o\ Symbol present on top at the end of 7\ Symbol Present on top at the end
jagadadharé & vadané mevi of vandita padabjé( 1*'line)
(2" & 4" line) No Repeat Sign :| in between
:| Repeat Sign for for ‘Kamalé vimalé
guruguha janani’
Sahitya Kamala $asi vijaya vadané mévi Kamala $asi vijaya vadané méyeé
Gauri puajita hrudaya nandi Gauri pujita hrudaya nandé
Observation Change in the ending words, without affecting the prosody.

2.5 Syamalé Minaksi

Category OMEN PAP
Scale F Major Sankarabharana Scale
Time C or 2/4 ( Two crotchets in a Caturasra
Signature/Gati bar/measure)
Structure Same Same
7oN
Symbols :| Repeat Sign and Fermata marked | No Marking in between
at the end of 2" Line
Sahitya Same Same
Melody a) | Ir m r n| s s | T
_ i lr, om r n| s . s |
[mud bha vé i | e . va . ~ o R B
|mud bha vé Si| ve . va ]
Observation Same phrase, but different style of singing in end of 2" line.
by 19 , o m g 9 r || lg 9 gl T ;oo
| pan . ka ja| Io . ca ni| | pan . ka ja| 18 . ca ni|
Observation Change in phrase in last two bars of 3" line.
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2.6 Gurumarté Bahukirté

Category OMEN ( Nottusvara) PAP (Kirtana)
Scale F Major Sankarabharana Scale
Time 3/4 ( Three crotchets in a bar/measure) | Rapaka
Signature/Gati
Structure s rg m b fpmog T g mpd pm gr, |gmp dns tn gf, |
|su rapa ti tanu |ja dhi pa t& | . e _ - _
. . . . |surapa titanu jadhi paté |surava rakaru naja ladhé |
lg mp d n$§ |f gt
|su rava ra karu |nd ja la dhg|
Observation Last two lines are in same pace/speed | Last two lines have been doubled in
as before. speed (i.e. given in Madhyamakala)
Symbols No Gamaka Symbols Gamaka Symbols w & "." used.
No :| Repeat Sign in between :| Repeat sign after Pallavi and for last
line of carana
Sahitya Girijatmaka sanmukhabhava Girijatmaja sanmukhabhava

Findings and Summary

As given in OMEN, Noéttusvara-s are Quasi(almost) European airs i.e., the Melody is
similar to the popular western band music songs but not exactly same. Eg: Sakti
Sahita — French Tune ‘La Bastringue’ (Same Melody but time measure based on
Catusra instead of Tisra).

The time signature for Kamalasana Vandita should have been 4/8 instead of 2/4, as

Staff Notation indicates 4 quavers in a bar instead of 2 crotchets in a bar.

In OMEN, First 4 nottusvara-s are given in G Major and last 2 nottusvara-s in F Major
scale; reason being — when Melody descends to notes far below the lowest
stave(line) in staff notation or vice-versa, music is written in the same clef with a

higher or lower key note on the stave accordingly.

Accidental note (pratimadhyama) is seen in the second voices added by AMC for
Guruguha Padapankaja and Sakti Sahita Ganapatim. Moreover, in the second voice
given for Guruguha Padapankaja, both pratimadhyama and sudhamadhyama come

one after other in one phrase.
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Distinct change in Sahitya is seen inspite of considering possible printing error,
although the change in some words does not make meaningful sense, neither does it

affect prosody( Antyaksara Prasa) in both OMEN and PAP.

Gurumurté given as Nottusvara in OMEN is also given as Nottusvara in Dr
Raghavan’s ‘Nottusvara Sahitya-s’ (Music Academy Publication,1977), even after

publication of PAP.

Reason for Gurumurté given as Kirtana in PAP might be due to the representation of
the last two lines in apparent madhyamakala which is usually seen in many kirtana-s

of Muddusvami Diksita.

Conclusion

The Nottusvara-s having melody of existing European airs gave scope for AMC to

add the second voices to the four Nottusvara-s based on the western music harmony, in

such a way that it has not affected the grace and excecution of their primary melodic

structure or the first voice giving a new dimention to the practical exploration of Nottusvara

as a musical form.
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Appendix

SAKTI SAHITA GANAPATIM

g . g g m g | S n S r n 8 r g S
P, P Pd P m g m g , r o, g m ., T g m P g
sa kii sa hi fa ga na pa tm o, San ka rd di 56 vi fam Vi
g ., 9 g m g rr 8 F S r g m ., g r g r S n P S

E ; P P d P m g m g m P d 5 P m P m g r m g

rak fa sa ka la mionioova ra suora ra Ja vioomiota au g ham

ooy S n P d , g E & r g r S n P d g r .
m o, g r r , P P, m P m g r n r P P,
bhak fd fi o sa fam bha va su tam Vi na va fam
P,.dP, m .Pm g,.mg, r , , |S .rS,  n,.sn, |d, .nd, P . .
By Wy Ty oty Sea®8; ¢ ¢ ; | PyuPRy By PR, | my mm, B, ,
bl kti ki pra dam  bhi si tan gam rak ta  pa dam b jam bha va ya mi

Note:

In the transcription of staff notation given above, the first line denotes the first voice, second

line denotes the second voice added by AMC and third line denotes the sahitya in each row.
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Abstract

Collukattu syllables, phrases, and arrangement patterns in jati-s in Bharatanatyam and
Kadcipudi are similar in evolution. However, nattuvanar-s of Bharatanatyam and Kacipudi have
added their unique style in reciting collukattu-s and jati-s. This resulted in visual and audio
appeal that gives unique identity to both styles of dance. However, technically, there are no
restrictions nor fundamentally incompatible aspects between both styles. So, there is
tremendous potential for leveraging each other and contributing to innovation and
experimentation in both styles. With common historical origins and close linkages between
Bharatanatyam and Kuacipudi and collukattu-s and jati-s being core element of dance, such a
study will help connoisseurs of these classical dances appreciate the nuances much more.

This study aims to document and compare collukattu patterns being used in Kauttuvam-s
and Sabdam-s in Bharatanatyam and Kacipudi. Of particular interest are syllables arranged in
collukattu form, arrangement of collukattu patterns in tala and usage of collukattu patterns in
various dance items. For, in this period, where, to veer away from whatever is tradition is fast
becoming the norm, an understanding of the historical evolution of collukattu, knowledge of
treatises and literature on jati-s and collukattu, usage of collukattu in various items being
performed becomes very important for every student of south Indian classical dance.

Key words: Bharatanatyam, Kuchipudi, Kauttuvam, Shabdam, Sollukattu

The Tamil word collukattu means ‘words bound together’. The words or collu-s are

percussive sounding syllables, nearly all of which began with consonants.
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Collukattu in Treatises

According to Nandikésvara Kasika by Sage Upamanyu?, fourteen aphorisms in the form
of variety of sounds (nada) were created by Lord Siva with his Damaru which formed the basis
for Samskrta. This was also elaborated by Panini Maharshi in his treatise Astadhyayi as
pratyahara sutra-s. The syllables used in collukattu trace their origins to these Siva satra-s and
so it is commonly accepted that the basic syllables came directly from Lord Siva’s Damaru.
Inscriptional Evidence

One of the earliest inscriptions deciphered in 1962 and documented by Dr. Padma
Subramanyam?, at Araiccaldr in Irode district was an inscription date 200-250 AD belonging to
Cangam Period. These inscriptions predate the Tamil epic, Cilappatikaram by two centuries.
They also predate other inscriptions that have evidence to achievements of the ancient Tamil-s in
the field of music and dance. The inscription has a series of rhythmic syllables, which were
mapped to contemporary collukattu ware re-interpreted by Dr. Iravatham Mahadevan?®. Like this
several inscriptions were found throughout Tamilnadu on various types of items, dance traditions,
adavu-s and tala.

Collukattu

Collu-s are bound together at two levels. At first, in two combinations that comprise
phrases, such as ta, dhi, tom, nam — basic collu-s. The second level syllables in collukattu-s are
ki, ta, ja, ka, ri, etc. These are joined with basic syllables to form phrases for which a few
examples are takita, dhikita, tomkita, namkita and tarikita.

The syllables can be pronounced in two ways, namely, alpa prana and maha prana. Alpa
prana refers to the syllables that are pronounced from the mouth. All the syllables can be
pronounced in alpa prana. Maha prana refers to the sound that must evolve at the nabhi and
then travel through the hriday, kanta and the rasana before being sounded.

Natyacarya Hemadri Cidambara Diksita summarizes the importance of the syllables in

Kacipudi Kalasagaramu as: The thirty-five base svara-s are: ta ta to dhai da dhi dha dhe di dhi

1 K.S., Balasubramanian, and Vasudevan T. V. Sri Nandikesa Kasika: A Commentary by Sage Upamanyu.

Kuppuswami Sastri Research Center, Chennai, 2009

2 Subrahmanyam, Padma. “Inscriptions in Tamilnadu Relating to Dance.” Journal of Music Academy of Madras

(JMA), 15 Aug. 1981, pp. 127-132, issuu.com/themusicacademy/docs/1981.

? Yennamalli, Ragothaman. “Inscriptional Evidences Related to Dance and Male Dancers in Tamilnadu.”

Bharathanatyam and the Worldwide Web, Sangeetha Shyam and Dr. Ragothaman Yennamalli, 5 May 2012,

sangeethas.wordpress.com/2012/05/05/inscriptional-evidences-related-to-dance-and-male-dancers-in-tamilnadu/
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dha dhe jha jh na ne ka ki gt ge ri r0 ra re vi [0 ve 1&a m1 yi ya na ha hva nu. Their combinations
and conjuncts, sandhi and sentence formation rules give life to jati and so are called jati-prana.
Jati-s are created using such combinations from these svara-s to give pleasantness to audience
and ease of flow in recitation for nattuvanar. A choreographer or nattuvanar should use these
aspects and have in-depth knowledge of tala and laya.

Collukattu-s in Bharatanatyam and Kucipudi

Nrtta and abhinaya are two aspects of the eight Indian classical dance forms. While
abhinaya is presented to the sahitya of a composition, Nrtta aspect is presented to either a
sequence of svara-s or collukattu-s. Svara-s are sequenced and sung in a melodic format
whereas collukattu-s can be sung either in a melodic format or recited with appropriate
intonation.

Collukattu-s are composed by combining rhythmic syllables into phrases and then
aligning them to tala. This led to the formation of a jati. Jati is a sequence of collukattu-s
regulated by tala. Collukattu phrases can be slowed down, expanded, or contracted in jati-s. The
duration and the content of the jati-s is compositions specific. For instance, the jati-s in $abdam
is quite simple, whereas in varnam jati is typically of a complex nature. From simple collukattu-s
for adavu-s to complex jati-s, collukattu-s and jati-s are used in several different ways to bring a
rich dimension to dance.

Compositions in Bharatanatyam and Kicipudi can be categorized as
e Compositions Originally Comprising of Collukattu-s or Jati-s (Puspanjali, Kauttuvam,
Sabdam, Mallari, Alarippu, and Tillana) and
e Compositions Incorporated with Collukattu-s or Jati-s (Todayamangalam, Jatisvara,
Varnam, Krti, Svarajati and Tarangam)
Kauttuvam

A small, beautiful piece inspired by temple ritual and music, it is an invocatory item in
Bharatanatyam and part of ranga puaja in Kdcipudi, which is to be religiously performed before
starting the performance. Kauttuvam means a hymn, usually sung in praise of deities like
Nataraja, Vinayaka, Murugan, Kali, and Visnu. The characteristic feature of Kauttuvam is close
intertwining of sahitya and collukattu. Kauttuvam has been extensively covered in treatises such

as Bharatarnava by Nandikésvara, epics such as Cilappatikaram, classic literature such as
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Bharatako$a by Ramakrsna Kavi®, Kacipudi Nrtya Tarangini by Natyacarya Védantam
Parvatisam® and many more. Traditionally, the pataksara-s called collukattu-s and lyrics of a
Kauttuvam can be sung either like a song or recited in the form of mantra.

Earlier, Kauttuvam-s were performed in the temples on special occasions or during festivals.
Kauttuvam-s can be seen in all Dravida languages.

Vinayaka or Vighnésvara is worshiped to ensure that the program does not suffer from
any unexpected or unwarranted disturbances. So, Kacipudi Bhagavatar-s took various songs or
hymns or Sloka-s on Vinayaka, applied their creative skills by adding different collukattu-s and
choreographed several versions of Vinayaka Kauttuvam-s.

Typical Structure of Kauttuvam-s in Bharatanatyam is Item starts with collukattu followed
by lyrical part or sahitya. Then rhythmic syllables of collukattu and lyrical passages of sahitya are
interspersed. Some Popular Kauttuvam-s in Bharatanatyam are: Navasandhi Kauttuvam, Pafca
Marti Kauttuvam, Gane$a Kauttuvam, Murugan Kauttuvam, Sambandar Kauttuvam and Natésa
Kauttuvam.

Typical Structure of Kauttuvam-s in Kacipudi is ltem starts with Sloka followed by one
Jati. Sahitya and Collukattu are interwoven which is finally followed by another Jati. With no
sancari-s, lyrical passage gives dancers some scope to explore poses, focus on footwork and

demonstrate variations in movements.

Collukattu-s in Kauttuvam-s
Kauttuvam has same jati at the end of item in both Bharatanatyam and Kacipudi with
duration of three avarta-s. In Kdcipudi, there is an additional jati at the beginning also
Similarities of Kauttuvam between Bharatanatyam and Kdcipudi are as follows:
e Kauttuvam starts with collukattu
e Entire Kauttuvam, including sahitya and collukattu, is sung in one raga and tala
e Sahitya and collukattu are interwoven
e Except the last jati, all other jati-s in all Kauttuvam is different in both in Bharatanatyam
and Kacipudi
e The last jati for all Kauttuvam in Bharatanatyam and Kucipudi are same. It is

|| takku dhikku takita tongita kitataka | dhina tangi | kitataka dhidhitai ||

4 Manavalli, Ramakrishna Kavi. Bharatakosa. Tirumala Tirupati Devasthanam, Tirupati, 1951. Page 853
® Védantarn, Parvatisam. Kacipadi Nrtya Tarangini. Gayatri Press, 1988
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There is considerable diversity in usage of Collukattu phrases across Kauttuvam-s. For example:
e Ganesa Kauttuvam: dhi, tai, nutakita, kina, tonga, takuta, tam, tanguku, dhiki, dhiku, taku,
kita, taka, takutam and dhikutari
e Murugan Kauttuvam: jhenakita, kira, takudu, dhikudu, taka, tari, kita, tam, takundari, kina,
jakudu, jhenakita, namagita, tongita, namgu, tonga, totokitataki, jakatam and taki
e Natésa Kauttuvam: dhim, takadhimi, dhiki, kitataki, tadhim, dhirigudu, jhekanam, tongita
and nam
Some Popular Kauttuvam in Kicipudi are Sinha Nandini, Maydra Kauttuvam, Natésa
Kauttuvam, Srisaila Mallikarjuna Kauttuvam and several variations of Vinayaka Kauttuvam such
as Tandava nrtyakari®, Hari Hari gaja mukha, jhem jhem ta nana. In Klcipudi Kauttuvam-s as
well as the Collukattu phrases have considerable diversity. For example:
e Srisaila Mallikarjuna Kauttuvam: takitataka, dhikitataka, dhimita, tekuku, tekakuku,
dinkuku, takina, jhekinataka
e Cidambara Kauttuvam: takkudu, dhikudu, dhari, kitataka, namgita, nanakita, jaganam,
taganam
e Vinayaka Kauttuvam — jhem jhem ta nana: jhem, ta nana, tajhem, takundari, kukundhari,
nunta, tahata, jnemta, kitataka
e Vinayaka Kauttuvam - Hari Hari gaja mukha: jhekita, nutariku, jham, kinam, tadiku, dhiku,
tonga
Sabdam
Sabdam-s are some of the most popular items in both Bharatanatyam and Kicipudi
repertoire. It is a classic example of an Nrtya item with alternating sequences of collukattu-s and
sahitya lines. Each word in sahitya has an interpreted meaning called padartha bhava. Simple
sancari-s to elucidate the padartha are employed. Sabdam-s are of two types, namely, Raja
Sambandhita $abdam-s, composed in praise of kings, and Daiva Sambandhita $abdam-s which
are composed on Gods. Collukattu-s are sung in raga of respective sahitya section of a Sabdam.
This is an important distinction when compared to varnam or Jatisvara. Another feature is one
consonant or vowel per aksara of tala. Initially Sabdam-s were composed and rendered in one

raga, but it is now common practice to use one raga for each stanza.

® Tandava nrtyakari Gajanana: Ganes$a stuti is a traditional prayer song on Ganesa. In Kicipldi dance dramas, this
song comes in ranga padja as a prayer song.
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Sabdam-s in Kacipudi is notable for vitality, complicated rhythms, and quick changing
moods. In the 19th century, Bhagavatar-s performed dance dramas across several days.
Vedantam Lakshminarayana Sastri introduced vyastamulu (solo items) and started teaching
female dancers also. Excerpts from dance dramas formed the base for short solo items of which
Sabdam-s became quite prominent. This is perhaps because this Nrtya item retained the
essence of Kucipudi dance dramas. Sastri choreographed items with fast beats, typical of
Kdcipudi, rhythmic jati-s in same raga as that of song.

Typical Structure of Sabdam in Bharatanatyam: ltem starts and ends with Jati. Sahitya
and Jati alternate in-between. Popular Sabdam-s in Bharatanatyam is Tandai muzanga by
Cempanarkoyil Canmugam, Vénugananai by Guru Valuvar Ramaiyya Pillai, Tillai Ambalam by
Tafjavar Arunacalam, Ayarceriyar and Gokulambudi by Tafjavar Quartet, Sarasijakshulu by
Vadivelu, Devi Taye Karune by Madurai N Krshnan and several more! All Bharatanatyam
Sabdam-s are typically composed in ragamalika, miéra capu tala.

Structure of one pattern of Kacipudi Sabdam-s is:
e Jati with five to six avarta-s, sung in same raga as $abdam
e Sahitya with abhinaya
e Collukattu alternates with sahitya for each avartanam. Syllables used are different to jati
syllables
e Sahitya with abhinaya
e Collukattu alternates with sahitya for each avartanam
e Another Jati with ten to fifteen avarta-s having yati-s and different gati-s

Example of this pattern are Daiva Sambandhita Sabdam-s such as Ramayana $abdam,
Dasavatara sabdam by Siddhabhattula Rangadasu, Mandodari sabdam, Prahlada Pattabhiseka
Sabdam, Mandika $abdam.

Structure of another pattern of Ktcipudi Sabdam-s is:
e Jati with five to six avarta-s, sung in same raga as $abdam
e Combination of collukattu and sahitya
e Jati with four to five avarta-s sung in same raga as $abdam in two gati-s
Examples of this pattern are Raja Sambandhita Sabdam-s such as Rajasri sabdam, Krsna

Sabdam and Tulajati Sabdam. Some more popular $abdam-s in Kacipudi are Raghuvamsa
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sudhambudi candra Sri, Sita Kalyana $abdam, Ahalyastavarmn $abdam, Mallikarjuna $abdam,

Tarakasura Samhara $abdam and Krsna Sabdam.

Collukattu-s in Sabdam-s

In both Bharatanatyam and Kucipudi, sahitya and jati-s are interwoven. Also, Sabdam-s
commence with jati-s with different syllables and end with jati. Sabdam has jati-s in between
sahitya of short duration of five to six avartanam-s in Bharatanatyam. Whereas in Kacipudi, long
duration jati-s of at least eight avartanam-s is at beginning and ending of the item. Collukattu
patterns used is almost similar in all Bharatanatyam Sabdam-s. In Bharatanatyam $abdam-s
yati-s do not play much role. Whereas in Kucipudi, Choreographers use yati-s extensively in

jati-s. Most used yati-s are gopuca yati, srotovaha yati and sama yati.

Story and Pattern

In the last three hundred and odd years, Bharatanatyam Sabdam-s were composed in
both Tamil and Telugu. Several compositions were written in praise of patron kings such as
Maratha Kings of Tafjavar, namely, Tulaja and Sarabhgji. Many more were composed on Gods

or ceremonies in purana-s. Kacipudi Sabdam-s were composed in Telugu.

Bharatanatyam sabdam-s
Entire $abdam is in RAgamalika and one tala throughout. Jati-s are sung in the same tala.
Jati-s in the first section s is sung in Kambhoji raga. The commencing collukattu-s for almost all

Sabdam-s is very similar, as follows:

|| ..tatai yya tai|| tatta tam. . ||

... .... Jjta.. ..ta ||

| tatta tam . . || ..tatai yya tai||

|| tatta tam. . ||

|| ta dhana dhan dhana || ta jhonu jhon jhonu ||
[| ta tom dhana kina || ta dhin dhimi kita ||
[[ta. . . tai || tatta tam . . I
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“Also, ending jati is almost same for all Bharatanatyam $abdam-s, as follows:

|| tadhinnam takundari kitataka Il
|| takadhinnam takundari kitataka ||
|| takadhinnam takundari kitataka ||
|| talanutom taka tadhi ginatom [l
| .. tatai yya tai || tattatam . . || ... .. . .||

Collukattu phrases used are ta, dhi, tai, tatta, tam, taka, takundari, tadhinam, kina,

kitataka, talangutom, yya, jhonu, dhana, dhimi and ginatom.

Kacipudi Sabdam-s

Emphasis is placed on collukattu-s and are used both liberally and extensively. Entire

Sabdam is in one raga and one tala. Jati-s are sung in the same raga as that of Sabdam. Jati-s of

long duration can be seen at beginning and ending, Collukattu-s are used in between sahitya

lines. It would not be incorrect to say that in Kacipudi, each sabdam has different collukattu-s

with different syllables. For example:

Mandika Sabdam in Ragamalika, Misra Capu uses collukattu phrases such as tagana,
naga, degam, jhegatari, degada, dega, jagaja, dhitatari, tatari, tomtari, jaga, jagam,
dekuku, tarra, kirra, nagam, deku and kinanaga. Syllables are used to create the frog
sounds

Dasavatara Sabdam in Mohana, Miéra Capu uses phrases such as taga, durugudu,
jhenum, jhanu, tadiku, didiku, tadinku, dekuku, takinanaka, jaganaku, rekina, runtaku,
kirrata, takuntarita, jhemtari, tahata, tadidiku, jagaku, nakaku

Ramayana Sabdam in Mohana, Adi has phrases hunta, kinam, taka, namta, jhem,
nangita, kitataka, nantari, jnemtari, tadhiginata, tom, nadhiri, nangita, ja, gatijhem, dam,
dhana, dhinu, dhim, dhimi, dhimita, nantari, gadhijhem, dhiku and kinam

Januta Sabdam or Tulava Rajendra Sabdam has jhanu, dhana, dhimi, kinata, kinaku,
jaga, jaganaku and taganaku

Bhosala Tulajendrudu $abdam has ta, tadhim, dha, dhanaku, dhaneku, nadhadhi,

najhengu talangu, dhadhi, ginatom, dhenamtari, kirra, kinja, kanaka, dhimita, durugudu
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Parasurama sabdam has collukattu phrases tatta dinkuku, dhanata, dhinutataku, jhekuku,
jheku rekina, takinamtari, tajhem jhemtari, rati tandhari, takinam, tajhekinam, rikundha,
kukundhari, dhiriku, dhari

Kasiram $abdam has ta, ré, rékinamtari, tadhanam, dhana, tahata, jhemtari, tehi, dhatta
Anirudda Sabdam uses collukattu phrases jhem ta, jagata, tonga, durugudu, taka, kina
jaga, namtaka, jaganam, taganam, takundhari, kina naga, tara kitataka, tehi dattattam
Pratapa Rama Sabdam on King Acyuta Rayalu has dhanamta, kinamta, jaga, jagamta,
tarum ta, durugudu, dadhiginatom phrases

Bobbili Pedda Venkaténdrudu Sabdam uses jhemta, durugudu taka, jagatatonga, kina,
takinata, didiku, tadiku, tongudu, tadha, dinkuku, dhadhiginatom, dhitakati, tajhenuta,
tarum gadhim, dhitam

Sidhéndra Sabdam has tattadhimkuku -dhanata dhinuta, tadhimi, tahata, jnemtari, jhenta,
jhegadhari, jagada, kukundari, jagakinamtari, taritarita, dhokitataka, dhodhokitataka,
tadhanamdhimi, tahatajhemtari, dhirita, rikundha, kukundhari, kukundhatakundhari,
tadiku, dinkuku, didiku as collukattu phrases

Prahlada Pattabhiseka sabdam in Ragamalika, Misra Capu, composed around 1530 AD
has collukattu phrases taku, jheku, dhaneku, tatari, dhimita, takato, takadhikuto, tahata,
kinanaga, dhagadhaga, tadiku, dinkuku, didiku, tadhanam dhimi

Sarabhoja Sabdam in Misracapu has tadhinam, dhinamdhina, dhana, dharikitataka,
jhenuta, dhidhikitataka, dharikitataka, duruguduta, tatakina, dhimitaka.

Rajasri Sabdam in Mohana, Adi has dhakitakitajhem, tadhitakitajhem, jhenu,
jhemtarikitataka, dhanaku, dhindhaku, tatadhindha, kinaku, tajhemtari as collukattu

phrases

Conclusion

There are some similarities and some differences in Kauttuvam and Sabdam-s in

Bharatanatyam and Kucipudi. This is perhaps what makes these classical dance forms unique.
As far as the collukattu-s are concerned, there are some which can be seen in the jati-s per se
and some that are used as cue collukattu-s in Bharatanatyam. However, in Kdcipudi the cue

giving role is played by the mrdangist.
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The observations include:

e In general, syllables used in collukattu for composing a jati is similar in both styles.
However, Collukattu syllables are specific to composition to give beauty, effect, or flow to
the item. Using these additional syllables, some extra jati-s were also created in Kacipudi

e Collukattu syllables used in composing jati-s are different from collukattu syllables used in
composing the song

e For same tala, more syllables have been filled in one avartanam in Kdcipudi jati-s
compared to Bharatanatyam jati-s.

e The lilt expressed by nattuvanar in reciting collukattu in Kiacipudi tends towards singing in
raga when compared to recitation of syllables in Bharatanatyam.

e There are more frequent changes in gati in one jati in Kdcipudi when compared to
Bharatanatyam
Laksanagrantha-s and monumental texts from several influential medieval era

contributors to the field of Carnatic Music and Dance have provided a rich source material to get
in-depth knowledge on raga, tala, jati, gati, yati, collukattu and jati-s. These texts define the
building blocks; codified the rules and provided guidelines to composers, choreographers and
nattuvanar.

A wide range of collukattu-s and jati-s have been used whilst composing various
Kauttuvam and Sabdam-s in Bharatanatyam and Kacipudi. Added to this is the depth in each
item comprised basic building blocks such as raga, tala, jati, gati, yati, collukattu and jati-s. The
diverse syllables used in collukattu, the innumerable jati-s created out of collukattu patterns have
enabled composers, choreographers and nattuvanar to create diverse, complex, and yet
beautiful items. With good knowledge of tala and recitation of collukattu, traditionalists and
modernists alike have preserved the knowledge, practiced rigorously, and improvised the
techniques. At present, the collukattu-s continue to evolve in both classical dance forms. The
traditional items are performed along with the ones in which a lot of experimentation and

innovation can be seen.

BIBLIOGRAPHY
1. Sastry, Vasudeva. Bharatarnava of Nandikeswara. ser. 74, Sarasvati Mahal Library

Press, 2016

64



Smrti | Vol. | - 2021 | Issue 1

Nelson, David P. Solkattu Manual an Introduction to the Rhythmic Language of South
Indian Music. Wesleyan University Press, 2014

Nelson, David P. Konnakkol Manual: An Advanced Course in Solkattu. Wesleyan
University Press, 2019.

Sathyanarayana, R. Nartananirnayah of Pandarika Vifthala: Critically Edited and
Translated with Commentary by R. Sathyanarayana. Vol. 3, Indira Gandhi National
Centre for the Arts, 1998.

Natyasastra of Bharatamuni, Sanskrit Text, Romanised Text, Commentary of Abhinava
Bharati by Abhinavaguptacarya and English Translation, Vol. II, Trans. & Ed. by Prof
Pushpendra Kumar, llird ed., pub. by New Bharatiya Book Corporation, Delhi, 2014.
Kothari, Sunil, and Avinash Pasricha. Kuchipudi: Indian Classical Dance Art. Abhinav
Publications, 2001

K, Uma Rama Rao. Kuchipudi Bharatam or Kuchipudi Dance: A South Indian Classical

Dance Tradition. Sri Satguru Publications, 1992.

65



Smirti | Vol. | - 2021 | Issue 1

Smrti, Vol. | — 2021, Issue 1, pp. 66-79
Establishing the authorship of Margadars$i Sésayyangar's compositions
Author
Dr. Srividhya R. S. lyer
Guest Faculty,
Tamilnadu Dr.J. Jayalalitha Music and Fine Arts University &

Rukmini Devi College of Fine Arts, The Kalakshetra Foundation

Abstract

Margadar$i Sésayyangar or Sésaramanuja Kavi, a 17" century pre-trinity composer, has
been looked upon as a Margadarsi, by his peers. His compositions are in Sanskrit, and have
served as models for the form krti, as pointed out by Maharaja Svati Tirunal in
Muhanaprasantyaprasa vyavastha. However, not many of his compositions are sung in today’s

parlance.

Of the fifty-six compositions obtained from various sources, fourteen songs are of doubtful
authorship - some are without the vaggéyakara mudra — ‘Kdsala’ and some have been wrongly
attributed to other composers. After drawing parallels between these and other authentic
compositions of the vaggéyakara, the attribution of the above compositions shall be

determined.

Key words: Bharatanatyam, Kuchipudi, Kauttuvam, Shabdam, Sollukattu

Introduction

These fourteen songs which have been taken up for discussion with regard to the

authorship have been listed below:

S.No Song Raga Reason for doubt in authorship
1. Dhyayami sr1 raghuramam  Madhyamavati Misattribution
2. Jaya Sugunalaya Bilahari Misattribution
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3. Kalayéham $ri

4. Karunabdhé Krsna
5. Koésalendra

6.

Namami Narayanam

Surutti
Surutti
Madhyamavati

Punnagavarali

7. Nilajimata

8. Palayamam déva

9. Palaya Raghunayaka

10.

11.

12.

13.

Sttarama mam pabhi
Sri rukminisa
Vaficitaphalam

Vasavadigéya

14. Yojaya pada Nalinéna

Karnata Saranga

Karnata Saranga

Athana
Athana

Kambhaji

Karnata Saranga

Kalyani

No vaggéyakara mudra
No vaggéyakara mudra
Misattribution

No vaggéyakara mudra

No vaggéyakara mudra
No vaggéyakara mudra
Misattribution

No vaggéyakara mudra
Misattribution

No vaggéyakara mudra
No vaggéyakara mudra

Misattribution

The highlight feature of Sésayyangar's language, is the usage of prosody, particularly

Anuprasa. In many of his compositions we find the repetitive usage of samyuktaksara-s, a

specific samyuktaksara in every carana, used invariably in the same position in the sahitya. For

instance, the correspondence between recurrent anuprasa syllables in the anupallavi and 1%

three carana-s of Rangapathe are as illustrated.

AP

C1

C2

C3

AP

C1

Ma.ngala karasa.
Sa.nkara sakaki.
Ma.ndara dharaku.
A. ntara hi ta da .
ga.nga. .janaka
ya.nkara .g0.pi

nka ra hi ta
nka ra bha ya
nda ra da na

nti va ra da

garu dathu

ja na maka
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C2 va.ndita . mrdu ca rana.ra vi. nda. Ku ru vi. nda . dhara

C3 A.ntaka .bhayaha ranasuvr ta.nta. atisa. nta.karu
(Anupallavi)

AP na.pa. .hgadruta ratha.. nga.

Cl va.tsa. .nkani. Skala. . nka . (MS in Carana 1)

C2 g0.vi. .hdajana .na.. nda . (MS in Carana 2)

C3 na.sva. .ntarama .ka.. nta . (MS in Carana 3)

He is also seen to have used blocks of uniform matra-s or aksara count (S = 2
matra- s; | = 1 matrd). For instance, the anupallavi of ‘Pahi Sésa $aila’, has segments

comprising exactly 6 matra-s each, in a uniform pattern of 6 -6 — 1 - 6.

ku-nda-Ii-$a | vai-ri-ke-ta | na | ca-nda da-nu-ja I
S I S SIS | I S I 1 1l
—_— —_— B
6 6 1 6
sa-nda vi-pi-na | ha-vya va-ha |na | pa-ra-ma pu-ru-sa ||
'k_hr_-'
S —— = S——S+ | (R N
6 6 1 6

Sésayyangar’s usage of antarukti, has also been highlighted by Svati Tirunal in
Muhanaprasatyaprasavyavastha. Antarukti is the segment of the first word of the second
line, which when separated from the second line and appended to the end of the first line,

provides the two lines prosodic alignment.
We shall now examine the compositions of doubtful authorship, one by one.
1. Dhyayami Sri raghuramam

This krti was obtained from compilations of Svati tirunal's compositions®. Svati tirunal
has admired the compositional style of Sésayyangar and followed it in his compositions. In

his treatise, Muhanaprasantyaprasavyavastha, he clearly states that Seésayyangar's

! From sources N, S U and X, refer appendix.
68



Smrti | Vol. | - 2021 | Issue 1

compositions serve as models for composing Krti-s in Sanskrit.

'HY  YalF=AANT  HEATIEE  AseTelsehRIoNe Ay smergriasriesmsrg

FatdcFa eI Rccdl,  ARATSAETRA: el INdTOlhicared  del

C
el & I AT GgFdEd Tare Fdiehcledr: |2

Here Maharaja says that since there are no prior grammatical works dealing with usage
of Sanskrit in krti-s, Sésaramanujakavi's (whose has composed exclusively in Sanskrit) usage

of Sanskrit have been taken as the norms for the usage of Sabdhalankara-s.

As Svati Tirunal has closely followed the latter’s language, quite a few compositions of
Sésayyangar have been wrongly identified as Svati Tirunal’s. In this particular composition, we find

both ‘SrT Kdsalapura nilaya’ as well as ‘SrT Sarasanabhamamalam’ occurring in the carana.

Karakalitavinutabhavamualam varamanini
Karasobhitananakalapam Bharataparivijitacamarakalapam
pavanasuta Karalalitapadamamrtalapam $rikosala
Puranilayanikhilajanapirnanandakaramindadi

Suravarsitakusumacayamarunakotisamadidhitim || 2 ||

Yamivaravasisthadivinutam kumuda Sarabhadikapiyathaparivrtam
Nisicaragryatamavibhisanabhdrivinutam
Dharmanapetamatimatidhiramaviratam

Sujanakulavimatadasamukhamardanam viralaksmivilasam
Samarabhimataramiha srisarasanabhamamalam [ 31]

Though Svati Tirunal has composed many Sanskrit compositions following the literary
style of Sésayyangar, none of Svati tirunal's compositions have phrases exactly replicating
Sésayyangar’s sahitya. It is evident that Svati tirunal carefully followed the linguistic style of
Séesayyangar, without duplicating Sésayyangar’s creations. Since the two composers’ language

is identical, it is impossible to tell their compositions apatrt.

As Svati Tirunal has openly displayed his reverence towards Sésayyangar by writing the

2 ‘Muhanaprasantyaprasa vyavastha of Sri Svati Tirunal Rama Varma’, The Music Academy, Madras, 1985,

Pg 9
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above-mentioned treatise, it is unlikely that he used the words ‘kdsalapuranilaya’ in his
composition, being aware of the fact, that it is Sésayyangar’s mudra. Therefore, ‘Dhyayami

raghuramam’ can be ascribed to Sésayyangar.
2. Jaya sugunalaya/Sri Narasimha

This composition, in bilahari appears in three books of Svati Tirunal Krti-s and two
manuscripts comprising Sésayyangar krti-s.®> However, Svati Tirunal cites this as a composition
of Sésayyangar in his work Muhanaprasantyaprasa vyavastha. He has explained
Sabdalankara-s using illustrations from Sésayyangar's krti-s alone. Additionally, it has the

signature of Sésayyangar, and not Svati Titunal’s.
Duritatimira bhaskarakdsalapuranaranatha Srinarasimha || 10 ||

The tune for this composition has been obtained from T.K. Govinda Rao’s book (TKG
Book). The sahitya of the first line is a rearranged version of the pallavi obtained from all the
other sources, including Cidambara Vadyar’'s book. The pallavi line in the book as against the

other sources is:
TKG book - Srinarasimha jaya - haré trinayana jayasugunalaya — haré trinayana
Other sources : Jayasugunalaya jaya jaya haré trinayana jaya Srinarasimha

The structure of this composition is such that the last word in every segment is the
same. This repetitive word is ‘Srinarasimha’ in the other sources, while the tune obtained is with
‘Haré trinayana’ as the repetitive ending. Svati tirunal has pointed out this feature, in his

treatise, Muhanaprasantyaprasa vyavastha, in page 13,

... TEHIGTERUTH — ‘SIAGIUT ScATEHe Hhlclel HIeRATE ST Aee;: TOMedY FAATT

“... tasyodaharanam — ‘Jayasugunalaya’ ityasmin kirtané ‘Srinarasimha’ ityayam $abdah

caranantésu sarvatrapi viviksitah ...”

“...For example, in the krti ‘Jayasugunalaya’, the word ‘Srinarasimha’, occurs in the end of

every carana...”

From these lines, it is evident that the word ‘trinayana’ was not used as the repetitive

3Books N,S and X are book compilation of Svati tirunal krti-s and in Manuscripts A and E amidst Sésayyangar krti-s
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ending, and ‘Srinarasimha’ is the repetitive ending. The tune obtained does not have such a
structure. Thus, the sahitya of the composition can be ascribed to the composer, whilst the

tune is not Sésayyangar’s.
Kalayeham sri kamalé

This krti was obtained from only one source- Sangita Sarvartha Sara Sangrahamu
(hereon, SSSS). It does not have the composer’s signature and figures at the end of the list
of eighteen songs of Sésayyangar. However, at the end of the eighteen songs, there is a

colophon reading 'Kosalapurivaru kirtanalu samparnam’.
In this krti, every carana has a specific recurrent conjunct syllable occurring as
anuprasa, similar to Sésayyangar’s style.
Kanakakusumalasamana mardhava kanti saurabhangi
Dhrgvanajajitakurangi mrduphanitibhangi
Pranutisingi varamunijanatarangi
Tanutibhrngi sarasavanirathangi tanulatangi
Manisumadhanavarangi kadana pangi sasimukhi

There are three carana-s in this krti, out of which, the second carana is smaller and
appears to be incomplete.

This composition does not have the insignia of the composer, and the vocabulary is
not characteristic of his. However, the usage of anuprasa is reminiscent of his literary style.
Hence, it is not possible to assertively attribute this composition to Sésayyangar. Upon

obtaining a better version, the attribution may be revisited.
Karunabdhé krsna

The composition again is obtained only from from Sangita Sarvartha Sara
Sangrahamu and does not have the vaggéyakara mudra. However, the language used is

very identical to other compositions of Sésayyangar
Suratacaritakhanasamrajyodita paramaharsabharaparavasaika - bha
Surasarira jaracoragopa - ki Sora taraharacarukandhara || AP ||

The recurrence of ‘ra’ in the anupallavi, namely the anuprasa, and the usage of
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antarukti is characteristic of Sésayyangar. Hence, though it does not have the vaggéyakara

mudra, this composition can be attributed to Sésayyangar with certainity.
5. Kosaléndra mamava

This krti figures in the manuscript ‘Bhajana Paddatih’ and in the Sarasvati Mahal
Library Publication, which was transcribed based on the manuscript. The same krti appears
in collections of Svati Tirunal compositions. It does not have the mudra ‘Pankajanabha’. This
composition commences with the mudra of Sésayyangar in the pallavi, ‘Kosaléndra’. As it

has Sésayyangar's mudra and not Svati Tirunal’s, it can be ascribed to Sésayyangar.
6. Namami narayanam

This composition was present only in manuscript A. The vaggéyakara mudra is absent
in the pallavi, anupallavi and the three carana-s. However, the literary style resembles that of
Sésayyangar’s.

Namaminarayanam natavanaparayanam
| ‘ ]
SIS S 1 S ISII1IS1T S

11 11

ramamanoviharinam rathangasankhadharinam
I il ]

T T
I SI SISIS IS IS 1 SIS

12 12

The uniform metrical block setting is a characteristic feature of Sésayyangar’'s
compositions. Hence, even if it does not have the vaggéyakara mudra, it can be ascribed to

him.
7. Nila jimuta sankasana

Of the seven songs obtained from the manuscript ‘Diksita krtayah’, this krti is given as
the last one. It does not have the signature of the composer and the language used is not
purely Sanskrit. It appears to be a mixture of Kannada and Sanskrit, with the syllable ‘na’

appended to every line.

Nilajimutasankasana nirmalahrdayanivasana

Balagopalamrduhasana balabhadrasahayavasudévana | dadhicorana || 1 ||
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Mandaragirivaradharana brindavanantara saficarana

Nandayasodakumarana kotikandarpa mohanakarana | dadhicorana || 2 ||

Since Sésayyangar has composed only in Sanskrit, this krti cannot be ascribed to him.

8. Palayamam dévakafncana

This krti is from the the text SSSS. It does not have the composer’s signature. The
sahitya is reminiscent of the vocabulary of Sésayyangar- Recurrent anuprasa usage
illustrated earlier in the krti, ‘Rangapaté’, is seen in this krti also.

Carana: angajasataropa damodhara bhangasankaracapa
gangajanaka sarvamangalanuta sama

sangarapriyaganaldla bhujangasayana sarangasubhada || Palayamam || 2 ||

Owing to the similarity in the sahitya, the krti can be ascribed to Sésayyangar.
9. Palaya raghunayaka

This composition is found in Sambha $iva Sastri’'s and T.K.Govinda Rao’s books with
Svati tirunal’'s compositions. However, in Manuscript G this krti is listed as Sésayyangar’s. It

does not have Sésayyangar’s mudra, but has Svati tirunal’s mudra.

Kundasamaradasobha nétrajitaravinda pankajanabha
Sindurarunadhara Srisakétanilaya mandarataruvara nindakavitarana

Indumukha surabrda parinuta candanaracitasundaratilaka |2 ]|

The vaggéyakara mudra of Svati Tirunal is present in the first line of the third carana.
The second line of the same carana contains the words, ‘SrTsakétaniIaya’, which could also
be a variant form of ‘Srikosalanilaya’, the vaggéyakara mudra of Sésayyangar. It probes us

to think if Sésayyangar was also a path breaker in using Paryayamudra-s.

However, there is no evidence to support this probable usage of mudra. Thus, this
composition cannot be ascribed to Sésayyangar. It is arguably a composition of Svati

Tirunal.
10. Sttarama mampabhi

This composition was obtained from a manuscript, ‘Tyagaraja kirtanalu’. It does not
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have Sésayyangar’'s mudra. However, the sahitya resembles Sésayyangar’s.

Atribhavitapada mitrastina sammaoda Dhatripala lalama $rT raghurama
Ratricaranikaragotrakuvisadhara patra patrasamanétra Gautama - ka
latra raksakapavitra vividhaca ritra vibudhanutipatra bhaktahita || 1 ||

The usage of the syllable ‘tra’ as anuprasa or alliteration is a characteristic feature of

Sésayyangar’s krti-s. Here again, the occurrence of ‘Sakétanagarindra’ in the third carana, is

noteworthhy.
Rakéendudharahasa trilokollasa saketanagarindra
Sriramacandra Sokaharana sujanaikasarana - val

mikisukrtiparipakartpa nata
Lokasubhakaralokasahita - na [Tka jatasuralokapatisévya || 3 ||
There is no evidence to support this variant mudra usage. However, the usage of
prosody, antarukti and words like ‘Tavakadasyam kautGhalam mé déhi’ are characteristic of
his literary style. Therefore, this composition can be ascribed to Sésayyangar.
11. Sri rukmini$éa mampalaya

This krti is found in listings of Sésayyangar compositions. However, in the book
Krtimanimalai (Vol 6), Rangaramanuja lyangar has labelled it as Venkatadri Svami’s. This is

probably a misprint, as the krti contains Sésayyangar’s mudra, in the end of the third carana

Rosavidalitapitana positakhilacétana

Gosanalinapradyotana kosalanagaranikétana || 3 ||
The prosodic arrangement of the krti, complies with Sésayyangar’s literary style.
Thus, this krti can be attributed to Sésayyangar.
12. Vaiicita phalam déhi

This krti is from the the text SSSS. It does not have the composer’s signature. It
contains phrases and descriptive ideologies which are characteristic of Sésayyangar’s
compositions. In the first carana, ‘suragana-Siromakuta-ratna-kacitanghriké’, meaning,
‘Whose feet are adorned with the gleam of the gem-studded crowns of the déva-s as they

bow down in respect’. This idea is also presented in ‘Sévéham Rangaramam’ composed by
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Sésayyngar.

Though the vaggéyakara mudra of Sésayyangar is absent, it resembles the literary
style of Sésayyangar’s krti-s. This is a sthala krti composed on the Goddess Perundévi of
Varadarajasvami Temple, Kaficipura. Sésayyangar is seen to have pioneered in composing

sthala krti-s, and hence, this composition can be ascribed to him.
13. Vasavadigéya kommipura

This krti again, is from the the text SSSS. It does not have the composer’s signature.
However, the lyrical style closely resembles Sésayyangar’s. In Sésayyangar’s krti, illustrated
earlier, Rangapaté in Kapi, with five carana-s; every carana having anuprasa, using conjunct
syllables — ‘nka’, ‘nda’, ‘nta’, ‘mba’ and ‘fica’ in the same order. Likewise, this krti, has ‘nga’,

‘ksa’ and ‘nda’ as anuprasa in every carana, illustrated below.
Gangéyamayaceéla positasura gangéyastutapada

Gangajanaka ramanganavara sangasatrubhujangamatta - vi

Hangaraja subhangana kavibhanga karivaramangalaprada || 1 ||

Naksatrésavadana srikaustubhavaksavikunthasadana
Praksivisaradyaksa gamanaruruksa vinutapaksamura - mada

Siksa kamaladalaksa karahitaraksasahitamoksadayaka || 2 ||
Pundarikanayana Srthari martandavamsapalana

Pundarika bhavandamaya budhamandaraksitakhandalanuja

Khanditahita candakara naya sandadvaja bhandangjvala || 3 ||
Hence, it can be established without doubt that this krti is also a composition of
Sésayyangar.
14. Yojaya padanalinéna
This is yet another composition obtained amidst Svati tirunal's compositions. The text
was obtained from Cidambara vadyar’s book, ‘Svati Tirunal Kirtanaigal’ and its translation by
Sambhasiva $astri. The tune was obtained only from T.K. Govinda Rao’s book, where it is
given as a ragamalika in seven raga-s. It has Sésayyangar’s vaggéyakara mudra,

‘Kosalapura’ and does not have Svati tirunal’s mudra.
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C3: ... parijanamédura kosalapurapari  pavanopala satpalasabharéna [l 31]

Therefore, the sahitya of the composition can be ascribed to Sésayyangar. The raga
provided in various sources with just the sahitya, is Kalyani. The obtained notation of this

composition is a ragamalika.

Since the Pallavi, Anupallavi and first Carana, are in Kalyani, it is possible that, only
the second Carana onwards were tuned later. It is doubtful if the Pallavi, Anupallavi and first
Carana notated in the book are original tunes are not. However, the remaining segments are

definitely tuned by some later musicians.
Conclusion

An overview of the fourteen compositions with doubtful authorship, due to absence of
the vaggéeyakara mudra and misattribution were taken for discussion. Of the fourteen, two
compositions- ‘Nilajimuta’ and ‘Palaya Raghunayaka’ were found to be wrongly attributed to
Sésayyangar, and the justification for the attribution of the other twelve was discussed, with

proper substantiations.

Another interesting observation made with these krti-s, is the phrase, ‘Sakétanagarindra’
and ‘Saketnilaya’ in two of the compositions. It could be possible that Sesayyangar too, like
Svati Tirunal, used synonyms for the vaggéyakara mudra. However, this cannot be ascertained
as we do not have more such compositions, for literary comparison.

In the future, upon obtaining more compositions, or carana-s for compositions which did

not have the mudra carana, examining in this direction could be taken up.
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Abstract

The Bhakti cult provided a new perspective on realising the divine, teaching everyone
that the only way to achieve spiritual oneness with God was by entire obedience to God. In
Andhra Pradesh, the Bhaktas known as Bhagavatulu founded the Bhagavata mela natakam and
the Kuchipudi dance-drama tradition. Yaksaganas are the names given to the texts of Kuchipudi
plays. This Kuchipudi dance drama tradition included wide variety of music forms such as
Sabdams, Darls, Jatiswarams, Charnikas, Tarangams etc. The most salient feature of the
musical tradition of Kuchipudi Yaksagana originates from the ancient Encyclopaedia of Dance
the Natyasastra. The musical forms called DarGs or Daruvis follow the pattern or method of
Dhruva songs which are cited in Natyasastra. The analogous feature of Darts with Dhruvas is
the main enquiry of this paper presentation.

Key words: Kuchipudi, Yaksagana, Musical tradition, Daru, Dhruva, Natyasastra

Introduction
“Pranamya sirasa devou Pithamaha Maheswarou

Natya Sastram Pravaksyami Brahmana Yadudahrutam” (N S I-1)

Through this slokam Bharatha bows to the creator of the universe Lord Brahma and the Lord

Maheswara seeking for their blessings as he is reiterating what has been told by Lord Brahma.

Dance, which is the most ancient art form in India, aims at giving the Caturvidha
Purusarthas viz, Dharma, Artha, Kama and Moksa which are the basic essential principles of
human existence. The Natya vedam also called as Pancama vedam is made up of the
best-chosen elements Patyam (Literature), Abhinayam (expression), Githam (Music) and Rasa
(Aesthetics/ mood) extracted from the four Vedas namely, Rigveda, Yajurveda, Samaveda and
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Atharvana Veda. As it grew through the ages, the art form that arose to educate and entertain

live souls took on numerous shapes.

Matanga in his treatise “Brihadhesi”, has mentioned about two types of art forms which
adapts its own flavour of music, dance and theatrical art presentations. One is “Desi” and the
other is “Margi”. Desi kala ripams are the ones that include all of the regional arts or folk forms.
Margi, on the other hand, was the one which appeared based on the satras. One more thought
about the Desi was that it was that style of Music or dance which belonged to that particular
province or Desa. Yaksagana is one such traditional form which is enriched with music, dance

and theatre.
The Yaksagana tradition

The Bhakti cult which emerged between the sixth and the tenth century taught that the actual
way of attaining the Supreme, was, through the means of pure devotional fervent yearning for
the Lord which could be possible only through Music, Dance and Drama. The themes for such a
way of approach were chosen usually from the Bhagavatam and the Bhaktas came to be known
as Bhagavatulu in Andhra, Bhagavatars in Tamilnadu. The Bhagavatulu later became the

originators of the Bhagavatamela natakam and Kuchipudi Dance dramas.

The musical legacy in Kuchipudi and the Bhagavatamela dance dramas found its glory in

Tirtha Narayana Yati's “Krsna leela tarangini” and Sidhendra Yogi's “Parijatapaharanam”.

Dr Pappu Venugopala Rao in one of his articles writes “The earliest written Yaksagana in
Telugu Literature which is not available is “Saubhari charitam”of Proluganti chenna Sauri of the
late 15™ century”. He also writes the one which is now available from the late 16™ century seems
to be the earliest and it is “Sugréva Vijayamu” of Kandukoori Rudrakavi’. Many Kalapams which
were nothing but the dance drama literature were also penned by scholars which enriched the

literary aspect of the art form.

These Yaksaganas were further classified into three categories Viz;
1) Sravya Yaksaganas — fit for listening or reading.
2) Drusya Yaksaganas — fit for staging as a play.

3) Sravya as well as Drusya yakshagas — fit for both reading, listening or staging as well.
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Depending on their efficacy, the Drusya Yaksaganas were again subdivided into four categories,
viz
a) the street plays known as Véthi Natakalu.
b) the puppet show known as Bommalata.
c) the pure classical theatre known as Marga Natakam.
d) the contemporary thematic presentation known as Modern Dramas.

These Yaksaganas cover almost all the literary aspects such as Chronological plots,
Philosophical thoughts, Epical stories, Socio-cultural arenas and touches the folk lore as well.
The actors portray many characters and themes using gesticulation and mime, as well as song

and dialogue, creating a visual delight.

Features of Dance found in Yaksaganas

The art form Yakshgana expresses itself in an effective presentation as it integrates all the
five sutras or Panca satras viz the Nrittam (the basic footwork), the Nrityam (the footwork along
with abhinaya), the Natyam (the dramatic element), the Tandavam (the vigorous dance style)
and the Lasyam (delicate abhinaya with footwork). The entire performance is led by a Satradhara
whose main objective is to stimulate the soul of the drama and to introduce the play’s characters,
which will be the main theme chosen. The dance masters with their experienced expertized
choreographic skills, seamlessly weave the entire performance, evoking emotional rapture in the

eyes of the audience.

Music in Kuchipudi dance drama

The kind of music which is followed here is based on the treatise of Natyasastra. The
tradition of music followed is Carnatic style, which is embellished with the regional variations. The
music rendered is different from that of concert music. All the Puarvranga vidhis which are
mentioned in Fifth chapter of Natyasastra are followed accordingly. The play would begin with the
prayer of the Goddess Tripurasundari, followed by the prayer for the Guru, Nandistotra which is
sung by the Satradhara who holds the curved stick kutilaka. Many kalapams (dance dramas)
were written and of which the Bhamakalapam by Sidhendrayodgi is one of the most famous one.

This unique tradition of singing accomplishes Daruvids, Kandartham, Padyam, Kriti and
other such compositions. Especially the daruvis follow the pattern of the Dhruvas as mentioned

in the Natyasastra. These Daruvis can be called as story-songs. The very word which is derived
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from the Sanskrit word Dhruva is in narrative form and enhances the emotional crisis in the

dance drama.

The Dhruva gana as mentioned in Natyasastra.

One extensive chapter devoted by Bharatamuni discusses the rendering of the songs
sung during the course of the play. This Dhruva gana explains the usage of the padas (words),
varna (syllables) and Candas (the metrical pattern) to be employed, as songs formed a very
essential part of any play. Bharatha himself in his Natyasastra has mentioned that without songs,
the Drama is incapable of providing Joy (32" chapter verse 482).

The commentator on Natyasastra, Abhinava Gupta has also detailed about the Dhruva
songs in his Abhinavabharati and states that the artistic purpose of the themes are highlighted
when the songs are used in the particular situation.

“Vakya varna alamkara yatyaha panayo layah |
Dhruvam anydnya sambandha yasmath smada Dhruva smrutah ||”

This means that “these types of songs are called as Dhruva songs as in it, the Vakya
(sentence), Varna (syllables), Alankara (figure of speech), Yatis (the rhythmic patterns), Panyah
(usage of drums) and Laya(beats) were fixed harmoniously in relation to each other (anyonya
sambandha). The versified form of songs was sung during different situations to provide the
exact mood as the scene demanded. So, songs were employed during,

1) the entry or exit of a character.
2) To reveal the exaggerated emotions portrayed and
3) For the movements performed

The Natyasastra also says that the emotions which cannot be expressed through speech
should be presented through songs. The verse mentioned below gives the attestation for the
Dhruvas which are mentioned in Bharata's Natyasastra in chapter thirty-two in the verses 23 and
24 are,

“Pravesiki tu prathama dwitéyaksepiké smriti |
Prasadiki tritiya ca caturthé ca antara dhruva |

Naiskramiki ca vigneya panchamri ca Dhruva budhaihi ||”
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e Pravesiki Dhruva — The songs used when the prime character introduces herself or
himself on the stage for the first time. This was sung from behind the screen and when
the screen was removed the actor would enter the stage.

e Naiskramiki Dhruva — The songs which are used when a character exits from the stage.
This can happen either at the middle of the act or at the end of the play.

e Aksepiki Dhruva —The songs sung in between the scenes to indicate the change of a
mood. Sometimes the change occurs after listening to a particular speech from the
Nepathya.

e Prasadiki Dhruva — These sorts of songs were sung to showcase a pleasant speech, to
express Srngara Rasa and to calm down the minds of the audience after visualizing a
stressful scene.

e Antara Dhruva — The songs which are used as fillers which were used, when certain gaps
had to be filled and also in certain situations to soothe the disturbed minds after watching
scenes of violence, intense grief etc. These songs would also divert the attention of the

audience.

Candas (meter) in the Dhruvas

Dhruvas and Candas are mutually dependent on each other, according to Bharata's
Natyasastra and the Patya i.e., the words gain a structure as a result of these Dhruva songs.
About 116 examples of Dhruvas set to various Candas like that of Gayatri, Anustup, Brhati etc.

are mentioned in the Natyasastra.

Laya (tempo) in Dhruvas and the corresponding emotions portrayed
Laya denotes the speed of a song in the dance and the Rasa aspect of a song also
depends on the Laya. The songs rendered along with time measure which is also known as the
Kala pramana helps in expressing different types of emotions.
e “Sthitha” Dhruvas were sung in a slow tempo to depict the situations with emotions of
Longing, Separation, anxiety, exhaustion or dejection.
e “Prasadiki” Dhruva’s in medium speed were employed to depict the emotions of

remembering someone pleasantly, sweet discourse and amazement.

84



Smrti | Vol. | - 2021 | Issue 1

e “Druta” type of Dhruvas were used to show the situations employing emotions of

excitement, Furiousness, Excessive Joy, heroism, surprise etc.

Daruvu analogous to the Dhruvas of Natyasastra

A composition of song and dance which is designed to help each character to disclose
his/her identity to the preksaka (audience) and also to divulge his/her talent, in the art form is
known as Daru. These Daris establish the mood of the dance drama.

Daruvis are one of the salient features of Kuchipudi, Bhagavatha mela tradition and
follow the pattern of Dhruvas which is mentioned in Natyasastra. Daruvu or Daru signified
"drumming" in Telugu at one time. However, as time went on, it began to take on the meaning of
the music to which the beat was played. These Daruvds are actually a part of the dance dramas
and are not the improvisations of any imagined pieces during the performance. There are about
six varieties of Daruvus which are used according to the demand of the scene in the act being
performed. Among these, the Patra pravesa daru is the most common one which is used in all
the performances. Daruvis are used in different situations i.e., to introduce a character, when the
character talks about himself/herself, when the character converses with some other Patra or
character, etc. Daris are also expanded to narrate the mood of the entire situation of the play
and so on.

Dr.V. Raghavan in his article on ‘Music in Ancient Indian Drama’ explains how Dhruvas
(daras) fitted into the Sanskrit drama forms of old. All the five types of Dhruvas along with the
antaras which were used to fill the gaps in the situations were symbolic in style and were often
used as links in the play.

Professor P. Sambamoorthy details darls as
1. Patra pravesa daru: these are the entrance songs for characters describing their
background.
2. Svagata daru: a musical monologue. The tune is reflective in nature and sung in a slow
tempo. Svagata means welcome. It is a welcoming sceptre.
3. Varnana daru: A descriptive song.
4. Samvada daru: These are musical way of dialogue delivery where there is prose imitated

by the characters along with normal discussion.
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5.

6.

Uttara Pratyuttara daru: Dialogues delivered in a musical way. The form where there is
conversation in the form of Question and Answer between the characters.

Naiskramiki daru: the song sung during the exit of the character.

Apart from these there are many other kinds of Daruvis which can be classified as given

below based on the theme or meaning of the Sahityam they are

1.
2.

Kolata daruvu: song on kolata or stick-games
Jakkini daruvu: a song which comprises of Jatis and Sahityam

It would become self-explanatory if we can take the example of Bhama kalapam and

show how the daruvis are used in it. The centre theme of the play is Satyabhama who gets

separated from Krsna due to her proudness, finally meets him with the help of her friend

Madhavi. The main rasa depicted is Srngara Rasa.

The Patra pravesa Daruvu is used when a character introduces herself or himself and
delights the hearts of the audience. This is nothing but the Pravésiki Dhruva as
mentioned in Natyasastra. Satyabhama enters with the Daru
“Bhamane...Satyabhamane.....” and introduces herself.

Another example of Patra pravesa daru is when Lord Krsna enters with the song
“Rajévaksudu Réajagopaludu Radhaldludu....”
In another situation when Madhavi, a friend of Satyabhama asks her to reveal the name
of her Nayaka, she sings “Siggayane, yamma...siggayane...vani peru cappunaku....
siggayane”, which means she is very shy to take his name...and the song depicts the
state in which the Patra is. This can be stated as Prasadiki Dhruva as it showcases the
shades of the Srngara Rasa.
The Aksepiki Daru: This daru would possibly change the monotony of the state of
Satyabhama who is virahothkantitha when she asks her friend Madhavi the reason for
being angry “Nékenduke kopamu mandayana” and at the end of the song Satyabhama
even tries to suffice her by dressing her up.
The Niskarmana daruvu: - “Raju vedale ravi tejamu ladaraga, Kudi yedamaladhal kathulu
merayaga” ... this is a description of the exit of a king from the stage, which is seenin a
traditional Yaksagana which corresponds to the Naiskrimiki Dhruva as stated in

Natyasastra.
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Apart from these there are other Daruvis which are also sung to highlight the mood of the

kalapams. For eg: Though not perfectly defined, we can see shades of Astanayikas depicted

in the songs or Daruvis in “Bhamakalapam”.

1.

Swadhéna patika ndyika - When Satyabhama feels proud that she is the most
favourite wife of Krsna. The song goes like this, “Bhamane satya
bhamane...Bhamane padiharuvela komalulandarilona lalana cheliyd maguva
sakiya ramaro Gopala devuni Premano dochinadana...”

Vasakasajja nayika - There are several Daruvds which describe the lang plait of

Satyabhama in Veni vrittantam.

Virahothkantita Nayika - when she is separated from Krsna, she depicts her
longing through the Daru “Madana...o...madana...yanucunu oh madana
Gopéla...”

Vipralabdha nayika — could be probably depicted in the daru “Ranguga na madi —

mangala sttramu cangumu kattina sangati maravaku...” where Satyabhama is
remembering all the happy days which she had spent with Krsna and is longing
for him.

Khandita nayika — the daru “Bhama na Satya Bhamana...Bhama na peru alla
Bhama rukmini yanudu nee ...abhimanamunu déyanchi  nalagurild

7

kadanipinchakunta...” Satyabhama's rage is displayed to the point where she
threatens to strike him with her long plait.

Kalahantarita Nayika — She apologises for insulting him and promises to worship
him with golden flowers and that he must return to her in the Daru. “Bangara
Pévula pooja ninnu saiyuduna’”.

Prosita Bhartruka — Satyabhama tells her friend Madhavi that Krsna left her
because she responded that she was the one who was more attractive than
Krsna, and that this was all because she thought like an ordinary woman. “neevu
andagatheva? Nenu andagaduna? Ani adigina o yamma, anta adabuddi, apara
buddi...”

Abhisarika Nayika — Satyabhama shows the characteristic features of Abhisarika

nayika in the daru “endu botivi? Endu botivi? Rara nandanandana”. Even though
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the nayika physically doesn’'t go in search of the nayaka, her thoughts wander in
quest of Krsna who is not with her at that moment.
The below penned are few other types of Daruvis that are cited in Sahaji maharaj's
Yaksaganas. For Eg:

1. The Saldmu daru in Pancharatna Prabandhamu goes like “Karpura Dhavalanga” in
Bhairavi raga and atta talam.

2. Prabandha daruvu in Pancharatna Prabandhamu goes like “Indu kaladhara” in bilahari
raga and adi talamu which is sung with minor variations in Tyaga vindda chitra
Prabandamu.

3. The Padabhinaya daru “Deva devesha nannepudu” depicts the requisition of the nayika
to the nayaka.

4. Ayapasavya samapada daru “kanaru teeru teerunu” and The Kramasaptasvara
varnardha liladaru in Tyaga vindoda chitra can be called as gems embedded in the literary
work of kuchipudi parabandham tradition.

5. Saptasagarasiladi prabhandalila daru is a song composed in praise of Lord Siva as
Tyagesa and has stladi sapta talas included in it.

6. Panchatalalila daru is a composition which is composed of five talas.

Conclusion

As stated by Abhinavagupta, Dhruva songs enhances the artistic sense of the play.
Rajasekhara places a high value on the rendering of Dhruvas while a play is being staged.
According to him, dhruva is the sole of the dramatic presentation, “Dhruva hi na yasya prathame
pranaha”. According to the preceding assertions, Daru, like Dhruvs, intensifies the Rasa
experience of the theme staged in kuchipudi dance theatrical tradition. The songs enrich the
textual literature with its aesthetic beauty and deepens the traditional values of the play. Thus,
Daruvas delights the hearts of the Prekasaka or the audience and authenticates the emotional

endurance.
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Abstract

Each ethnic group living in a world of cultural design shapes their musical traditions
according to their own heritage values. Music occupies a prominent place in the cultural fabric of
every community.

The Tamil speaking community in Sri Lanka is an organized society intertwined with art.
The religious beliefs and worships of this community formed the artistic foundation. From this,
many arts such as music, dance, kattu, drama, painting and sculpture began to appear and grow.

As far as Sri Lanka is concerned, Batticaloa, Trincomalee and Jaffna are the areas where
the Tamil people live, but Jaffna, the northern part of Sri Lanka, is mostly populated by Tamils.

Due to its geographical proximity to South India and the interaction between the two
countries, the cultural heritage of South India was likely to spread to Jaffna and later to many
parts of Sri Lanka.

Key words: Cultural transmission, Musical Drama, cultural customs, rituals, social art

Traditional elements of music in Sri Lankan Tamil culture

All the arts and temples of the Sri Lankan Tamil community have their origins in the style of
worship that takes place there itself. In the early days, the arts developed in Sri Lanka based on
temples and its traditions.

The following lines from Vaiya Padal refers the above,

‘26 LGS HUTleTTemSH CHTAII6LH 60Tl VIMMUINEUSH SR (G GVIENLOUITSEF

F1U68 ehAHAICE &6t 60 QFIWIARIETE QFLIN HTEpLD
7 UG QUITDHLICTITHIS enMILISQST6sT Db SHIH HLI L0 & &C&H6Tm)
QUM &S (LPEMELLDL UMY SHISGETT(H LITITE LD6ST6uT60T 6UITLOIH & T60T (97)
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HTGCHTL 60L& &H(HSHMTS 6L6OT6ONUIBT SI6UILIRIGL &I 6D6USHHILI
NetTgal L (LpL6TTeUM(LPLD Lflend &S SS SMImIULLD QLS TS
LD60TEaLL_ L 6UGSIT 6L6V6TTSHEUHE60T (L SHGELMMI] LD(HRIFI6L 61615 LI
L6wIga L& FT&CIWeLe0r GLOMFIL LML el LUMsLD LuTlevd Q&g (98)*

A few lines from Kannagi Puranam also emphasises for the above,
‘515 HyemmCI] eIf HMHH(HLD 6L6T6n T[T E S
&5 G6UIMLD 06U EF [5G S 565185 SCHMIT [HL60T(EhO&FUIU|LD,
&SI G HTaIGMm, C&Mg UL, &631d HIDHGL
15 &6t 60IT LOJTEOILI LTleTTemaniimedT SrUUGTGLD™

The artists who lived near the temple are the best historical sources for the fact that
their contributions have been important to the development of art traditions in the temples. The
llattu Chidambaram Puranam is a fitting testimony to the fact that dance and vocal artists lived
near the temple.® They were not only involved in singing music and playing musical instruments,
but also in making garlands for the rituals at temples along with street Bhajana-s.

Even the names of some of the towns in Jaffna are often used as causal names for the
group of society living there. Especially today, a large number of musicians live in the town of
'Panippulam’ in Jaffna.*

Professor V. Sivasamy in his article - ‘Music in the Government of Jaffna’ (Yarlpana
Arasil Isai) comments that ‘Panilam’ refers to a social group that mainly plays conch (sangu)
musical instruments and is transformed as Panipulam nowadays.®

Thus, the musical traditions provided by the temple began to participate in Tamil cultural
events later. It is customary to use nagasvaram, Tavil as Mangala music for all the festivities that

usually take place in homes and residences.

! Vaiyaapuri Aiyar, Vaiyaa Padal, Publisher . Dr. K. S. Nadarajah , Colombo Tamil Sangam 1980, pg 56 - 57
2 Nattuva Suppaiyanar, Kannaki Puranam, Publisher . Vaddukooddai M. Ramalingam, Suthanthiran
Printers, 1961, pg 4
® Bhramashri Somaskanda Sarma, Aalayankalil Vaaththiya Karuvikal, Research book- Submitted to Music
Department , University of Jaffna, 1994, pg 59
“Prof. Sivasami, Yarlppana Arasil Isai, Sinthanai Journal, Vol 111: Faculty of Arts, University of Jaffna, pg 25
® Prof. Sivasami, Yarlppana Arasil Isai, Sinthanai Journal, Vol 111: Faculty of Arts, University of Jaffna, pg
35
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In this way, the musical traditions that have emerged and developed in the Sri Lankan
Tamil cultural practice are intended to be based on certain cultural elements followed by the Tamil
community.

Furthermore, the carnatic music tradition groomed via the origin and development of the
Dévadasi tradition, the Music tradition in Kattu, the Oduvar tradition, the musical instruments
tradition (Isai Vellalar), the mythology (Purana Padanam), the storytelling (Kathaprasangam), the

origin and development of the songs by the Siddhars and the Arulalars in Sri Lanka.®

Fundamentals of Carnatic Music Development in Sri Lanka
Musical theatre (/sai Nadagam) and the musical tradition (IsaiVellalaMarabu) have
played a main role in the development of Carnatic music in Sri Lanka. Following 3 stages were
developed in Sri Lanka with the contribution of the above.
1) Artists from Tamil Nadu came to Sri Lanka to proceed with artwork with the support of
Nattukottai Cettiyars during the 18th century.
2) Some of the Sri Lankan artists who were interested in Carnatic music joined and went to Tamil
Nadu with them and followed as Gurukula V&sam and returned to Sri Lanka.
3) Self-formation of musical groups.

Social acceptance was high in the community, even though these arts were mostly

associated with religious worship, evidenced by many articles of Professor Sivathambi.’
Musical drama entered into the Sri Lankan Tamil community, same as the proliferation of /Sai
Vellalar. Arrival of great artists such as Tyagaraja Bhagavatar, Kittappa and K.P Sundarambal
created opportunities for Musical theatre to appear and grow in Sri Lankan Tamil society as well.
It was considered essential for artists to excel in musical knowledge in musical theatre.

But over the period of time, artists have been forced to sing songs in their respective
melodies, even when they have no genius in the art of music. The audience too were expecting
the same. The songs are the most important in musical theatre as mentioned by Prof. Sivathambi
and he used the term ‘song as an arena’ (‘Padalé Arangaga’) when referring to this art form

shows the importance of songs in this field.?

® Sivathambi. K. Prof Yarlpaanam- Samookam-Panpaadu — Karuththunilai , Kumaran Printers: 1998, pg 56
" Sivathambi. K. Prof Yarlpaanam- Samookam-Panpaadu — Karuththunilai , Kumaran Printers: 1998, pg 56
8 Sivathambi. K. Prof, Yarlpaanam- Samookam-Panpaadu — Karuththunilai , Kumaran Printers: 1998, pg 35
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So, the artists tried to sing songs on the same steps even though they did not know the
musical techniques deeply. (Raga-s such as Anandabhairavi, Bhairavi, Sama, which are often
used in musicals. In later times musical artists had to sing the same for the success of the art,
even though they did not know the techniques of singing these ragas.) Music became a social art
form at this point. Prof. Sivathambi referred to the same as 'Carnatic music entered the Jaffna

community without knowing its character' in his book titled 'Jaffna-Society-Culture-Concept'.®

Purana Padana Marabu

Tamil and Saivism depended on mythology to protect it from western rulers in Sri Lanka during
the 18th and 19™ century. Kandapuranam played an important role in Jaffna Tamil society and the
same was supported by the statement made by Srilankan tamil Scholar Pandithamani K.
Kanapathippillai. There is a definition of what is the best style for reading and exploring
mythology in Purana Padanam.

Before the reading Purana begins, the book is anointed and placed on the pedestal and the
traditional temple priest reads the archetype and begins the mythology. It is a special rule for the
mythological rituals that take place in temples. In the case of houses and monasteries, the above
rules are followed without the presence of a temple priest. It is essential to read the backup for
any myth.

When reading the Kappu, start with ragas like Todi, Kambhoji and Bhairavi. Starting with the
Todi raga was made as a special rule. It was customary to study in the temple and in the holy
places in the morning and evening. It is best to start with the Todi raga in the morning and read in
ragas like Bilahari and Bhapalam. In the evening, it is best to start with the Todi raga and read in
the ragas like Parvikalyani, Kalyani, Pantuvarali etc. It is welcome to read songs like Athana,
Carukesi, Mohanam, according to the rasas like fear, heroism, imprisonment and mercy that
come in the songs. However, it is common practice to recite the Puranas in the ragas of
Sankarabharanam, Bhairavi, Anandabhairavi, Sama, Arabhi and so on. It is common practice to
read the Purana in the Kambhoji, Bhairavi ragas as not all ragas are available to everyone. No

one wants the change in styles of reading Puranas traditionally.*°

® Sivathambi. K. Prof, Yarlpaanam- Samookam-Panpaadu — Karuththunilai , Kumaran Printers: 1998, pg 56
10 shanmugasuntharam. N, Kalaiyum Marapum,: Kalai Peru Mandram, Thellipalai: Jaffna: 1974: pg: 45
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Story telling (Kathaprasangam)

It is considered as an ideology driven from Christian religious events held in Sri Lanka.™
Although it resembled the Sermon on the Mount, its content and purpose were different. The
main purpose of this art was to save the crossing riders.

Even though it is a very valuable social art form found in many parts of India, its character
and purpose in the Sri Lankan Tamil community were different from the most natural form of
storytelling. This art form came into use during the novelist period when talking about the
storytelling tradition of Sri Lanka. Especially C.C.S. Mani lyer is the one to be remembered here.
He is considered as an important person who enriched the Sri Lankan storytelling tradition. His
musical and Tamil skills gave him the opportunity to become a great orator and to guide many.*?
Carnatic Music Tradition

Carnatic music became a field of learning in the 19th century AD. So far it has not only
become an art for particular communities but is beginning to change into something more. The
arrival of Svami Vipulananda's book — Yaz Nl gave a different perspective on Carnatic music in
Sri Lanka.

The art form of the music field which had hitherto been played only for pleasure became
learning during this period. Those who were affluent after the 1940s, who were interested in
Carnatic music, went to Annamalai University in Tamil Nadu to study and returned to Sri Lanka as
Sangrita Bhasanam'.

Following this, Carnatic music was introduced as a main subject in the Government of Sri
Lanka School Curriculum and was taught in schools.

As a result, the Carnatic music industry in Sri Lanka is seen as a University Based Research
field nowadays. It is no exaggeration to say that the Carnatic music community in Sri Lanka has
grown in importance as a subject taught in schools today, as a field of study in Universities and

as a field of job creation in the community.

Conclusion
It is a fact of history that Tamil Nadu and Sri Lanka are similar on many platforms from
time to time. Thus, it is inevitable that all the changes taking place in Tamil Nadu, the birthplace

of the Tamil arts, will be followed in Sri Lanka, where the same culture, language and customs

1 Sivalingarasa. S. Prof, Eelaththu Tamil llakkiya Sinthanaikal, Kumaran Printers: Colombo: 2003, pg 54
2 Shanmugasuntharam. N, Kaaiyum Marapum, Kalai Peru Mandram, Thellipalai: Jaffna: 1974, pg: 32
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are followed by the community. In this context, the artistic relations between Tamil Nadu and Sri

Lanka have a long history. Although Carnatic music is native to Tamil Nadu, it is true that it is

deeply rooted in the Tamil culture of Sri Lanka.
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