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India 15 such a country where we come across so many things

which may not applicable to rational thinking and abways hide

in the mystic attire. This makes our wonder land differentiate

from other developed countries. Our ancient wisdom gives more

importance to spiritual benefits than material gains. Our age-olf
tradition never allows to avail financial retum for giving food
to those who are hungry; fees to the teacher for giving

education; price for medicine and fees to doctors for consulting

patient, Similarly, the performing arts like music and dance and
martial arts were performed not for any remuneration; but as an

adoration or ritual. Yoga which considered as the special
practice to amalgamate the Jeevatma (Soul) and Paramatma

(Supreme) relationship. Al these have been practiced as a ritual
and a total surrender to the God Almighty. In Indian customs,

any trade or craft (ike carpentry or the work of mason will start

with ritual: adoring the God to complete it in a perfect way

without any obstacle. This concept prevails in the field of Music

also.

It is essential to keep the profession of Music; as an Upasana

than a mere trade. To maintain this; one student, musician or

music teacher needs to follow certain Sadhana. This demandsg
lots of devotion and dedication from the stakeholders towards

music and its practice. In earlier periods, music profession was

called as “Sangita Upasana”, whereas currently, music 1s

considered as a money-making business. Adhering to this view

we can analyze the compositions Nidhi Chaala Sukhama?

Ramuni Sannidhi Sukfama?” by Tyagaraja and “Hiranmayim

Lakshmim Sada” by Muttuswamy Dikshitar. Almost all the

YVaggeyakara of Camatic music followed this principle. It 15

essential to the present generation to understand the importance

of the Sadhana and handle the profession of music as an

Upasana, That will Reep the status of music and musicians high

in the society everaffter.
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SANGITA MUKTAVALI

SANGITA MUKTAVALI is a very rare musical work in Devanagari script authored
by DEVANACHARYA, who adorned the court of PROUDHA DEVARAYA of the
great VIJAYA NAGARA Empire in 15" century CE. Much detail is not available about
him and his patron, as he was not an able administrator and reigned for a short period
only since he was the last ruler of SANGAMA dynasty of Vijayanagara Empire.
DEVANACHARYA has also authored another work called “SMRITI CHANDRIKA”
which deals with philosophical matters. He introduces himself as “TOWRYATRIKA
CHINTAMANI” -a thinker in the field of three art forms such as Vocal &
Instrumental Music-Dance and the student of Rudra Deva. Though the word,
“SANGITA” signifies music and Dance in those times in general, this work primarily
discusses about Dance, leaving the subject of music in bleak or untouched.

The Sanskrit work Sangita Muktavali was unearthed from the great treasure of
Saraswati Mahal Library and this is a humble attempt to give a commentary for the
same in English.

After explaining about different postures of head during the performance of dance
and different kind of hand gestures-Hasta Mudra, which has been practiced in the field
of Dance like Pataaka, Tripataaka, Kartaree Mukha, Ardh Chandra, Shikhara; author
tries to explain Shukatunda.

ﬁnﬂw% |

fopfrc HeaHlf gep s gelilRa: 11

Vakshasthalaadadho yaato
gaatrakaarye-pydhasthalah:
As the shape of this Mudra is like

Tripataaka karasyaiva
tarjaneeched dhanurnata
Kinchinnato maddhyamo-pi
shukatunda iteeratah:

Here the author is illustrating the
Hastamudra known as Shukatunda.
In the hand gesture of Tripataka, the
forefinger should be kept in a shape
of a curve like a bow, and the middle
of forefinger will be tilted a little
which is known as Shukatunda.

R JUSIE TN DTN A |
FERIATCHY 1Al BT [T ||
Shukatunda swaroopatwaad
shookaadyabhinaye matah:

the peak of a parrot, this Mudra will
be used to indicate the birds like
parrot. When the hand with
Shukatunda will keep under the
chest and the down portion of the
body, this position will use to
indicate the beautification of the

Dootaakshapaatachotthaanakope
chaapi bahirdayah:
Aahwane cha antaraakshipto
bahih:kshipto visarjane
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This Mudra is used to indicate a
messenger, throwing of the dice in
gambling and also the highest
degree of anger without any pity.
And when the hand with
Shukatunda is pulled towards the
body, will use to call somebody and
when the hand will push against the
body, will use to expel somebody
from the house.

TR AR demuRYeRi®: |
STATERIA A1 = 1 FHd Jifera: 11
Twanchahanchoti nirdase
tatvyapaara pradarshakah:

Asooyaadarshane chaapi na me

krutyam yathochitah:

To indicate the words you and I,
and the actions of the same words,
the Shukatunda mudra should be
used. And also, to indicate the
feeling of jealousy and also use to
demonstrate the act of “this is not
my duty” as per the situation.

BRAYUS I URYGR: |
HARITIPTEIT el AT
I

Hastishundaagra
tulyatwaattadvyaapaara
pradarshakah:

Kuleera vruschikaadheenaam
kartavyo-bhinayo-muna
The form of Shukatunda mudra is
quite similar to the trunk of an

Sangita Muktavali

Sangitika

elephant. Therefore, to indicate the
movements of a trunk, this mudra
will be used. To indicate the action
of a crab and a Scorpion, this mudra
is used.
qre UeeTeHT Turd gfedt 4ad |
Joman are 91l ditdIeAgad: ||
T A1 Wy fgeaafere: 11
Vaadane patahaadeenaam
swapaarshwe luthito bhavet
Veenaayaa vaadane chaapi
tantrivaadana soochakah:
Gaganotpatane chaapi
swapaarshwaadoordhwamutthitah:

This Shukatunda mudra will also
be used to indicate the acting of
playing a drum with the hands in a
rotating form near to the body. To
present the acting of playing a lute
(Veena) and the musical instruments

with the strings. While the
movements of hands  with
Shukatunda towards the upper

portion of body will indicate the act
of flying to the sky. With this the
author is concluding the illustration
of Shukatundamudra.

Iti Shukatundah:
SO
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An Analytical study of the distinctive style of Gurmat Sangeet, the

Heritage of Punjab
Dr. Narendra Kaur
Associate Professor, RRMK Arya MMV, Pathankot

Abstract: Gurmat sangeet is a tradition of singing gurbani shabds (hymns) in ragas. The
serenity of Gurmat Sangeet lies in Gurbani, therefore it proceeds with shabd alap (bol-
alap) to unfold the shabd-bhav. Though its recital is accompanied with the taals used for
dhrupad and khyal singing, yet its rendition is quite different from dhrupad and Khayal
of Indian classical music. Only a ragi of Gurmat sangeet is capable of singing the
traditional compositions of shabds in the ragas as mentioned in Shri Guru Granth Sahib.
Partal singing and pada singing in a variety of taals like chautal, Matt-taal, Jaital,
Pancham-savari taal, seven and half beat taal, nine and half beat taal, punjabi theka
teental are some salient features of Gurmat sangeet. This paper aims at studying the style
of Gurmat sangeet and analysing how its rendition differs from dhrupad and Khayal styles

of Indian classical music.

Keywords: raga, sangeet, Gurmat sangeet, music of Punjab, kirtan

Introduction: The word Gurmat
means according to Guru’s wisdom.
Gurmat Sangeet refers to singing
shabds (hymns of Gurbani) of Shri
Guru Granth Sahib in the raga as titled,
in a traditional manner. During
fifteenth, sixteenth, and seventeenth
centuries when Dhrupad style was
prevalent in Indian Classical music and
pakhawaj was used for rhythm
accompaniment then ragis of gurmat
sangeet used to sing gurbani in taals of
pakhawaj. The tradition of Gurmat
sangeet parts itself from dhrupad
because it does not have nom-tom-alap
and laykaries of dhrupad rather it has its
own way to begin and proceed. To
begin with, ragis demonstrate ‘shan’ in
which they play instruments only for a
few minutes in the raga they are going
to sing in. Then start singing
mangalacharan which consists of some
short verses of gurbani at a slow pace
that finishes with tihai of ‘Anand guni

nidhan, guru garib nivaz’ in medium
laya. Then at medium laya, a shabd in
a taal out of the array of taals like
chautal, Matt-Taal, jaital, pancham-
savari taal, seven and half beat taal,
nine and half beat taal, punjabi theka
teental, jhaptal, soolphakta, ektal,
farodast taal, dhai taal and in a raga as
per the mention in Guru Granth sahib is
sung along with elaborations of
references of similar gurbani verses.
Taal plays a very crucial role in Gurmat
sangeet; for example odd beat taals
like, mat-tal (9 beats), Jaital (13 beats),
Pancham-savari taal (15 beats), chartal
ki savari or bhanumati taal (11 beats),
dhai taal (7 beats), seven and half beat
taal, nine and half beat taal, are very
popular taals of gurmat sangeet.
Compositions of Gurmat sangeet are
usually sung in a particular melody by
all ragis (who sing Gurbani in ragas).
The line of rahao is set to be the sthai of
shabd and other lines containing anks
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1,2,3...are made stanzas of the shabds.
As per tradition, successive stanzas are
composed on the tune of first stanza. At
the end of whole singing, as per the
protocol, Paudi is sung in paudi taal, a
four beat taal. Paudi is a part of vaar, a
form of folk singing. Paudi is sung at
the end of kirtan. During Basant season
three paudies of ‘Basant ki Vaar’ are
sung in basant raga. We may call it as
the traditional way of singing Gurbani
that is why it is generally observed that
a vocalist of Indian classical music
cannot render a shabad?in its traditional
style unless or until he is trained in the
style of Gurmat sangeet. Only a taksali?
ragi is capable of singing a shabd in its
traditional style.

A very unique kind of poetry titled
as partal is mentioned in Sri Guru
Granth. We find a total count of fifty-
five partals, written by fourth and fifth
guru. A partal includes Pancham Savari
Taal, a 15 beat taal as its main feature
very often. According to the tradition
taal changes five times in a single
composition.

With the beginning of eighteenth
century, in 1705 at the place of
Machhiwada in the district of Ludhiana
of Punjab state, tenth guru Sri Guru
Gobinb Singh recited a shabd ‘Mitter
piare nu haal muridan da kehna’ which
is titled as “khyal patshahi 10 ”(Sri

! The word Shabd & Shabad are used
interchangeably
2 in sikh religion, taksal is a school of training

where religious and musical training is
imparted. Trainees reside continuously over the

Dasam Granth Sahib ji). With the
changing trends khyal singing took
place of dhrupad singing. Ragis also
changed their style but within the
periphery of gurmat only.(Paintal
2003). For example, in contrast to
khyal, gurmat sangeet avoids a long
course of sargam-taans clouding the
bhav and respect of gurbani. As
Professor Kartar Singh says, ‘use of
sargam taans is prohibited in Gurmat
sangeet’. Indian classical music is kala-
pardhan while gurmat sangeet is bhav-
pardhan shailly. The whole singing is
beautified with shabd-alap and with
very limited number of taans that too in
akar only. (Paintal 2003).

Shri Guru Granth Sahib, containing
1430 Angs (limbs referring to pages of
the holy scripture), includes thirty one
main ragas, in addition to these, thirty-
two ragas appear under the course of
these ragas, thus making the total count
to sixty-three. (Singh,K.2010).Each
and every shabd starts with a title as
‘name of the raga and name of Mehla’,
for example Raag Sorath Mehla fifth
means that Shabad should be sung in
raga Sorath and it is written by fifth
Guru Sri Guru Arjan Dev Ji. The poetic
forms consist of dupade, tipade,
chaupade, ashtapadi, chhant, vaar, slok,
dohra. The poetry related to folklores is
also well titled e.g. baramah, alahunia,

years of training. According to Prof. Tara Singh,
taksal refers to ghrana or guru-shishya
parampara.
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chhant, ghorian, lavan, sadd, karhle,
pehre, thitti, and vaar. The singing style
of Gurmat Sangeet is of its own kind
which includes a gurbani shabd as its
poetic content or lyrics aimed to
commune with the Akal Purakh, the
God who is not bound in the cycle of
time. (Saber J.S. 2003) Compiled in
1604, by the fifth guru, Guru Arjan Dev
ji, Shri Guru Granth Sahib contains
bani of 6 Gurus, 15 Bhagats, 11 Bhatts,
and 3 gursikhs.

Origin of Gurmat sangeet and its
journey upto 20" century - This
tradition of music roots back to the
period of the first Guru of Sikh religion
Sri Guru Nanak Dev Ji (1469-1539).
Shri Guru Nanak Dev Ji had
accompaniment of rebab, a string
instrument played by bhai Mardana ji® .
Addressing the folks during his udasis
(the religious journey) Guru Nanak
Dev Ji created bani in ragas with the
accompaniment of bhai Mardana’s
rebab which was specially designed
and manufactured by bhai Farinda ji
who while giving this rabab to bhai
Mardana told him to play this only for
Guruji. Moving around during his
udasis, Guru Nanak Dev ji used to
create and sing bani in ragas to give
people spiritual message. This tradition
of music was carried forward by
successive gurus named guru Angad
Dev ji, guru Amardas ji, guru Ramdas
ji, guru Arjan Dev ji, guru Teg Bahadar
Sahib and guru Gobind Singh Sahib.

3 Swami Haridas was disciple of bhai
Mardana ji

Though the sixth, seventh and eighth
gurus did not create their own bani but
they kept the kirtan parampara (the
tradition of Gurmat sangeet) go on.
The descendants of bhai Mardana, his
sons bhai Rajada and Sajada, and sons
of bhai Rajada-bhai Sadu and bhai
Badu, his great grandsons bhai Satta
and Balwand performed kirtan in
guru’s darbars. Bhai Pandha and Bula
were the rebabi kirtankars (Gurbani
singers) of Guru Amar Das ji’s Darbar.
“Pandha Bula Janiye Gurbani gayan
lekhari” (Bhai Gurdas, vaar 11, Paudi
16). Jhanjhu, Mukand and Kidara were
the Gurbani singers in guru Arjan dev
ji’s darbar. “Jhanjhu ate Mukand hai
kirtan kare hajoor Kidara.”(Bhai
Gurdas, vaar 11, Paudi 18). Bhai Satta
and Balwand performed Kirtan Seva in
Guru darbar till fifth guru Guru Arjan
Dev ji. They both wrote Ramkali ki
vaar in the praise of Sikh Gurus which
is included in Shri Guru Granth Sahib
Ji on Ang number 966. Bhai Jass, Bhai
Nathu and bhai Ratta were the rebabis
in the darbar of Guru Har Rai Sahib, the
seventh sikh guru. They used to sing

Gurbani in  ragas with  the
accompaniment of stringed
instruments. Bhai Babak, Bhai

Gurbaksh, Bhai Saddu and Maddu were
the kirtankars during Guru’s time. After
Balwand and Satta left darbar, Guru
Arjan Dev Ji asked sangat to do kirtan.
Guru ji himself and sangat performed
kirtan. Now Kirtankars or sikh sangat
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perform kirtan as per the tradition.
Guru Arjan dev ji created and recited
bani in the accompaniment of an
instrument called saranda which is said
to be designed and founded by guru
Arjan Dev ji, the fifth guru. (Singh G.

2012)
Guru Gobind Singh ji used to
perform  kirtan seva with the

accompaniment of Taus, a peacock
shaped instrument. Taus is said to be
founded in the darbar of Shri Guru
Hargobind Sahib ji, the sixth guru.
(Singh G. 2012)

Due to Mughal invasions on
Hindustan, sikh leaders like Baba
Banda Singh Bahadar, Jassa Singh
Ahluwalia, Jassa Singh Ramgaria,
Baghel Singh, Nawab Kapoor Singh,
Maharaja Charat Singh etc. remained
involved in fighting with Mughal
emperors and invaders like
Farrukhsiyar, Zakria khan and his son
Yahia khan, Nadir shah, Ahmad shah
durrani etc. During these fights from
1710 to 1800 a great treasure of sikh
culture and heritage was destroyed. A
huge number of sikhs were killed in
massacre of sikhs by Ahmad Shah
Abdali and in the massacre of sikhs by
diwan Lakhpat Rai. After this tough
time Maharaja Ranjit Singh took
control of punjab. He made efforts to
revive and document the tradition of
Gurmat sangeet. Bhai Chanan rebabi of
Kapurthala, bhai Kahn Singh Nabha,
Arthur Mecauliff played significant
role in documenting the Spiritual
musical Legacy of sikh gurus. In 1760
during the reign of Charhat Singh

(Maharaja Ranjit Singh’s grand father),
the usual chounkies of shabad kirtan
happened to take place regularly in
Nankana Sahib Gurdwara (now in
Pakistan). During the time of Maharaja
Ranjit Singh, people started gathering
in Darbar Sahib, (Golden temple) and
the donations increased hugely. Ragis
were also promoted chiefly by the
Sangat and the Maharaja. This period is
known as the golden age of sikh art
forms in Punjab. Maharaja Bhupinder
Singh of Patiala, around in 1910 A.D.
with a financial aid of three lac rupees
did make an effort to document ragas of
Gurmat sangeet by inviting Mahant
Gajja Singh, a maestro those days and
asked him to document Gurmat
sangeet. Mahant Gajja Singh wrote the
book ‘Gurmat sangeet’ which is still
available in the library at Patiala.
(Singh S. 2003)

Mahant Gajja Singh was a great
performer of Gurmat sangeet. He
designed a string instrument named
Dilruba which is popularly played
nowadays almost on every stage of
Gurmat sangeet. Mahant Gajja Singh
taught Gurmat sangeet to bhai Kahn
Singh Nabha, bhai Veer Singh,
Maharaja Bhupinder Singh, bhai
Harnam Singh and bhai Mastan Singh.
Bhai Harnam Singh and bhai Mastan
Singh were very famous ragis of that
period. Raja Kunwar Mrigendra Singh
took guidance of Gurbani ragas from
Mehboob Ali (descendant of Bhai
Farinda ji who was music guru of Bhai
Mardana ji) in the court of Maharaja
Bhupinder Singh. In Gurdwara Dukh
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Nivaran Sahib and Gurdwara Moti
Bagh Sahib of Patiala, there were very
expert ragis who performed sewa of
Gurbani kirtan in ragas of Guru Granth
Sahib. Bhai Kalu Singh was a Saranda
player at that time in Patiala. Bhai
Awvtar Singh and Gurcharan Singh, Bhai
Kultar Singh, Bhai Baldeep Singh of
Delhi contributed by singing various
compositions of Gurbani shabds and
writing books on Gurmat Sangeet.
Professor Tara Singh, Prof. Pyara
Singh Padam, Bhai Samund Singh,
Sant Sarvan Singh Gandharva, Bhai
Dyal Singh, Bhai Uttam Singh, Bhai
Dilbagh Singh, Bhai Gulbagh Singh,
Bhai Gurmukh Singh Fakkar, Dr. Ajit
Singh Paintal, Singh Bandhu of Delhi,
Dr. Jagir Singh, Dr. Devender Singh
Vidyarthi, Bhai Bakhshish Singh, Bhai
Dharam Singh Zakhmi, Bhai Avtar
Singh Zakhmi, Bhai Sai Ditta ji, Bhai
Lal, Bhai Santa Singh, Prof. Darshan
Singh Komal, Baba Jwala Singh , Bhai
Gian Singh Aibatabad, Bhai Balbir
Singh, Professor Kartar Singh, and Dr.
Gurnam Singh made great efforts to
promote Gurmat sangeet. Many
conferences were held at various places
for the promotion of Gurmat sangeet.
With great strides of the scholars,
Gurmat Sangeet took place in the
academic institutions at board and
University levels. Bhai Ardaman Singh
Bagaria and Bhai Arjan Singh Bagh
prepared recordings of great ragis.
(Singh S. 2003) Baba Shyam Singh
played saranda while singing Gurbani,
he did Kkirtan sewa for 70 years at
Darbar Sahib, Amritsar. In 1991, head

of Jawaddi Taksal Ludhiana Sant baba
Suchha Singh ji contributed to revive
traditional style of raga based kirtan.
He organised Adutti Gurmat Sangeet
Samalen in Ludhiana and invited
scholars and experts of great repute to
perform raga based Kkirtan and to
discuss the forms of ragas which had
become extinct those days.

Analysis: Raga is synonymous with
Indian classical music. Both in Indian
Classical Music and Gurmat Sangeet
we sing ragas. In Indian Classical
Music we sing ragas in various styles
like dhrupad, dhamar, Khayal, thumri,
tappa, sadra, dadra etc. In olden days
there were Prabandh, Roopak and
Vastu gayan. Afterwards dhrupad style
of singing was established, then came
into existence the khyal, tappa, thumri,
etc. styles of singing. Gurmat Sangeet,
although being a form of classical
music, is quite different and distinct in
its presentation,  from the other
prevalent styles of Indian classical
music like dhrupad and Khayal, tappa,
thumri, etc. In Gurmat Sangeet,
Gurbani shabad is sung in a raga as
mentioned in Guru Granth Sahib.
Gurmat Sangeet is a kind of vocal
music with the accompaniment of
specific instruments which are allowed
and approved for its recital, e.g. rebab,
saranda, taus, dilruba, and tanpura.
With the advent of harmonium, ragis
have started using it. It is only the
shabad of Gurbani which gives it the
name of Gurmat Sangeet. Thus Gurmat
Sangeet means singing Gurbani Shabd
in the raga as mentioned in Sri Guru
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Granth Sahib and singing of banis of
other approved treatises of Sikh
religion like ‘vaars of bhai Gurdas ji’,
the creations of bhai Nand Lal ji and
Dasam bani in ragas. In contrast, Indian
classical music generally showing the
dexterity by creating huge amounts of
sargams and taans to entertain listeners,
keeping the poetry secondary, contains
merely a single verse of four lines, two
each in sthai and antara make a full
bandish of a khyal. The poetry of the
bandish can be written by anyone.
There is no hardline regarding the
content of poetry while in Gurmat
sangeet only Gurbani Shabad singing is
allowed. Gurmat Sangeet is concerned
with spirituality only. It takes the soul
on a journey towards communion with
God through listening to the word of
Guru and absorbing it into the
innermost depth of the consciousness to
elevate the soul to such a level that our
consciousness becomes focussed on
Shabd (the word) of Guru. A common
person cannot write or create the poetry
of Gurmat sangeet. The shabd of
Gurbani consists of Dupade, Tipade,
Chaupade, Chhant and Ashtapadi, the
poetic forms considered to be rich
literary creations. Kavya, the poetry is
of utmost importance in Gurmat
sangeet. The correct pronunciation of
shabd is the primary one while musical
showcase is the secondary one in
Gurmat Sangeet. It is a very balanced
mix of art form and shabd, the
literature. Due to the spiritual entity,
sangat, the audience never gets bored.
In Gurmat sangeet unnecessary taans

are prohibited, only a required amount
of shabd-alaps and akar-taans are sung
to enhance Gurbani Shabd because the
purpose of Gurmat sangeet is to create
serenity and tranquility, any deviation
from the path does not suit its actual
purpose. The taksali kirtankars
elaborate the Shabd with references of
more hymns, they do layakari, show
tihais, bol alaps and bol taans in a very
strict and subtle manner which never
harms the beauty of Gurbani and which
shows their skill and expertise. A great
variety of the usage of various taals like
Pancham Sawari, Jhaptal, sade-nau-
matra, sade-saat-matra, nine beat taals
etc makes Gurmat sangeet very distinct
and particular. In Indian classical music
we do not see practice of these taals
today. Gurmat Sangeet is continuously
being revived and carried forward.
There are distinct singing styles which
have mentions in Sri Guru Granth
Sahib, these are pada singing, partal
singing, paudi singing, vaar singing etc.
Conclusions:

Gurmat sangeet is a unique and
distinctive classical style of singing a
shabd of Gurbani. Indian classical
music is kala-pardhan whereas gurmat
sangeet is shabd pardhan. All the sixty-
three ragas of Shri Guru Granth Sahib
Ji are very appropriately chosen for
reciting Gurbani. There are some
particular styles like pada singing,
partal singing, paudi singing and vaar
singing etc. Rebab, saranda, taus and
dilruba are specific and approved
instruments for its accompaniment.
Chartal, mat-tal, pancham-savari taal,
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seven and half beat taal, nine and half
beat taal, punjabi theka teental, japtal,
soolphakta, ektal, farodast taal are its
particular taals. To conclude, we see
that since the times of gurus, right from
Guru Nanak Dev Ji till date, the
tradition of Gurmat sangeet is existing

among us distinctively keeping its
form quite different from the other
styles of Indian classical music parting
itself and carving a separate niche for
itself.
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Abstract: This research paper examines the symbolic journeys of the protagonists in
Mohan Rakesh's A Halfway House and Henrik Ibsen's A Doll's House. It underscores
utilising personal relationships, artifacts, and domestic spaces as metaphors for
societal constraints and personal transformation. The study investigates how these
symbolic elements reveal the internal conflicts of the characters as they navigate
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symbolism in both plays in depicting the aspirations of women for autonomy and
identity, reflecting the evolving concept of freedom in both European and Indian

contexts through a comparative analysis..
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Introduction

Symbolism was a late nineteenth-
century artistic movement of French
and Belgians that sought to depict
absolute truths symbolically using
language and metaphorical images,
mostly as a response to naturalism and
realism?.

The Symbolist movement began
with literature, specifically the poetry
of artists such as Baudelaire, before
spreading to other art forms like as
visual arts, music, and drama.

In the context of theatre, it refers to
the use of metaphors, symbols, and
other symbolic elements to express
meanings and messages within a play.
Symbolism in theatre can be utilised
through Objects and Props, Colors

1 https://en.wikipedia.org/wiki/Symbolism_(arts)#:~
:text=0f%20the%?20alliance.-

and Lighting, Costume, gesture and
Movement, set design, Sound and
music, Repetition and Patterns,
Metaphorical language, Stage
direction and Time and Space.

It originated from the beginnings of
storytelling, we can see Symbolic
elements were used in ancient Greek
tragedies written by playwrights such
as Sophocles and Euripides during the
performance actors used masks that
represented a variety of feelings and
metaphors, while props like the laurel
crown represented victory and the
thyrsus (staff) represented the god
Dionysus and During the Middle
Ages and the Renaissance, religious
symbols were used a lot in theatre. For
example, morality and mystery plays

,Precursors%20and%?20origins,spirituality%2C%20ima
gination%2C%20and%20dreams
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used metaphoric figures and staging
to teach religious lessons.

Symbolism became popular in the
1800s, especially with Romanticism
and Realism. During the 19" century,
Playwrights like Henrik Ibsen and
August Strindberg used symbols to
look into psychological issues and the
real world, as seen in Ibsen's many
plays including “A Doll's House."

In the play, A Doll's House Ibsen's
symbolism predominantly centres on
the individual and their internal
conflicts  within  the  society
framework through the character of
Nora, Helmer and in Halfway House
Rakesh's symbolism frequently has a
profound collective significance,
reflecting the wider concerns and
encounters of post-colonial India and
the quest for personal identity in a
country undergoing transformation.
Symbolism used in the play “A Doll's
House”

In the play, numerous symbols
embody abstract thoughts and notions
underlying the story. On many
occasions The author used various
symbols including the Title of the
play A Doll House, Hiding and Eating
of the Macaroons, the Stove in the
room, the description of the room, the
Tarantella Dance, the Presentation of
the Christmas tree in the first act and
then second act, the Lighted lamp, the
Black Shawl, the Open Door in the
last act, Dr Rank Letters And Closed
Letter box birds all possess symbolic
importance and the majority of the
movement in the play is focused on

these symbols, which serve as
representations of the internal
tensions  experienced by the

characters. The symbols in the play
are crucial in conveying the play's
themes.

Symbols used in the play include the
following:

The Title of the Play

The title of the play reveals many
facets of the societal standards
imposed on women in 19th-century
Norway as it represents the cultural
expectations and limits placed on
women at the time. Nora in the
story is regarded like a doll, an
ornament in the home, and her role is
reduced to that of an amusement
rather than an equal partner. (Helmer
dialogue)

The text depicts a male-dominated
society where women are treated as
mere puppets, exploited in fairways,
and prioritized over their feelings and
desires, highlighting the male-
dominated nature of society.

Nora believes that marrying Torvald
is a mere possession shift, with no
opportunity or means to make a
significant decision. She is more
influenced by her spouse or father's
choices than by her feelings or the
choices of her father. Both Torvald
and her father treated her as a doll.
Nora. It is perfectly true, Torvald.
When | was at home with Papa, he
told me his opinion about everything,
and so | had the same opinions; and if
| differed from him | concealed the
fact because he would not have liked
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it. He called me his doll child, and he
played with me just as | used to play
with my dolls. And when | came to
live with you

Helmer. What sort of an expression is
that to use about our marriage?
Nora. (Undisturbed), | mean that |
was simply transferred from Papa’s
hands into yours. You arranged
everything according to your taste,
and so | got the same tastes as you—
or else | pretended to, | am not quite
sure which—I think sometimes the
one and sometimes the other. When |
look back on it, it seems to me as if |
had been living here like a poor
woman—ijust from hand to mouth. |
have existed merely to perform tricks
for you, Torvald. But you would have
it so. You and Papa have committed a
great sin against me. It is your fault
that | have made nothing of my life.
(ibid, p.g.,69)

The Christmas Tree

The Christmas tree that appears at the
start of Act I, near the end of Act I,
and again at the start of Act Il plays a
crucial role in symbolizing Nora's
state of mind. The tree in the first act
symbolizes the joy of children and the
stability that families seek during the
holiday season also It is a symbol of
Nora's engagement in the welfare of
her family.

The Christmas tree's appearance at the
start of Act Il reveals Nora's
unaddressed anxieties and fears. The
naked tree, without ornaments and
candles, reflects her unaddressed
mental state. This mirrors Nora's

mental condition, as her anxieties and
fears remain unaddressed. Thus, the
naked Christmas tree serves as a
powerful symbol of Nora's mental
state.

(The identical setting.—The
Christmas tree is adorned with burnt
candle stubs on untidy branches,
lacking decorations in the corner near
the piano. Nora's hat and cloak rest on
the sofa. She remains in the room by
herself, moving about anxiously. She
walks over to the sofa and grabs her
cloak.)(ibid, p.g.,31)

Macroon

Nora's childish demeanor and anxiety
for her husband are shown by her
secretive eating of macaroons at the
beginning of the play. The macaroons
represent Nora's autonomy, deceit,
and Torvald's attempts to dominate
and infantilize her.

The macaroons reemerge later, first
when Mrs. Linde offers one to Doctor
Rank, as indicated by her behavior.
The recent job of her husband at the
bank has imparted a renewed feeling
of wealth, so easing whatever fears
she may have had about Krogstad. At
this moment, she exhibits indifference
by consuming a macaroon and
offering one to Doctor Rank and
another to Mrs. Linde, effectively
challenging her husband's authority.
Money

The core conflict and tension of the
drama revolve around money as Nora
borrowed money from Krostad by
committing forgery because of
societal boundaries. The drama
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explores the power dynamics between
men and women, with Nora playfully
begging  Torvald for  money
representing his influence and Nora's
condition in the society. Other
characters like Mrs. Linde and Nurse
Anna Merry sacrificed their love and
family respectively to seek financial
stability in life.

The Stove

Nora's actions upon Krogstad's entry
into Helmer's study in Act 1
emphasize the stove's importance as a
source of emotional warmth,
alongside its physical heat, despite its
traditional heating function. Nora
dismisses Krogstad  with a
contemptuous gesture as she shuts the
entry door. She circulates the room
and tends to the burner. Engagement
with the burner is superfluous;
instead, the acts signify the
psychological condition of the one
doing them. Krogstad's visit to
Helmer has intensified her latent
worry, leading her to impulsively start
the fire, claiming it provides a
concrete answer to her distress.
Similarly, she reacts to Doctor Rank's
expression of devotion by crying,
"Oh, dear Doctor Rank, this is
shameful of you!" and then moves
towards the burner. She subsequently
turns, seeking comfort from the stove
in her agitated condition, after Doctor
Rank'’s unexpected revelation. She has
renounced her original aim to seek

2 https://www.eng-literature.com/2022/
03/symbolism-in-a-dolls-house.html

financial aid from him to fulfill her
responsibility to Krogstad. Thus,
Ibsen’s use of symbolism impacts the
emotional states of the characters.?

Terentella Dance

Tarantella is an Italian folk
dance performed by persons who
have been stung by the tarantula, a
dangerous spider. the dance is based
on the frenzied movement victims
make to get rid of the poison after
being bitten by a spider Same as
Nora's frenzied struggle against fate is
symbolized by the Tarantella's fast
motions when she practices it in front
of her husband as if she wants to get
rid of her density and position she is
in.

The Tarantella dance, performed by
Nora, is an interconnected metaphor
for Nora's state of mind. Primarily in
the play, Nora performs itto
distract Torvald to keep his attention
off Krogstad's letter. However, it also
signifies Nora's buried passion and
rebellion. The dance, with its
seductive moves, serves as a
momentary escape from her cramped
life.

It also represents Torvald and Nora's
deception, which serves as the
foundation of their relationship
throughout the play. He teaches, and
she performs. He critiques, and she
"dances" more to satisfy, but this too
does not please him. When Nora
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practices the tarantella, she dances
wildly. She is striving to please, but
she is also desperate to eliminate the
"poison™ of corruption that Torvald
has implied she carries when he
mentions Krogstad's lack of character.

The Door

The entrances in the play possess
symbolic value. Thus, the
performance performs a symbolic
function by alluding to the opening
and shutting of doors. An open door
indicates the beginning of the drama,
which concludes with a forcibly
closed door. The doors in the play
represent either confinement or
freedom. It relates to both open and
restricted possibilities.

Nora's decisive closure of the door
behind her symbolizes the New
Woman's departure from patriarchal
houses, traditions, practices, and laws,
along with the meanings and ties
imposed by her hushand, Helmer. The
contemporary woman undertakes a
historic move, relinquishing identity
and dignity for a minimal degree of
danger. It relates to the concept of
independent decision-making and the
capacity to surpass choices shaped by
genetics and social conventions. (S.P)
Light

Then, in Act 11, Nora calls for a lamp
to shine the darkness from where she
and Doctor Rank had been talking
about love. She asks the doctor
standing near the lamp if he doesn't
loathe talking about his love. Here,
too, she makes Doctor Rank's moving

declaration of love wrong, just as it
could happen only in the dark. She
then makes it sound like his statement
of love was dark action; she was yet
ready for his taking advantage of that
darkness because the admission
would have made her unable to ask
him for money, which she had wanted
to do. She volunteers to light the cigar
when Doctor Rank takes one from
Helmer. She lights a match and
presents it to Doctor Rank, who uses
it to ignite his cigar. Indeed, that light
represents how Nora has been the sole
source of joy in Doctor Rank's bleak
existence. The two have always felt
very close to each other and found
solace in her company.

Black cross on letter

As he departed, Doctor Rank left
behind his visiting cards marked with
black crosses over the single black
printed name: "Doctor Rank." The
black crosses indicate that Doctor
Rank has passed away and that death
is now imminent for him. Therefore,
Doctor Rank employed the black
cross as a symbol, rather than the
light.

Helmer. There is a black cross over
the name. Look there —what an
uncomfortable idea! It looks as if he
were announcing his death.

Nora. It is just what he is doing.
Helmer. What? Do you know
anything about it? Has he said
anything to you?

Nora. Yes. He told me that when the
cards came it would be his leave-
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taking from us. He means to shut
himself up and die.

Disease

Hereditary diseases are portrayed as
societal and moral problems, rather
than merely medical ailments in the
play. Ibsen uses Rank's disease,
tuberculosis of the spine, to represent
society's failing backbone and his
death is connected to Nora and
Torvald's marriage. In the play Dr.
Rank is suffering from terminal
disease which he acquired from her
dad and on the other Nora is handed
over to Helmer by her father is also
suffering from Helmer's corrupt
behavior.

Shawls

Nora uses the multicoloured shawl
during rehearsals of the Tarantella,
showing a desire to hold on to the
various pleasures of life through the
Tarantella-a dance of life and death;
but for the actual performance, she
throws over her lovely dress those
large folds of the black shawl
gloomily denied any hope, which was
to signify her dying wish.

Knowing that Helmer may confess
that he is accountable for her immoral
actions, Nora gathers her black stole
and prepares to leave the home in
order to end her life. She removes her
elegant attire and puts on her more
casual clothing as she is about to
break up with Helmer. Such visual
symbolism has the potential to
significantly impact the emotional
tone of a situation.

Symbolism used in the play Halfway
House

A lot of the ideas and themes in the
play Adhere Adore are shown through
symbols. Several times, the author
cleverly uses a lot of different
symbols in the play. These included
the title "Halfway House," the man in
a black suit as a symbol of existential
crisis, Savitri's entrance from the
outside world, the description of the
messy room, the broken garland, the
choice of a purse, the actions of four
different single men playing by a
single actor, Savirti's action with the
dusted dining cover, and Singhania's
sketch. The play is based on these
images, which show how the
characters are struggling inside. The
symbols in the play deeply express the
ideas in it.

Symbols used in the play include the
following:

The Title of the play

The title of the play has a symbolic
meaning that shows the core concept
of  incompleteness or  partial
unfulfillment of human life. The title,
translated from Hindi as "Half
Unfinished" or "Half Unfulfilled,"
signifies brokenness or unfulfilled
wishes which are important ideas that
are explored in the play. The title
stands for the different parts of the
characters' lives and relationships that
aren't finished yet, as seen through the
lens of societal standards and personal
goals.

Characters in the play, especially the
protagonist Savitri, struggle with
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wants that aren't met, standards that
aren't met, and a longing for
wholeness. The title sums up the
characters' mental and emotional
battles as they try to figure out their
places in family and society.

The Man in Black Suit

"The Man in a Black Suit
symbolizes the theme of exploring
one's identity in the human world. He
appears at the beginning of the play
and symbolizes each human in the
society. He constantly asks questions
that focus on Societal standards,
Expectations, and the complex
structure of the traditional values
prevailing in Indian society.

The idea of identity inquiry is
introduced when 'The Man in a Black
Suit' screams, "Who am 1?" The
declaration promptly veers into an
Existential direction as it asserts the
futility of pursuing meaning, with the
speaker admitting, "'l have abandoned
all attempts to confront this question."
The author highlights the concept of
identity's absurdity by referring to
himself as  "amorphous" and
"undefined". He suggests that, like
everyone else, he assumes different
roles and assigns different meanings
to himself depending on the situation.
He further emphasizes that he shares
a part of himself with each individual,
thereby lacking a distinct identity both
on and off stage. He further argues

8 https://survivingbaenglish.
wordpress.com/%E2%80%9Chalfway-
house%E2%80%9D-by-mohan-rakesh/

that regardless of the circumstances,
the context, or the gender, mankind's
pursuit of identity and purpose in life
will perpetually remain a nonsensical,
inexplicable, ambiguous, and
irrational peculiarity®.

Disorganized Set

The play opens witha disorderly
arrangement of furniture, daily
household things lying around, messy
areas, and the absence of separate
spaces within the set accurately reflect
and give the sense of the shattered
state of mind of every character. They
experience a multitude of unmet
aspirations, unsolved disputes, and a
feeling of inadequacy, all of which are
mirrored in their surroundings.

(A disorderly living room in what was
once a fairly well-to-do middle-class
home.

Several pieces of broken furniture-
sofa set, dining table, cupboard,
dressing table, etc.- having lost their
proper function, appear to have
acquired uses dictated by the
limitations of space. Teapots, a couple
of cane pouffes, a shelf of dilapidated,
old books and a writing desk and chair
add to the over-crowded effect of the
room. A door in each of the side walls,
the one on the right opening on the
street, and the one on the left leads to
an inner room At the back, another
door opens onto a courtyard. The way
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to the kitchen and the back street door
is through the courtyard.

THE MAN IN A BLACK SUIT is
sitting on the sofa, smoking a cigar)

Protagonists Name

The protagonist's name, Savitri,
carries great significance. It is strange
that a woman who embodies
traditional values, like Savitri, once
fought against the God of death to
save her husband's life, but in current
times, a woman named Savitri is
desperate to do everything it takes to
end her marriage with her husband.
Aadhe-Adhure explores the painful
predicament of grappling with
outdated and depleted conventional
notions in contemporary society.

Same as Mahendranth Symbolizes
The Great Indra Lord of the Gods but
suffering from an existential crisis in
the play. They Both play contrasting
roles in the play.

Savitri’s arrival from the outside
world

In the opening act of the play,
Savitri’s arrival from the outside
world with the necessary household
and office things symbolizes a
modern working woman who is
carrying the burden of the family in
post-independent India. And her
presence at home symbolizes the
contrasting situation of the society of
that time.

Portrayal of the four different
characters by one individual

The portrayal of four characters by a
single actor is a representation of the

complex and diverse aspects of
human identity. In the first act, The
character who appears as the man in a
black suit appears again as
Mahendranath and later as Singhania,
Jagmohan And Juneja and each of
them symbolizes a distinct facet of the
main character's internal conflict,
emphasizing the complexity and
ambiguities within a human. Each
Character Depicts the life Savitri
wants for her and the Portrayal of
Mahendra depicts the life she doesn't
want for her. Each four of them
depicts Savitri "s inner conflicts of
Desire.

The actor's multiple roles reflect the
main character's fears, aspirations,
and doubts, triggering  self-
confrontation and urging the character
to grapple with their internal
struggles. This analysis underscores
the play's psychological aspect and
the importance of confronting one's
internal struggles  for  self-
consciousness.

Broken Garland

In the second act of the play, Savitri
prepares herself to depart for a tea
outing with her romantic partner,
Jagmohan. The broken necklace
serves as a representation of the
disintegration of the family unit.
Savitri's pain is evident as she
contemplates the broken necklace,
forcing her to seek an alternative from
the cupboard. This decision implies
that she has made a deliberate choice
to embark on a different path in life.
Jagmohan and Savitri possess a level
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of compatibility that one would
anticipate Mahendranath and Savitri
to have in their marriage.

Behaviour of the Children
Mahendranath and Savitri's constant
argument within their family leads to
a negative impact on their three
children, Binni, Ashok, and Kinni's
life. Elder Daughter Binni married
Manoj just because she wanted to get
rid of the life she had in the family
failed in her marriage elder son Ashok
stopped providing financial support
and wandered without purpose and
slowly became like his father while
younger daughter Kinni became self-
indulgent and ill-behaved after her
parents’ abandonment and constant
arguments. As the family members
struggle with existential crisis, their
connection deteriorates and ultimately
disintegrates.

Dining Cover

Her action with the old Dining Cover
symbolizes That she is frustrated and
completely Tired of her old life. The
dining table and disorganized
household things symbolize Savitri's
previous existence, specifically her
unrealized aspiration for a pleasant
household and a satisfying marital
engagement. The old dining
table cover represents her unfulfilled
ambitions and when she covers her
face it shows her frustration with life
in the family.

Savitri's persistent act of covering the
table, and organizing the household

indicates her attempt to protect her
family despite suffering.

Sketch

Ashok's caricature of Singhania,
which is inaccurate and Distorted
reflects his inner tensions and rage
against Singhania  potentially
symbolizes the social constraints and
expectations that restrict Ashok, and
the caricature serves as a means to
convey his rage and bitterness as
discussed earlier also Savitri sees her
husband  Mahendra  Nath  in
singhania’s sketch symbolizes an in
mage of Mahendranath in her view.
Selection of New purse

When Savitri chooses The new
vibrant and fashionable purse among
old purses, thatmay represent
her desire  for an independent
existence, a departure from the old
and complex life.

Mahendranath’s Arrival at the end
The reappearance of Mahendranath
ultimately leads us to a cyclical
journey, returning us to our original
starting point. All unfinished entities
find themselves back in the same
house and both individuals are once
again in a state of torment. The realm
of  hell remains  continually
unchanging and immune to any
violation. Until the very end, we
remain uncertain about the one
accountable for the 'hell' experienced
by Savitri and Mahendranath. Both
can be proven to have been subjected
to more wrongdoing than engaging in
wrongdoing themselves.
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Comparative Analysis: From
Doll’s House to Halfway House
Both "A Doll's House” and “"A
Halfway House" use domestic
environments and interpersonal
dynamics to show how women are
constrained. However, Nora's
journey ends with a big freedom,
while Savitri's journey doesn't end,
showing how different cultures see
liberty and freedom.

In "A Doll's House,” Nora's last
action, leaving the house, is a clear
statement of her independence. The
door becomes a sign of freedom, a
break from the rules that have been
telling her how to live her life. In
contrast, A Halfway House ends with
Savitri living in her broken-down
house, which represents how she is
trapped in a cycle. The halfway house
represents the ongoing fight for
women's freedom in India in the
middle of the 20th century, where
family and social standards have a big
effect on women, even those like
Savitri who want to be modern and
free.

Women's fights for independence are
universal, as shown by Nora and
Savitri's symbolic journeys, which

also show how these experiences are
shaped by their cultures. While both
women are facing the limits of
patriarchal societies, their symbolic
journeys lead to different ends. One
suggests that they might be freed,
while the other suggests that they will
remain slaves.

Conclusion

The symbolic parts of A Doll's House
and A Halfway House are very useful
for looking at the main characters'
inner and outer battles as they try to
live up to societal standards. Symbols
like the door, the tarantella, and the
mirror, along with the doll's house and
the midway house, show how deeply
women in a patriarchal society
distress. Nora's journey is symbolic
because it ends with her mental and
physical freedom, but Savitri's isn't
finished, which shows how society's
rules keep holding her back.

In the end, both plays use symbols to
guestion the female power structures
that keep women in certain roles.
From the doll house to the halfway
house, there are symbolic changes
that show how women's search for
independence changes over time and
across cultures.
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Abstract: Sanskrit verses (slokas) are meticulously crafted in specific meters, known
for their rhythmic and phonetic precision, making them ideal for chanting and singing.
The interplay between these meters and the emotional depth of slokas can be
significantly enhanced through the use of appropriate ragas from Indian classical
music, specifically Carnatic and Hindustani traditions. This paper explores the
intricate relationship between the meters of Sanskrit verses and the selection of
suitable ragas, emphasizing how certain ragas align better with specific meters and
emotional contexts. By analysing various examples, this study highlights the
importance of choosing the right raga to convey the intended emotion of a sloka

effectively.

Keywords: Sanskrit Slokas, Meters, Emotional Expression, Indian Classical Music

Introduction: Sanskrit, the ancient
language of India, has a rich tradition
of poetry and spiritual literature.
Sanskrit verses or slokas are often
composed in  specific  meters
(chandas) that govern their rhythm
and structure. These meters are
designed not only to facilitate
memorization and recitation but also
to enhance the aesthetic and
emotional appeal of the verses. Indian
classical music, with its sophisticated
system of ragas, provides an excellent
medium to further amplify the
emotional nuances of these verses.
However, not all ragas are suitable for
all meters, and the emotional context
of the sloka must also be considered
when selecting a raga. This paper
examines the compatibility of various
ragas with specific Sanskrit meters
and their ability to express the
underlying emotions of the verses.

The Relationship Between Sanskrit
Meters and Ragas:

Sanskrit meters, such as Anushtup,
Shardulavikridita, Mandakranta and
Vasantatilaka, among others, have
distinct rhythmic  patterns  that
influence their recitation. Each meter
can evoke different emotions and
atmospheres,  which  can  be
complemented by the appropriate
raga in Indian classical music.

Some of the Meters in Sanskrit
Verses:

1. Anushtup: The most common
meter, consisting of four padas
(quarters) of eight syllables each. It is
versatile and used for a wide range of
emotions and themes. Anushtup is
frequently used in epic literature such
as the Mahabharata and Ramayana.
2. Shardulavikridita: Known for its
grandeur and complexity, this meter
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has 19 syllables per line and is often
used for majestic and celebratory
themes. It is characterized by its long
and elaborate e structure, making it
suitable for descriptive and narrative
poetry.

3. Vasantatilaka: Comprising 14
syllables per line, this meter is often
used for devotional and romantic
themes. Its smooth and flowing nature
allows for a melodic and rhythmic
recitation that can deeply resonate
with listeners.

Ragas in Indian Classical Music:

1. Carnatic Music: Features a vast
repertoire of ragas, each with a
specific emotional and seasonal
association. Some notable ragas
include Shankarabharanam (joyful),

Kalyani (serene), and Bhairavi
(devotional). Carnatic music
emphasizes  complex  rhythmic

patterns and intricate melodic phrases.
2. Hindustani Music: Also boasts an
extensive collection of ragas, such as
Yaman  (peaceful),  Bhimpalasi
(melancholic), and Darbari Kanada
(serious and contemplative).
Hindustani music is known for its
improvisational nature and emphasis
on mood and emotion.
Matching Meters with Ragas:

The process of matching meters
with ragas involves understanding the
rhythmic structure of the meter and

! Ramayana 2.40.09
2 https://drive.google.com/file/d

1jJABDc6QTX1 pXBh6gPzx4HJOq_gQsslg/view?usp=d
rive_link

the emotional tone of the raga. This
section will explore several examples
to illustrate the compatibility between
specific meters and ragas.

Example 1: Anushtup Meter with
Raga Sivaranjini and Arabhi
Anushtup Meter: This meter is
flexible and commonly used in
Sanskrit literature. Its simple structure
makes it suitable for a variety of
themes.

Sloka:

I geRY fafg am fafg Sa@erem
IRIEATHSAH fafg Teed dra AergEHt
Raga Sivaranjini: This raga depicts
a sadness, melancholy, or pain that is
not easy to express by words. This
also manifests a feeling of emptiness
and deep despair.?

Raga Arabhi: Arabhi is a raga that
exudes energy, vitality, and clarity,
known for its straightforward nature.
Arabhi’s melodic structure makes it
particularly suitable for compositions
that inspire action.®

Compatibility: Advising her beloved
son Lakshmana to follow his brother,
Sumitra is trying to strengthen her son
here. Even though it is a gloomy
situation, there is no emotion of
despair in her. So, to enhance the
feeling of inspiration, Arabhi goes par
with this sloka to express the right

3 https://drive.google.com/file/
d/1vas4jBwjEaiW9LA4FkuTnJwhgRogGIMZQ/vie
w?usp=drive_link
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emotion when compared to the former
one.
Example 2: Shardulavikridita
Meter with Raga Mohanam and
Hindolam
Shardulavikridita Meter: Known for its
grand and elaborate structure, this meter
is often used in epic poetry and verses
celebrating divine glory.

Sloka:

MR Rgar e sigRoRmena |
sirenfaTeRawufadd feramiugfoe | |
sl RIRSITaTerEgdm el sigemsid
SR |

HEIHTE HoreaaTeage A aify ferfiae |4
Raga Mohanam: Mohanam is a
pentatonic raga, characterized by its
simplicity and sweetness. scales.
Known for its uplifting and joyful
nature, Mohanam often evokes
feelings of purity, devotion, and
celebration.®

Raga Hindolam: Hindolam is another

audava raga, renowned for its
meditative, soothing, and slightly
melancholic ~ emotional  appeal.

Hindolam effectively conveys bhakti
(devotion), viraha (separation), and
karuna (compassion).®

Compatibility: The given sloka,
composed in the Shardulavikridita
meter, is a prayerful invocation to
Goddess Minakshi, rich in emotional
depth and spiritual intensity. The
imagery of the goddess seated on the
Chintamani Peetha, venerated by

4 Minakshi Stotram 1

> https://drive.google.com/file/d/1cqqUi7m4lp-
P3SjQWAWLLWJIVsQybefvc/view

divine beings and embodying the
essence of Shri Vidya, calls for a raga
that captures profound devotion and
reverence.

While Mohanam conveys joy and
celebration, it lacks the nuanced
emotional range needed for the layered
devotion and grandeur expressed in this
sloka. Hindolam, on the other hand,
with its gamaka-rich phrases and
meditative character, beautifully aligns
with the mood of awe, submission, and
spiritual ecstasy intended in the prayer.
It creates an emotional depth that
mirrors the transcendental nature of the
goddess, making it the ideal raga to
express the divine grandeur and tender
reverence embedded in the
composition.

The Emotional Impact of Ragas on
Slokas:

Selecting the appropriate raga for a
sloka is crucial for conveying its
intended emotion. This section will
discuss how different ragas can alter the
emotional perception of the same sloka.
Example 3: Emotional Variations
Sloka: _ .

RITATDIN HOTRTIT UgHATH

GRGIISIN ‘ﬂ‘ NN ECE] T |
FeIbT HHATIA ]

g faw] wewre’ wdarddre 0 ||
Raga Hamir Kalyani: When sung in
Hamir Kalyani, this sloka in
Mandakranta metre, evokes a serene
and peaceful atmosphere. Hamir

8 https://drive.google.com/file/
d/1gceWmPbgx30EnD1PHiweQWo0ID6dgR-
Clview

7 Vishnusahasranama
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Kalyani, with its expansive and
calming nature, brings out the
tranquillity and divine presence

described in the sloka.

Raga Bhairavi: In Bhairavi, the same
sloka can evoke a deeper sense of
devotion and reverence. Bhairavi’s
introspective and devotional qualities
can make the recitation feel more
intimate and spiritually profound.®

Emotional Context and Raga
Selection

Devotional Slokas: Ragas like
Bhairavi and Kalyani are often

suitable for devotional slokas due to
their ability to evoke deep emotional
responses. The selection of a raga for
devotional slokas should consider the
mood of the worship, whether it is
contemplative, celebratory, or
introspective.
Celebratory Slokas: For slokas that
celebrate divine events or auspicious
occasions, ragas like Hamsadhwani
and Shankarabharanam are more
appropriate. These ragas enhance the
festive and joyous nature of such
verses, making them more impactful.
Practical Considerations in
Matching Meters with Ragas:
While the theoretical alignment of
meters and ragas is important,
practical considerations also play a
significant role. This section will
discuss the challenges and solutions in
matching meters with ragas for
performance.

8 https://drive.google.com/file/d
/1ImgXdHy9zgtwD9yazsiDEnb34tOB4bsa/view

Rhythmic Compatibility

Challenges: Not all ragas naturally
fit the rhythmic patterns of certain
meters. For example, a complex meter
like Shardulavikridita may require a
raga with a flexible rhythm.

Solutions: Musicians can adapt the
rhythm of the raga to fit the meter, or
select a raga with a compatible
rhythmic structure. For instance,
modifying the rhythmic cycle (tala) to
match the meter can ensure a seamless
integration.

Emotional Expression

Challenges: Ensuring that the raga
enhances rather than detracts from the
emotional tone of the sloka.
Solutions:  Careful selection and
practice can help align the emotional
expression of the raga with the sloka's
meaning. Musicians should consider
the context and intended impact of the
sloka, and choose ragas that naturally
complement these aspects.
Conclusion:

The synergy between Sanskrit
meters and Indian classical ragas
offers a profound way to enhance the
emotional expression of slokas. By
carefully matching meters with
suitable ragas, musicians can amplify
the intended emotions of the verses,
creating a more impactful and
immersive experience for listeners.
This study highlights the importance
of this practice and encourages further
exploration and experimentation in

9 https://drive.google.com/file/d/
1M2zYF7LQYBntqSI13kxsJTR5-e0a0jV3u/view
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the field of Sanskrit literature and
Indian classical music. Understanding
the intricate relationship between
meters and ragas can lead to more
effective and emotionally resonant

performances, preserving and
enriching the tradition of Sanskrit
verse recitation and Indian classical
music.
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Abstract: Ramanathapuram Srinivasa lyyengar (1860-1919), also known as Poochi
Srinivasa lyyengar or Ramanad Srinivasa lyyengar, was a prominent Post Trinity
composer who composed about 100 compositions. Srinivasa lyyengar was a prolific
composer who had composed different musical forms. His compositions are
distinguished for the usage of different languages such as Telugu, Tamil and Sanskrit,
use of rare Ragas and Talas and decorative angas. Srinivasa lyyengar was a dedicated
Guru and had many prominent disciples which included prominent names in the realm
of carnatic music such as Salem Duraiswamy lyyengar, Kandallur Srinivisa lyyengar,
Ariyakkudi Ramanuja lyyengar, Karakkudi Rajamani lyyengar, Kutralam Srinivasa
lyer, Kooteswara lyer, Bangalore Nagrathnamma etc. This paper titled “Musical
Forms composed by Ramanathapuram Srinivasa lyyengar- a Versatile post Trinity

composer” aims to highlight the

« Life and contributions of Ramanathapuram Srinivasa lyyengar

» Musical forms composed by Ramanathapuram Srinivasa lyyengar

+ Decorative angas figuring in his compositions.

Key words: Ramanathapuram Srinivasa lyyengar, Raga, Tala, Kriti, Composition

Introduction: The period of Trinity
was considered as the golden era of
Carnatic music, because of their
numerous compositions in different
Ragas and Talas. This period was also
marked with many group Kkritis
composed by the Trinity. The
tradition of Trinities continues even
after their period due to the
contributions of their disciples. The
glory of Carnatic music continued to
be rich even after the time period of
Trinity, due to the contribution of Post
Trinity composers who followed their
tradition. Among the post trinity
COMPOSers, Manampuchavadi
Venkata Subba lyer, who was a direct
disciple of Saint Tyagaraja was the
most prominent one who took forward

the lineage of Saint Tyagaraja. The
main disciples of Manampuchavadi
Venkata Subba lyer were Maha
Vaidyanatha lyer, Patnam
Subramanya lyer, Sarabha Sastrigal,
Fiddle Venkoba Rao, Tyagaraja
(grandson of Saint Tyagaraja) etc.?
Ramanathapuram Srinivasa lyyengar
was one of the earliest disciples of
Patnam Subramanya lyer who played
a lead role in taking forward the
legacy of Saint Tyagaraja to the
modern period.

Like his Guru Patnam Subramanya
lyer, he composed different musical
forms such as Tana Varnams, Pada
Varnam, Kritis, Thillanas, Javalis,
Ragamalika and Kavadi Chindu with
the Mudra “Srinivasa”. He used to
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sing the kritis of Saint Tyagaraja and
kritis  of his Guru (Patnam
Subramanya lyer) in his concerts and
included one or two of his
compositions at the last part of the
concert in request of his Rasikas.?
Srinivasa lyyengar was a great
devotee of Saint Tyagaraja, and he
had composed a Kriti “Sadguru
Swami” in the Raga Reetigoula set to
Adi Tala in praise of the Saint itself.
Ramanathapuram Srinivasa lyyengar
has to his credit many disciples and
prominent among them  was
Ariyakkudi Ramanuja lyyengar, who
was considered as the father of
modern Kutcheri Padhathi.
Ramanathapuram Srinivasa lyyengar
was also the Guru of Bangalore
Nagarathnamma who renovated the
Tyagaraja Samadhi at Tiruvaiyyar
and ensured the participation of
women in the annual Tyagaraja
Aradhana Festival.

Brief life history of
Ramanathapuram Srinivasa
lyyengar?

Ramanathapuram Srinivasa lyyengar,
the third son of Ananthanarayana
lyyengar and Lakshmi Ammal, was
born on August 16, 1860, at
Ramanathapuram District. He was
usually called Poochi Srinivasa
lyyengar because, in singing fast
brigas, his voice resembled that of a
poochi (bee) and at the same time, he
had a very rich tonal quality. The
Ramanad King Pandidurai Thevar
noticed the keen interest of
Ramanathapuram Srinivasa lyengar.

He placed him under the tutelage of
Patnam Subramanya lyer in the
Gurukula system. His first concert as
an accomplished musician took place
at the Ramanathapuram Palace
Durbar Hall, and the concert became
a great success. In wonder at the
performance of Ramanathapuram
Srinivasa lyengar, the King Bhaskara
Sethupathi of Ramanathapuram did
Kanakabhisheka of Rs 10,001 to
Srinivasa lyyengar and appointed him
as the Asthana Vidwan of
Ramanathapuram court. He was a
very successful Musician, Composer,
and a much-acclaimed Lakshya-
Lakshana Vidwan. He had a very
good voice and usually sung in 4%
Pitch with effortless fluency. He was
very much taken up in the study of
Raga Alapana, Tanam, and Pallavi.
He used to start his concerts with
Viribhoni  Varnam. His favourite
Ragas included Sanmukapriya, Kapi,
Kalyani, Sankarabharanam, Begada,
Huseni etc. Some of the favourite
compositions that he used to render in
his concerts were Sri Neelotpala
Nayike-Narireetigoula, Neemadi
Challaga —Anandabhairavi - Adi, Sri
Subramanyaya Namaste — Kambhoyji -
Adi etc

Musical forms composed by
Ramanathapuram Srinivasa
lyyengar

Ramanathapuram Srinivasa lyyengar
has composed almost all the musical
forms such as Varnams, Kritis,
Javalis, Thillanas, Ragamalika and
Kavadi Chindu. A full-fledged
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concert can be performed by singing
the compositions of Ramanathapuram
Srinivasa lyyengar alone. A brief
analysis of his musical forms is as
follows.

1. Varnam

Varnas are musical forms which can
be considered both as Abhyasa Gana
and Sabha Gana. Varnams are
performed at the beginning of a
Concert. Ramanathapuram Srinivasa
lyyengar has composed about Eight
varnams.* He has composed Varnams
only in Janya Ragas. One of his
Varnams is in Raga Varali and the
other Seven Varnams are in Sudha
Madhyama Ragas. Some of the
prominent Varnams composed by
Ramanathapuram Srinivasa lyyengar
are:

* Ninnukori-Mohanam — Adi

» Neranammiti-Kanada-Ata Tala

« Danikori -Vasantha-Misra Jhampa
« Vanajakshi-Varali-Chatusra Ata.

2. Kiritis

Kctitis are one of the important musical
forms rendered in concerts. The Raga
bhava is clearly explored in this
musical form. Ramanathapuram
Srinivasa lyyengar has composed
about Twenty-five Kritis. He has
adopted the Pallavi, Anupallavi and
Charana format for his Kritis. In many
of his Kritis the Dathu of the ending
part of Anupallavi and the Dathu at
the second half of charana are same.
Eg: Nijamukharama-Keeravani-Adi.
Many of his Kritis are chosen for
singing Manodharma Sangita in
concerts.  Eg:  Saragunapalimpa-

Kedaragoula-Adi. He has composed
many Kritis in  Sama eduppu
(Paritapamula-Kannada-Khanda

Chappu), ¥ Eduppu (Satatamu
Brovumayya-Todi-Adi) and %
Eduppu  (Karunatho  Nannu -

Megharanjini-Adi). He has composed
more Kritis in Melakarta Ragas than
in Janya Ragas. He has composed
Kritis in  Chouka Kala (Sri
Venkateasam-Todi-Adi) and in
Madhyamakala (Raghunathanannu-
Suraranjini-Adi). Some of the
prominent Kritis composed by
Ramanathapuram Srinivasa lyyengar
are as follows:
 Anudhinamunu-Begada-Roopaka
« Sadguruswami-Reethigoula-Adi
« Paramapavana-Poorvikalyani-Adi
« Samajavarada-Sudhasaveri-
Roopakam.
In addition to Pallavi, Anupallavi, and
Charanam there are also many
decorative angas figuring in the
compositions of Ramanathapuram
Srinivasa  lyyengar, which are
discussed here:
« Sangatis
Sangatis are very important for a
Kriti which adds beauty to the
composition. The Sangatis expand
gradually. Like the compositions of
Saint Tyagaraja, all the
compositions of Ramanathapuram
Srinivasa lyyengar has Sangatis.
The Kriti paritapamula-Kannada-
Khanda Chappu, has seven Sangatis
in the Pallavi and Karunatho Nannu
-Megharanjini-Adi which also has
seven sangatis in Pallavi.
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Chittaswara

Chittaswaras are the swara passages
which are rendered after the
Anupallavi and Charanam.
Ramanathapuram Srinivasa
lyyengar has composed about
Fourteen Kritis with Chittaswaram.
Most of his chittaswaram ends with
beautiful Makudams. He has
composed a Javali with
Chittaswaram “VeganivuVani-
Surutti-Roopakam”. He has
composed Chittaswarams for both
Madhyamakala Kritis and Chouka
Kala Kritis. In Chouka Kala Kritis
the Chittaswaram is sung in Chouka
Kala after Anupallavi and in
Madhyamakala after Charanam
(Saragunapalimpa-Kedaragoula-
Adi. The Chittaswaram  of
Sadbhaktiyu-Anandabhairavi-
Roopakam is as follows.

P:;; MPMGRS|[NSMGRS NSGRSR||
S:;,MGRS|, PMGRS, DPMGM||
PM,GRS NSGRGM||PDPS, N
SGRMGR]|

SRSNDP RS, NDP|| DP, MGR SG,
RGM||

This Chittaswaram is sung after the
Anupallavi and the Charanam. The
chittaswaram ends with a beautiful
Makudam “RS, NDP- DP, MGR -
SG, RGM”.

Madhyamakala Sahityam
Madhyamakala Sahityam occurs in
many of his compositions. It may
occur at the end of Anupallavi or
Charana or both and is set in the
Madhyamakala. Eg: The
Madhyamakala ~ Sahityam of

Samajavarada- Sudhasaveri-
Roopakam.
Sarasadala nayanuni Apara

mahimalanu telisina

Narada muni vinuta parthasarathini
pogadigagala.

The Madhyamakala  Sahityam
consists of four Avartas and is
present in the Charanam part of the
composition.

Swarakshara

Swarakshara is a Sabdalankara.
Many composers have successfully
employed Swarakshara in their
compositions. The composer needs
high intellect and vast imagination
to employ this technical beauty.
Ramanathapuram Srinivasa
lyyengar has wisely employed this
beauty in all his compositions.

Eg: Parthasaradhy nannu-
Madhyamavathi-Roopakam

S, S, SN SNP,

PARTHA SA  Radhi nannu
Solkettu Swara

Solkettu Swaras are Chittaswaras
for which, in some portions
Solkettus or Jathis are introduced.
The last Charana Swara of Varali
Ata Tala Varna contains Solkettu
swaras.

3. Javali.

The Javalis are musical forms which
originated during the 19" century.
Ramanathapuram Srinivasa lyyengar
composed about Seven Javalis. The
Javalis he composed were in Kapi
Raga (2 nos) Khamas (2 nos.) and one
each in Behag, Suruti and Jenjooti.
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Some of the prominent Javalis
composed by Srinivasa lyyengar are.
« Nirupamana- Behag-Roopakam
« Saragumeragadane-Jenjuti- Desadi
« Sanaro-Khamas-Roopakam
4. Thillana
Ramanathapuram Srinivasa lyyengar
composed about Twelve Thillanas
which includes a Thillana in
Lakshmisa Tala “Taradhipanana-
Kapi Raga” and a Thillana “Sumasara
in Kamavardhani Raga set to
Ragavarddhani Tala. He also
composed Thillanas in Choukakala
(Dhim Dhim Tanana-Todi-Adi) and
in Madhyamakala (Thom Thom
Tatara-Poornachandrika-Adi). Some
of the Thillanas composed by
Ramanathapuram Srinivasa lyyengar
are:
« Dhim Dhim Tarana-Nattakurinji-
Adi
« Dhim
Roopakam.
+ Nadrudrudhim-Sindhubhairavi-Adi
5. Ragamalika
Ramanathapuram Srinivasa lyyengar
composed a Navaratna Ragamalika
“Sami Neepai”-Roopaka Tala. The
Ragamalika comprises of the Ragas
Sarasangi, Saveri, Navaroj, Lalitha,
Varali, Arabhi, Khamas, Bhoopalam
and Sriragam. The Ragamudra comes
in each Stanza and is followed by a
Chittaswaram.
6. Kavadi Chindu
None of the composers who belong to
the lineage of Saint Tyagaraja has
composed this musical form except
for ~ Ramanathapuram  Srinivasa

Thadhim-Hindolam-

lyyengar. He composed a Kavadi
chindu “Valliyin Kalyanam” in the
Raga Anandabhairavi set to Adi Tala.
The uniqueness of this composition is
that it is his only composition in
Tamil.®

Conclusion

Ramanathapuram Srinivasa lyyengar
was a prominent post Trinity
composer who demonstrated his
versatility by composing in each of
the musical forms and were rich in
musical and literary excellences.
Ramanathapuram Srinivasa lyyengar
was fond of giving Chittaswaras to his
compositions. His Sahityam was
simple to understand and because of
this, his creations appealed not only
the elite classes but also for the
masses too. The first Varna, which is
often learnt by a Carnatic music
student after completing the basic
lesson, is “Ninnukori” in the Raga
Mohanam, is the most famous
composition of Ramanathapuram
Srinivasa lyyengar. The
compositions of Ramanathapuram
Srinivasa lyyengar gives ample
scope for Raga Alapana, Nereval
and Kalpana Swaram. This can be
the reason for the huge popularity
and acceptance of his compositions.
The Tyagaraja lineage laid down by
Patnam Subramanya lyer, his Guru
was religiously carried forward by
Srinivasa lyyengar. This can very
well be witnessed through many of
his compositions. Many musicians
like Ariyakkudi Ramanuja
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lyyengar, B Rajam lyer, lyyengar through their concerts. The
Semmangudi  Srinivasa  lyer, compositions of Ramanathapuram
Palakkad KV Narayana Swamy, MS Srinivasa lyyengar enjoys a high
Subhalakshmi, DK Pattammal etc, pedestal in the present-day Carnatic
popularised the compositions of music scenario.

Ramanathapuram Srinivasa
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Abstract: Silence is not only the absence of sound; it is a powerful expressive tool that
enhances musical narratives, evokes complex emotions, and creates dynamic
contrasts. The strategic use of silence in Indian classical music, including Hindustani,
showcases how skilled musicians employ pauses to punctuate phrases, build
anticipation, and facilitate reflection. By observing recordings of contemporary vocal
performances, the silence and its impact on the listener's experience are examined.
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Dynamics

Introduction: In philosophy silence
can be a multifaceted concept,
representing introspection, wisdom,
restraint, respect, or a recognition of
the limits of language and knowledge.
It is understood in various contexts
and has different meanings according
to the philosophical tradition or
perspective (Medina,2004). Silence
can be associated with acknowledging
the limits of human knowledge.
Philosophers like Ludwig
Wittgenstein  suggests that some
things cannot be meaningfully spoken
about and must be left in silence (Das,
2017). In Eastern philosophies,
particularly in  Buddhism and
Hinduism, silence is often associated
with meditation and inner
contemplation (Bindeman, 2017). It
represents the inner stillness and
tranquillity (Valle, 2019) , allowing
the connection with the inner selves or
the universal truth. In
phenomenology, silence can represent
an experience of pure being (Fossa,
2022) where the absence of sound
allows individuals to focus on their

direct experience of the world.
Silence can be related to existential
themes such as the absurdity of life or
the search for meaning in an
indifferent universe (Scott,2019).
Philosophers like Albert Camus and
Soren Kierkegaard have explored the
notion of silence in the face of
existential questions. Albert Camus
and Soren Kierkegaard are influential
philosophers  known  for their
exploration of existential questions
and the human condition, each with a
unique approach to the role of silence
in these contemplations. Camus,
famous for his philosophy of the
absurd, highlights the disconnect
between human desires for meaning
and an indifferent, chaotic universe.
In his view, silence can signify the
universe's lack of response to our
search ~ for  purpose,  creating
existential angst and  despair
(Berthold,2013). However, he
encourages rebellion against this
silence, urging individuals to confront
the absurdity with courage and strive
to create their own meaning
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(Sagi,2002). In contrast, Kierkegaard
delves into silence as a space for
personal reflection and existential
confrontation. He explores how
silence can be a setting for grappling
with doubt, despair, and anxiety,
particularly in the context of faith and
the leap of faith (Berthold,2013).
Kierkegaard sees silence as essential
to self-examination and authenticity,
providing the opportunity for
profound self-discovery and
transformation. Both philosophers
address silence as a crucial element in
navigating existential challenges,
offering differing perspectives on
how to respond to and find meaning
within it.
Silence in Music

Music, the art form primarily
experienced through the ears, extends
far beyond the auditory realm. It
embodies a deep, transcendent
meaning that resonates with our
innermost selves (Welten,2009). This
is particularly true in the context of
Indian music, where the concept of
anahad naad (the unstruck sound) is
considered the foundational principle.
Anahad naad represents the eternal,
cosmic sound that exists beyond the
realm of human  perception,
encompassing the profound spiritual
essence of music (Saxena,2020). In
contrast, ahata naad! (the struck
sound) refers to the audible, tangible

1 In Indian music, naad (also spelled nada)
refers to the concept of sound, particularly the
vibrational aspect of sound. Naad
encompasses all types of sound, from the

sounds  created by  musical
instruments and vocalizations. While
ahata naad is what we hear and
respond to in traditional
performances, it is the underlying
presence of anahad naad that imbues
Indian music with its depth and
philosophical significance.

Hence, silence in music is a
profound concept that transcends
traditional boundaries, embodying

qualities of both music and silence
while surpassing them in depth and
significance. It is more than simply
the absence of sound; silent in music
represents a space of profound
potentiality and introspection that
exists at the intersection of sound and
silence (Losseff,2007). In traditional
music, silence is often used as a
compositional tool to punctuate
sound, creating contrast and
enhancing emotional  expression.
However, silent in music takes this
concept  further, exploring the
expressive power of silence itself as
an art form. It is not just about what is
not being played but about the impact
of that intentional absence. This
element of music invites listeners into
a meditative and contemplative state,
where the absence of sound becomes
a medium for experiencing the depth
of emotion and thought. Silent in
music encounters its "other" in the
“silences of the frame," the moments

audible (ahata) to the inaudible (anahat), and
is often considered the fundamental building
block of musical expression.
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that delineate the beginning and end
of a musical work or passage. These
silences serve as thresholds, marking
transitions between different states of
being and perception (Jaworski,
1992). They create a space for
reflection, allowing the listener to
absorb the musical experience and
transition to a feeling of heightened
awareness (Vines,2006). The
phenomenon of eternal silence can be
perceived during the silences of
music, as these moments of stillness
evoke a sense of timelessness and the
infinite. Silent in music thus becomes
a gateway to the contemplation of the
eternal, offering a moment of
communion with something beyond
the temporal confines of the audible
(Acheson,2008). It immanent in the

silence of contemplation, embodying
the essence of music without the need
for sound. It creates a space for the
listener to engage with music on a
deeper, more spiritual level. In this
way, silent in music is not an
extension of musical expression but
also a way to a deep understanding of
the self and the universe. Through the
intersection of sound and silence,
silent invites us to realize the spaces
between notes and to appreciate the
profound stillness that can be found
within the musical experience. It
challenges the listener not only to
what is being played but also to the
resonances of what is left unsaid,
inviting listener to be involved in a
dialogue with the music that is above
the audible realm.

The silences provide space for the
listener to absorb the music resonating

Threshold of

Pcrccption

Meditative
Tool

Compositional
Tool

> Emotional Expression W

Dialogue
beyond
audible

realm

Figure 1 Silence in Music
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within their being. This process of
listening and internalizing the music
can lead to a state of trans, where the
boundaries between the self and the
music dissolve. This interplay adds
depth, nuance, and emotional impact
to compositions and performances.
Though often overlooked, silence
serves as more than just a pause
between notes; it is a powerful tool
that musicians use to shape musical
narratives and evoke emotional
responses in listeners.

Silence and Rasa Theory

Rasa theory? is a classical concept in
Indian aesthetics that explores the
emotional essence and impact of art,
including music, dance, drama,
poetry, and other forms of
performance art. The term "rasa"
means "taste" or "flavor" and refers to
the  emotional and  aesthetic
experience that art evokes in the
audience (Pudaruth,2016). The theory
identifies different emotional states or
moods that can be conveyed through
artistic expression and provides a
framework for understanding and

categorizing  these  experiences
(Bake,2013). The rasa theory
provides a framework for

understanding the emotional and
aesthetic dimensions of Indian art
forms. It highlights the importance of
evoking and experiencing emotions as

2 Rasa theory is a foundational concept in Indian
aesthetics, particularly in the context of Indian
classical music, dance, and drama . Rasa theory,

a central aspect of artistic expression.
In Indian aesthetics, particularly
within the framework of rasa-theory,
silence holds a significant place in
enhancing the emotional depth and
impact of artistic  expressions
(Gangopadhyay, 2022). Rasa-theory
explores the emotional essence and
aesthetic of art, music and
performance. Silence plays a pivotal
role by providing moments for the
audience to reflect and internalize the
emotions being conveyed, offering a
freedom for personal interpretation
and connection. It acts as a bridge
between different emotional states or
rasas, marking shifts in mood and
sentiment, while also emphasizing
key phrases, notes, or gestures within
a performance. This creates moments
of suspense and anticipation,
heightening the emotional tension and
drawing the audience into the
experience. Silence allows for
reflection and absorption of the
artistic experience, leading to a
heightened state of awareness and
appreciation of the nuances in the
performance. By providing balance
and harmony, silence enhances the
aesthetic experience, allowing the
audience to experience the art form in
its fullness and depth. Emotion,
expression, and silence works
together to create an impactful

originally outlined in the text Natya Shastra by
Bharata Muni, identifies eight primary rasas.
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musical experience. Each plays a vital
role in shaping the way music is
perceived and felt by listeners, adding
depth, nuance, and complexity to
performances.
Use of Pause in Classical
Performance

In the great musical traditions of
Indian  classical ~music—whether
Hindustani or Carnatic, vocal or
instrumental—silence plays a
fundamental role as a key element for
aesthetic expression. The skilled use
of the element of silence is a hallmark
of a mature performer in any musical
tradition, including Indian classical
music (Beeman,2006). This delicate
balance of sound and silence plays a
pivotal role in any musical form, but
in Indian classical music, it amplifies
the impact of musical phrases adding
an extra layer of interpretation and
meaning to the raga® performance.
The role of silence in music varies
across cultures, with some seeing it as
a form of respect or reverence and
others using it to challenge or subvert
expectations. However it is a versatile

Music

element that can transform a
performance, enhance emotional
expression, and engagement. A

3 A raga is a melodic framework in Indian
classical music that provides the structure for
improvisation and composition. It s
characterized by a specific set of notes
(swaras) in a particular sequence and includes
rules for how these notes are used, such as
which notes can be emphasized, which phrases
are characteristic of the raga, and how the
notes may be ornamented. Each raga has its

mature performer knows when and
where to incorporate silence for
maximum effect. Strategic pauses
punctuate phrases and sections,
creating emphasis and allowing the
music to breathe. By incorporating
silence thoughtfully and intentionally,
performers enhance the emotional,
structural, and aesthetic qualities of
their music, offering audiences a
richer and more profound musical
experience. The silence becomes a
powerful form of communication
with the audience. Mature performers
use pauses to create  moments of
reflection and connection, allowing
the audience to absorb and appreciate
the music. Figure 1 , visualize the
application and significance of the
element of silence in a Hindustani
khayal* performance. Meticulous
listening to the progression of each
second within the recordings to
accurately identify moments of
silence in each 10 minutes of duration.
Silence in performance creates
contrast with sound, emphasizing
certain notes and phrases, functioning
as a form of punctuation that

unique aesthetic
quality.

4 khayal is a prominent genre of Indian
classical music known for its improvisational
freedom and emotive expression. The term
"khayal" means "imagination" or "thought™ in
Hindi and Urdu.

identity and expressive
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Pause in Hindustani Classical Music

Performance
20
10 — \‘\’;/
%
0

Audio 1 Audio 2

40 minutes === 50 minutes

organizes music into phrases and
sections (Judkins,1997). It creates
anticipation and tension, offering
moments of reflection. The silence
conveys meaning as much as sound,
allowing musicians to express
emotions, intentions, or nuances that
may not be possible through notes
alone (Clayton,2001). It establishes a
sense of time and space, helping
music to breathe and giving listeners
the opportunity to process and
experience the passage of time.
listeners on a deeper level.
Conclusion

In conclusion, silence in music is a
profound and multifaceted element
that enriches the emotional, aesthetic,
and structural aspects of musical
performances. Its use goes beyond
mere absence of sound, serving as a

powerful  tool that enhances
expression, conveys nuanced
emotions, and creates dynamic

contrasts (Rejimon,2018). Whether in
Indian classical music or other genres,

Audio 3
e | ) MiNUtE === 20 minute

Audio 4
30 Minute
Figure 2 Pause in Hindustani
Classical Music Performance

skilled musicians understand the
strategic application of silence, which
reflects their maturity and mastery.
Silence punctuates musical phrases,
creates anticipation and tension, and
provides space for reflection and
meditation. It enhances the listener's
experience by allowing them to
absorb and appreciate the intricacies
of the music. Additionally, the
cultural and contextual significance of
silence varies across different musical
traditions, underscoring its
importance as a versatile and
universal aspect of artistic expression.
The careful and intentional use of
silence demonstrates a performer's
depth  of  understanding  and
connection to the music and its
emotional landscape. By mastering
the art of incorporating silence,
musicians can craft performances that
resonate deeply with audiences,
offering a rich and immersive
auditory journey.

Audio 5
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Abstract: This paper is a historic study of the structure of Ata-tala from early Sanskrit and
Tamil texts in between the tenth and nineteenth century CE, covering its various aspects in
different systems of tala and music. The paper highlights the changes that might have
occurred with respect to the aspects and understanding of the tala.
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Introduction: Ata-tala (swe-a1) is a

name commonly perceived in the
realm of the suladi sapta tala-s'. Its
structure as understood today is two
laghu-s and two druta-s (]|OO). Most
South Indian music publications
including the very first, Sangita-
sarvartha-sara-sangrahamu (Vina
Ramanuja, 1859) give notation for
compositions set to Ata-tala.
However, the name Ata-tala (s=-a1)

is seen in early texts, not Ata.
Caturdandiprakashika (CDP), 1620
CE, is probably the first text in which
the name Ata-tala (CDP 3, 105b - 107)
is seen. The structure seen in the CDP
(O0|)) is a reorganized sequence,
where the two laghu-s succeed the
two druta-s and not vice versa as
perceived today. Further, CDP
mentions that Ata-tala comprises of
fourteen akshara-s i.e., five akshara-s
in each laghu and two in each druta,
and also provides its alankara thus,
g, 31, @i, s | for, e, e W,
JYT™T

! Dhruva, Mathya, Rupaka, Jhampa,
Triputa, Ata and Eka tala.

The alankara is similar to the Ata-
tala alankara as in present day, except
for the grouping of the melodic units
into 2, 2, 5, 5 swara-s. The sequence
of anga-s of some other tala-s like
Jhampa are also seen to be different in
the CDP. Apparently, the CDP states
that in the course of time, the order of
rendering of the time-sections has
come to vary (Ramanathan, 2023,
p.3).

The Sanskrit texts other than CDP
referring to Ata-tala and tala-s with
closely resembling names and
identical structures are Ashtottara-
shatatalalakshanam  (author, date
unknown), Rasikajanamanollasini
(eighteenth century) and Vinalakshana
(1750 CE) which record it as Ata-tala
(|0Q)), Ata-tala (||OO) and HAta-tala
(lIOO) respectively. There however
seems to be an inconsistency in
referring to the duration of the tala in
terms of akshara-s and matra-s. The
observations pertaining to akshara-
matra terminology in Ata-tala is taken
later in this paper.
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Ata-tala is mentioned as an
integral part of the sapta tala-s in at
least three books mentioned above.
The suladi sapta tala-s seem to be
influenced by the vyasa-koota and
dasa-koota composers. Sripadaraya
(1404-1502 CE) is known as the one
who used the seven suladi tala-s
exclusively for all his songs
(Satyanarayana, 1988, p 32).
References to suladi sapta tala-s as
understood today are obtained in texts
like CDP, Sangitadarpana and
Rasikajanamanollasini. However,
their names and structures were
already in existence in the desi tala
tradition, and the suladi tala-s were
crafted from the already existing tala
names and structures (Satyanarayana,
1988, p 39).

The structure ||JOO and its
permutational variations, and tala
names with close resemblance to Ata-
tala are seen in various tala texts. A
study of the structure of Ata-tala with
its closely related etymology and
structure, would help in its
understanding in different time
periods and music traditions.

This paper comprises a

study of

i. Tala-s with a structure of Ata-tala
as in CDP, with similar/different
names

ii. Tala-s with different arrange-
ment of anga-s OQ||.

iii. Ata-tala with other structures

iv. Ata-tala— Its Temporal Framework
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Tala-s having the structure of Ata-

tala as in CDP, with similar/
different names
Adda-tala, Addu-tala, Ashta-tali/

Adda-tali and Kudukka/ Kudukkaka
are seen to have a structure of OO|| in
early texts. References to Adda-tala
and Addu-tala with a structure of OO||
are seen in Aumapatam (tenth century
CE) and Rasakaumudi (1575 CE),
both texts preceding the CDP. The
structure of OOQ|| is also referred to as
Kudukka in the description of Ata-tala
in the Nartananirnaya (1697)
(Nartana-nirnaya,1, 141 d, 142 ab).
About fifteen other texts attribute the
same structure to the tala Kudukka,
the earliest being Sangitacudamani
(1134-1140 CE) and among the latest
being Sangitasaramrta (1729-1735
CE) and Rasikajana-manollasini. The
Sangitadarpana refers to Ashtatali/
Addatali with a structure of OQ||. It is
apparent that the tala names Ata-tala,
Addu-tala, Ashta-tali/ Adda-tali, and
Kudukka are names referring to a tala
with a structure of OO]||. These tala-s
could be considered to be identical if
the tala duration is considered on the
basis of matra-s.

The tala-s Ata-tala, Addu-tala,
Ashta-tali/ Adda-tali are sometimes
seen to have a sequence of anga-s
different from that seen in the CDP.
These are discussed in the following
section.

Tala-s with different arrangement
of anga-s

The order of anga-s of Ata-tala in
some texts is seen to be different from
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that in the CDP. For instance, the
structure of Ata-tala in
Ashtottarashatatalalakshana is |OO]|
(v. 53ab). The Tamil texts Tala-
camuttiram (16 century CE) and
Paratacattiram (17-19 century CE)
mention the name Adarnda-tala and
Ata-tala respectively for the structure
[e]e]}

The texts Rasikajanamanollasini
and Vinalakshana are the two texts
which give the structure ||OO to Atta-
tala and HAta-tala respectively.
Vinalakshana mentions the duration
as fourteen matra-s as against fourteen
akshara-s in the CDP. Rasika-
janamanollasini mentions the duration
as three matra-s. The structure ||OO is
assigned to many other tala-s like
Bhavani (Sangrahacudamani), Cautala
(Abhinava-talamanjari), Pratitala (in
several texts from ninth to eighteenth
century), Varnayati (in several texts
from thirteenth to eighteenth century)
and Yati (in few texts of sixteenth to
eighteenth century CE). Certain
connections in Chautala and Ata-tala
are conceived and are discussed later.

Just as more than one tala name is
assigned to the same tala structure (or
its permutational variations), the Ata-
tala is seen to have structures different
from those discussed.

Ata-tala with other structures

There are some other tala
structures attributed to Ata-tala and its
resembling nomenclature like O||,
|00, 00, 0'0’|, UUQ| and |O|. While
the structures |O], UUQ] are assigned
to Attatalika and Ashtatalika, the
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other structures are attributed to the
types of Ata-tala. References on the
types of Ata-tala - Shanka/Shanku and
the Shila are seen in some texts from
the early fifteenth to early eighteenth
century CE, like Sangitamuktavali
(1406-1422), Gitaprakasha (1560-
1568), Sangitakalpalatika (1619-
1644), Natyamanorama  (1697),
Sangitanarayana (1718-1767) and
Sangitasarasangraha (early eighteenth
century). Shanku tala has a structure
of |OO and Shila of OO'|. It is peculiar
that the structure of Shanka variety of
Ata-tala is similar to the Adi tala of
current day music. It would also be
contextual to state here that some
compositions which are rendered in
Adi tala in current day practice have
been assigned the tala Ata-capu in
early South-Indian music
publications. For example, the
Sangita-sarvartha-sara-sangrahamu
mentions the tala Ata-capu for the
kirtana ‘Upacaramulanu’ in Bhairavi
raga. This Kkirtana is normally
rendered in Adi tala (two kalai). More
instances of Ata capu are recorded
elsewhere (Ramanathan, 2023, p. 10).
The Sangitashiromani  (1428)
gives information on seven types of
Ata-tala including Shanka and Shila
which are Rajavidyadhara, Jhampa,
Lalita, Darpana and Dvitiya. The
Rajavidyadhara is seen to have a
structure |[SOQ in most texts from the
tenth to eighteenth century, excepting
in Aumapatam where the structure is
given to be |S|SSS. The Jhampa tala is
seen to have more than one structure,
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most common being OO'|, OQ|, |00,
0'O| and also the Jnampa as perceived
in the suladi sapta tala-s UO|7 (CDP 3,
96b -102), and its structural
permutations in some other texts. The
tala Lalita has the structure OOIS in
most books, |[OO0' (resembling Shila)
and some other structures like ||S, |||
and |OO'S which are not frequently
seen within the realm of Ata-tala
structures. The tala Darpana is seen in
three texts (Talasamudram, Pancama-
rabu,  Ashtottarashatatalalakshana)
with a structure of OOS. Around
twenty-four  texts mention the
structure for Dvitiya as OO|, which
appears to be a variation of Shanku.
The Sangitopanisatsaroddhara (1324)
alone gives the structure of Dvitiya as
OQ'| which is similar to the structure
of Shila.

Besides the tala names and their
respective structures seen so far, the
structure O|| of Adda-tala is also
named as Triputa under the
description of  Adda-tala in
Sangitaratnakara (thirteenth century
CE), Sangitasuryodaya (1509-1529),
Sangitaraja (1456) and Sangita-
saramrta (1729-1735). A study of
Triputa tala in various texts prescribe
the following structures for Triputa
tala O'0O0 or OO0, OO0U, OO0, Q|
and |300. The structure of Triputa
|s00 seen only in Vinalakshana, is
similar to the structure of Triputa-tala
as perceived in the sapta tala-s. The
description mentions a laghu of three
matra-s, and two druta-s of two matra-
s each, thus totaling to 7 matra-s. The
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CDP probably describes Triputa-tala
as a tala of 7 akshara-s, giving the
structure as OOOQO' with the
corresponding alankara sari, gasa,
rigama ; riga, mari, gamapa. The
structure OO' for Triputa seen in
Rasikajana-manollasini  is  most
different from the others as it gives a
total of 5 akshara-s.

The Addacatustala is another tala
with the prefix Adda seen commonly
in the etymology connected to Ata-
tala. Addacatustala, seen only in the
text Abhinavatalamanjari
(Abhinavatalamanjari, 1,15) has a
structure Q|||. The point of similarity
in addition to the term ‘adda’ is that
Addacatustala comprises of 14 matra-
s as per the description in the text.
Though the duration of 14 units is a
striking resemblance between
Addacatustala and Ata-tala, it is noted
that the CDP mentions fourteen
akshara-s and the  Abhinava-
talamanjari, fourteen matra-s. It
would be contextual to mention here
that Aadacautala is a tala in current
day practice in Hindustani music,
wherein the duration of tala-s is
always stated in terms of matra. The
matra vibhajan (distribution) for this
tala is tali on matra-s 1, 3, 7, 11 and
13, and khali on 5 and 9. When the
description of structure in Adda-
catustala in the Abhinavatalamanjari
and Aadacautala in Hindustani are
juxtaposed, they seem to resemble
each other with respect to their matra
duration and sashabda-nihshabda
kriya-s. This is illustrated below.

64



ISSN-2348-5892

Ata-tala — A Historical Study of its structure

Sangitika

Addacatu | O | | |
stala
Aadacaut | Dh | tirak | d [ n|t|n| k|t|tirak| d|n|d]|d]|n
ala in ita |hi|a|u|a]at ita |hi|a|hi|hi|a
X 2 0] 3 0] 4 (0]

The khali in Hindustani music, as
known, is entirely a nihshabda kriya,
unlike the druta of South-Indian
music which is a combination of a
sashabda and nihshabda kriya.

The description of Addacatustala
in the Abhinavatalamanjari also
mentions that the tala is found as
Chatustala in the Sangita-ratnakara.
The Sangita-ratnakara and most other
texts give a different structure of
Cautala - SOOO. Conversely, the
Abhinavatalamanjari alone mentions
Catustala to be a tala of twelve matra-
s with a structure ||OO, which is the
structure of Ata-tala, the tala in
discussion. However, both Catustala
and Addacatustala keep up to the
etymology irrespective of their
different structure, in the sense that
both comprise of four sashabda kriya-
s. Since Addacatustala is not seen in
early texts, it is quite possible that the
Abhinavatalamanjari  indicates a
linkage between Addacatustala and
Ata-tala (of the suladi sapta tala) of
fourteen matra-s, and assigns the
name Catustala to the structure of
||OO of twelve matra-s. Incidentally,
all  four tala-s Addacatustala,
Adacautala,Cautala and Ata-tala are
tala-s with four sashabda kriya-s.

This study has so far enlisted the
different tala names associated with

Ata-tala in history and also their
respective tala structures. In this
study, the duration of Ata-tala and
others are expressed in terms of
akshara at times, and matra at others.
This aspect of akshara-matra
terminology used in various texts in
context of the duration of Ata and
related tala-s is studied in the
following section.
Ata-tala — Its Temporal
Framework

The temporal framework of Ata-
tala and related tala-s, is made of
anga-s, which are nothing but time
divisions that constitute the tala. An
anga as seen in marga and desi tala-s
is an unfragmented time duration,
expressed in terms of matra-s which
were time durations from real life.
Further, an anga in marga and desi tala
tradition could be expressed as an
arithmetic expression of another. For
instance, in marga tala-s, the laghu
was equal to one matra, guru was two
and pluta, three. Later, in the desi tala-
s, smaller units like druta, anudruta
and virama came to be employed
(Ramanathan, 1997, p 7). These
smaller units could also be expressed
in terms of the already existing anga-
s. For example, druta was half of a
laghu and anudruta was half of a
druta. The virama increased the
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duration of the anga to which it is
attached by half its value. Whatever
be the duration of the anga, it would
be executed by one sashabda kriya
followed by a period of rest for the
assigned matra-s. By the time of
suladi sapta tala-s, the aspect of
expressing an anga in terms of another
had gradually waded away. The jati-
prana also, to an extent, compensated
the need for increasing or decreasing
the duration of an anga in suladi tala-
s; however, its application was
restricted to the laghu alone.
References to jati as a prana can be
traced in tala-dasa-prana texts from
the late 15th century onwards like
Taladipika (1474 CE), and in early 16
CE like Sangitasuryodaya (1509-
1529) and Sangitadarpana (1625 CE)
(Ramanathan, 1997, p 17).

Thus, the characteristic of an anga
changed from a whole unit, to a time
division constituting one or several
equal time units. These time units
came to be executed by individual
Nishabda kriya-s. These time units are
referred to as matra-s in some texts
like Abhinavatalamanjari. and as
akshara-s in texts like CDP. Akshara
as a unit of expressing the tala, is more
indicative of the textual content. This
is apparent from tala descriptions in
the CDP pertaining to Ata-tala and
others.

The CDP is the only text from the
ones studied for the purpose of this
paper, that expresses the duration of
each anga of Ata-tala in terms of
akshara-s i.e. two akshara-s for the
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druta and five in each laghu, making a
total of  fourteen  akshara-s.
Vinalakshana also attributes the
number fourteen to Ata-tala, not in
akshara-s, but matra-s. This temporal
framework of Ata-tala constituting
two laghu-s of five matra-s/akshara-s
each and two druta-s of 2 matra-
sfakshara-s each, thus totalling up to
fourteen matra-s/akshara-s appears to
be a structure of Ata-tala as an integral
part of the suladi sapta tala-s
(Satyanarayana, 1988, p33). It might
not be correct to mention the laghu in
Ata-tala or any other tala in the realm
of suladi sapta tala-s in terms of its
jati, for, jati as a prana came later into
history of tala.

On the other hand, the tala-s
mentioned as types or alternate names
of Ata-tala are many a time expressed
in terms of matra-s. For example, the
tala Kudukka has been described in
terms of matra-s (three matra-s) in at
least five texts from twelfth century
CE to the eighteenth. The anga-s QO||
total up to three matra-s when each
laghu is considered as one matra and
each druta as half. The practice of
representing an anga in terms of
another is seen in Kudukka tala. Same
is observed with the tala-s Addu-tala,
Ashta-tali and addu-tali with the
structure QO||. The same cannot
however be said about Ata-tala in
CDP.

The Bharatacattiram (seventeenth -
nineteenth century CE) and the
eighteenth-century text

Rasikajanamanollasini, both later
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texts mention the tala-duration of
Adatala (|OOJ|) as 3 matra-s. The
Bharatacattiram gives the structures
of all the sapta tala-s as perceived
today and denotes the duration in
matra-s, considering each anga as a
whole unit. However, it does not
attribute the name sapta tala-s to it.
The laghu of Ata-tala, Jhampatala,
Triputa-tala and Eka-tala have all
been assigned 1 matra without any
information on the akshara content,
and it is known that the laghu of the
mentioned tala-s are characteristically
different.

The Panchamarabu is a much
earlier text which elucidates tala-s in
terms of both matra-s and akshara-s.
A single instance of tala Kudukka of
the structure ||[SOOOO is said to be of
6 matra-s and 24 akshara-s, probably
implying a laghu of 4 Akshara-s. The
duration of some other tala-s like
Shila, Shanka, Addatali in various
texts cannot be ascertained either in
matra-s or akshara-s due to absence of
related information. If the matra-s
were hypothetically calculated, the
duration of the Ata-tala and its types
and structures would range from two
matra-s to three matra-s, having at
least one tala each of two, two and
quarter, two and half and three matra-
S.

Lastly, the duration of Chatustala
and Addachatustala in Abhinava-
talamanjari is expressed in matra-s.
The supporting description in the text
mentions that the Addacatustala is to
be rendered by four strokes with a
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structure of two laghu-s and two
druta-s. This draws an inference that
the terms laghu and druta are temporal
divisions of tala which are made of
equal time units called matra-s. If
laghu and druta were considered as
whole-time units in these tala-s, the
matra content assigned to it would
have been three and a half, not
fourteen. Thus, the interchangeable
nature of the terms matra and akshara
is seen in the Abhinavatalamanjari.
Conclusions

The tala name Aha-tala per se
appears only in the Chaturdandi-
prakashika (1620) and Ashtottara-
shatatalalakshana (year unknown).
The structure attributed to it is
however seen much earlier, from the
tenth century. The description of the
tala with its numerous etymologies
shows a gradual change of its identity
from the domain of desi tala-s to the
suladi sapta tala-s. The variations in
expressing the temporal framework of
the Ata-tala in terms of matra-s and
akshara-s that are traced across tala
texts in history complement this
observation. It is ascertained that the
Ata-tala of the suladi sapta tala is one
with a laghu of five akshara-s, but, the
same cannot be said on the duration of
laghu in the Adda-tala of desi tala
domain. As a result, the akshara
duration of Ata-tala of the suladi tala-
s is fixed at fourteen, however, the
duration of Adda-tala and others
range from two to three matra-s.

The duration of Ata-tala is
probably considered as 14 akshara-
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s/matra-s on the basis of its textual
content in one avarta. Texts preceding
CDP give the duration of Ata-tala
(OO|) and its permutational
variations as 3 matra-s. The matra-
based duration of tala appears to be
employed in desi and marga tala
system, and an akshara-based or
kriya-based duration of the tala in the
suladi and post suladi tala period. It is
because of this feature that a perfect
parallel cannot be always drawn
between tala-s of the two systems
even if they have a similar structure.
The matra-based exposition of a tala
seems to acknowledge tala anga-s as
unfragmented time units, while an
akshara-based exposition seems to
consider anga-s as fragmented time
units expressed by textual content.

It is however likely that Ata-tala,
Addu-tala, Ashta-tali/ Adda-tali, and
Kudukka which had a common
structure denoted the same tala due to
the striking resemblance in the names
and also based on the references of
Kudukka being a type of Ata-tala. The
structure |OO of Shanka variety of
Ata-tala is identical to the Adi tala as
perceived today.
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Historically, Chatustala seems to
be the tala of fourteen matra-s, with
four sashabda kriya-s. Abhinava-
talamanjari seems to be one text
assigning twelve matra-s to Catustala
and fourteen to Addacatustala,
probably drawing a parallel to
Chautala of twelve matra-s and
Adachautala and Ata-tala of fourteen,
which might have probably come into
practice by the time of the Abhinava-
talamanjari. Since the period of
Abhinavatalamanjari is not
established, the timelines of the tala-s
in discussion cannot be ascertained.

The Ata-tala as perceived today
seems to have retained its historical
structure with respect to its anga-s. Its
duration in the desi and suladi systems
of tala, could have been different. The
‘khanda’ characteristic of Ata-tala
seems to be an influence of the desi
system, while druta, an influence of
suladi. The compositions set to Ata-
tala of both systems are likely to have
different underlying melodies and
rhythm.
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Abstract: . This research paper aims to study the historical development and the
peculiarities in the vocal tradition of Mewati Gharana along with its contributions in
Khayal Gaayan of Hindustani Music. Founded by Ustad Ghagge Nazir Khan and
Ustad Wahid Khan, Mewati Gharana holds a dignified status in the list of various
traditional Gharana(s). In the Khayal Gayan, ‘Sangeet Martand’ Late Pandit Jasraj
reinvigorated the Mewati Gayaki with his innovative experiments and from there; the
legacy of Mewati Gharana is now being continued with his disciples and their next

generations of disciples.

Key words: Mewati Gharana, Khayal, Tradition, Vocal, Gayaki.

Introduction

In the Hindustani classical Vocal,
Khayal Gayan came into vogue
during the 19" century. Many
gharana(s) of khayal gaayaki were
formed during this period based on
the lineage of a particular vocal style
adopted in that particular gharana for
a long period. The etymology of
Khayal is the Arabic/Persian word
‘khayal’, which means "imagination,
ideology, to ponder or to meditate".
Although the origin of the word
Khayal is from the Arabic/Persian
language, various modern scholars
and musicologists hold different
opinions about the origin and
evolution of Khayal gayaki. One
stream of musicologists believe that
Khayal could have been invented by
Amir Khusro or Sultan Hussain
Sharqgi, however, many modern
scholars deny and do not agree with
the opinion of believing the invention
of Khayal by any one person like
Amir  Khusro. However, they

advocate that it is a natural
development of Rupakalapti and the
similar techniques for the presentation
of a Raga were already prevalent in
the past. Many historians and
musicologists  including  Captain
Williard advocated that Sultan
Hussain Shargi of Jaunpur court
invented khayal because in his
opinion, chutkula which was another
type of song, was invented by him and
it belonged to the category of khayal.
According to the perspective of
Acharya Kailashchandra Dev
Brihaspati, the vocalists were broadly
classified into two categories,
Kalawant and Qawwals in the earlier
period. Kalawant were known as the
followers of the Dhrupad style,
whereas Qawwals, in the matter of
theme and style used to perform
Khayal in the royal courts and
claimed its style to Amir Khusro. Late
Thakur Jayadeva Singh has expressed
a viewpoint that the origin of Khayal
can be followed back to the ancient
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Sadharani Giti, which is one of the
styles of rendering alaap of gram
raga(s). He has stated that Khayal is a
form that evolved from the ancient
Indian technique of Raga presentation
of Prabandhas, namely Rupakalapti
(Chandorkar, 2012).

The word “gharana” was perhaps
conjoined with Khayal during the
period of the Mughal Dynasty i.e.,
around the 16" to 19™ century. Before
‘Gharana’, the ‘Parampara’ term was
in common use. The ‘Gharana’ is a
musical tradition based on the unique
vocal style of the Hindustani gayaki
including the khayal form. During this
period, many schools of Vocal were
being formed. Many vocalists formed
and named their Gharana(s) such as
Qawwal Bacchon ka Gharana,
Gwalior, Agra, Delhi, Kirana, Jaipur-
Atrauli, Bhendi Bazar, Rampur-
Sahaswan, Mewati Gharana etc.
Almost around this period based on
their unique vocal style, many of the
gharana(s) were named with the name
of the founder’s birthplace. It is a
notion that a gharana is established
only when there is continuity in that
particular vocal style for at least three
generations of vocalists with the
expected rigorous training under
Guru-Shishya Parampara in which a
disciple learns nuances and intricacies
of Raga and its swara(s), which makes
him/her trained under the tutelage of
their Guru. Thus, each gharana carries
a different legacy of vocalists and
their traditional vocal style.

Origin and Vocal Tradition of
Mewati Gharana

In  Hindustani Classical Vocal,
Mewati Gharana holds a rich
historical legacy that extends for more
than a hundred and above years.This
Gharana is an offshoot of Qawwal
Bachchon ka  Gharana  and
Khandarbani style of Dhrupad. The
origin of this Gharana begins with
Ustad Ghagge Nazir Khan and his
elder brother Ustad Wahid Khan in
the late 19" century. Ustad Ghagge
Nazir Khan, who was born in the
family of the vocalists of Khandarbani
Dhrupad Gayaki, was the disciple of
Ustad Waris Ali Khan who was the
son of Ustad Bade Muhammad Khan
belonging to the Qawwal Bachchon
ka Gharana. Ustad Wahid Khan was
an eminent beenkar whose lineage
carried forward the legacy of
Instrumental music. Mewati Gharana
was further divided into two
branches- Vocal (Khayal) and
Instrumental music and thus this
Gharana holds a lineage of both vocal
and instrumental music in Hindustani
Classical music. The etymology of the
word ‘Mewati’ traces back to the
birthplace of Ustad Ghagge Nazir
Khan, Berala village in a land- strip
extending from Rajasthan state to
Haryana state of India. Over the
duration, 6 generations have played a
significant role in the progression of
the Mewati Gharana.
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Figl: Founder
of Mewati
Gharana,
Ustad Ghagge
Nazir Khan!

LA EENE

Ustad Ghagge Nazir Khan orally
transmitted his vocal style to Pandit
Natthulal and Pandit Chimanlal as
well as Ustad Munawwar Ali Khan.
Ustad Munawwar Ali Khan taught to
Ustad Ghulam Quadir Khan (his
nephew & adopted son) and through
Ustad Munawwar Ali Khan and Ustad
Ghulam Quadir Khan, the lineage of
Mewati Gharana was passed onto
Maharana Jaiwant Singh Ji Waghela
of Sanand, Gujarat state. From Pandit
Natthulal, it advanced towards the
Pandit family, which is well known
throughout the country today. Pandit
Motiram who was nephew of Pandit
Natthulal and Pandit Chimanlal,
learnt under the guidance of Pandit
Natthulal. Later, Pandit Motiram
shared this very tradition of Mewati
Gayaki with his sons Pandit Maniram
and Pandit Pratap Narayan and his
younger brother Pandit Jyotiram.
Thereafter, Pandit Puranchandra
learnt from his father Pandit Jyotiram
and Pandit Jasraj who belonged to the
4™ generation of this gharana, learnt
vocal from his eldest brother- Pandit
Maniram. He also learnt Tabla from

1SOUI’CEZ http://pritambhattacharjee.com/gharana/

his elder Dbrother- Pandit Pratap
Narayan. After renouncing playing
the Tabla, Pandit Jasraj started
working on revitalizing the Gayaki of
Mewati Gharana with his novel ideas
and experiments. Thereafter he
became the torch bearer and passed on
a new dimension of Mewati
Gharana’s vocal tradition to his
cluster of disciples who are now
representing Mewati Gharana, not
only in vocal music but in
instrumental music as well; such as
Violinist Kala Ramnath, Shehnai

player Lokesh Anand, flautist
Shashank Subramanyam, Pt. Sanjeev
Abhyankar, Pt. Rattan Mohan
Sharma,  Ankita  Joshi,  Tripti

Mukherjee and others.
Vocal style of Mewati Gharana

Mewati Gharana is widely known
among music connoisseurs for its
enrichment in the aesthetics of vocal
rendition and its distinct qualities.
Pandit Jasraj has described that the
essential philosophy of the Mewati
tradition lies in "shuddha vani"
(Correct Voice) and "shuddha mudra"
(Correct expression).

SR AT AT W) I

€ T Yg a1 , Tl qF AT P

The vocal style of Mewati Gharana
is inherited from Qawwal Bachchon
ka Gharana and Dhrupad ang. Mewati
Gharana circumvents the
conventional practice of extending
words/lyrics to achieve a rhythmic

2 ‘Mewati gharane ki vikas yatra’’, Sangana by
Sangeet natak Akademi(2020), vol. 38-39, p.19.
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effect. The importance is given to the
literature of Bandish-es which should
be pronounced clearly. Mewati
Gharana adopts sapaat taan and the
pattern of Merukhand in its
embellishment and Sargam taan with
layakari. Pattern of merukhand is an
improvisation, characterized by the
rearrangement of a specific set of
musical notes in various ways. The
gayaki is Bhaav-pradhan (emotive)
and devotional with the aesthetical
and skilful use of ornamental
techniques. Meend (musical glide),
Gamak (musical trill) and Kan (Grace
notes) are the techniques employed
for enhancing the aesthetics of a Raga
and the expansion (Badhat) of a Raga.
The use of meend has to be such that
the glide between one swar and
another will be through avoiding
varjya swara(s) in a raga. Gayaki of
this gharana is balanced equally with
aptly applying the Dhrupad and Tappa
anga(s) including the aspect of
making this gayaki aesthetically
pleasing and emotive. In the initial
stage of vocal rendition, alaap is sung
to introduce the raga, which is
performed with a devotional chant
such as
TATIWHETe oSS |

ISl JUSNIBIET ASITARITH BR: | 2

The aakaar in alap is not more
prominent which can be seen by
almost its absence and the bandish

3 (48" verse In Garuda Puraana Preta Kaanda,
Chapter 47).

section is characterised by the notes
and the raga itself that span all three
octaves; the mukhda which is the first
line of composition describing the
sentiment of Bandish, of both sthayi
and antara sections are developed
through bol-alap. This part closes
with the mukhda of the sthayi section,
to be followed by the layakari and
ornamental devices. The use of both
conventional and achhop ragas can be
seen in this Gharana such as
renditions of Ragas- Shuddha Nata,
Nata Narayani, Nagadhwani Kanhda,
Dhuliya Malhar, Khamaj Bahar etc.
The Mewati Gharana Gayaki is
characterized by the integration of
spiritual components. It is influenced
by Pada(s) of ashtachhap kavi(s) such
as Soordas, Kumbhandas, Chheet-
swami and others. This gayaki also
includes verses of religious texts in its
musical compositions. Haveli
Sangeet, a term used for the temple
music within the pushtimarg sect left
its stamp on this gharana when Pandit
Jasraj learnt the rich tradition of
Haveli Sangeet from Sri Shyam
Manohar Goswami Ji and adapted the
style and compositions of Haveli
Sangeet into his vocal recitation. In
this way, he brought distinct types of
literature in the compositions to the
Mewati gharana. One of the salient
features of this gharana is the
elaborative  knowledge of four
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quarters of composition namely

Sthayi, Antara, Sanchari and Aabhog.

In brief, the following are salient

features of Mewati Gharana.

1. Mainly both conventional and
achhop ragas (less to be seen) are
sung. For e.g. Raga Nanak
Malhar, Bhairav Bahar, Din ki
Puriya etc.

2. Stress on the clear pronunciation
of every word is given with the
lesser use of Aakar in alap and
more use of bol-alap. Training of
voice production to move freely
in three octaves altogether.

3. Initially, the training of ragas is
concentrated in the order of Raga
Bhairav, Raga Multani, Raga
Jaunpuri, and Raga Puriya of
night time, in Mewati Gharana.

4. Sapaat taan along with the use of
merukhand and  ornamental
techniques such as Gamak,
Meend, Kan, Khatka, Murki etc.

5. Laya of vilambit compositions is
not Ati-vilambit but in Madhya

vilambit.
Literature of composition in
Mewati Gharana consists of four

quarters- Sthayi, Antara, Sanchari and
Aabhog.
Key Contributions:

The lineage of artists belonging to
this traditional gharana continued to
contribute to the field of India's vast
Hindustani classical music in various
ways. Some key contributions by a
few of the notable vocalists of this
gharana to the Hindustani music are
given as under-.

1.
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The Mewati Gharana has a rich
collection of bandish-es written
and composed by various
eminent artists. A few of the
notable compositions of Mewati
Gharana include-

This composition was written and
composed by Pandit Motiram in
Raga Des, and Taal- Ektaal which
includes sthayi, antara, sanchari
and aabhog;
TImfi— R AealTE HEaH |
Pl TS Apd & ORI |
9 ofrol q o |
SfaRT— 3fiferar 4R UveR earq |
arfer 7t w1 Saar urg |
TAT— U @R 5 |
b AT A | |
The composition was written
and composed by Pandit Jasraj in
Raga Bhairav and Taal teentaal;
AT — AT HIfeTd], AT BT
HEIPhIeT HERMI, ST ST WaTT JaTi
AT | |
MR- TSI S WUR PR RO HR &Rofl
HR gRofl
R BT, ST R R
TROT AIRON e UTferehT ST &, “ari
WA AT | |
This was written by Maharana
Jaiwant Singh Ji Waghela and
composed by Pandit Maniram in
Raga Adana and Drut Teentaal;
IR — N HHL HHOT afrof |
BT YROT BRI AT AR |
AR~ T SR HHT AR |
T R G 3 S |
This was written by Maharaja
Jaiwant Singh Ji Waghela and
composed by Pandit Maniram in
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Raga Bilaskhani Todi and in Taal
Vilambit  Ektaal.  ‘Niranjani
Narayani’ in Raga Bhairavi and
Jagadamb Jagadamb’ in Raga
Basant, these compositions too
were written by Maharaja Jaiwant
Singh Ji Waghela and composed
by Pandit Maniram. Pandit Jasraj
had written a book named ‘Shree
Sangeet Sourabh’ which is a
compilation of notations of all of
the compositions written by
Maharana Jaiwant Singh
Waghela.
Maharaja Jaiwant Singh Waghela
is also given credit for initiating
new ragas such as Jayavanti Todi
(a variant of Raga Ahiri Todi),
Bagkans, Rajrajeshwari, Jayavant
Sarang, Gyankali etc. These are
exclusive raga(s) of Mewati
Gharana. A brief description of
these raga(s) is given under
a) Raga Jayavant Sarang- It is
the combination of Raga(s)
Jaijaiwanti and Sarang. In this
Raga, Dhaivat is varjya and
Shuddha  Rishabh, both
gandhar, shuddha madhyam,
pancham and both nishad are
used.
b)Raga Rajrajeshwari- An
independent raga with the
notes of Shuddh Rishabh with
its vakra use and Shuddha
Dhaivat, Komal Gandhar and
Nishad, both  Madhyam,
Teevra madhyam is employed
in Avroha only.

75

3. Jasrangi

c)Raga Bagkans- It is an
amalgamation of Raga
Bageshree and Malkauns with
the vakra use of shuddha
Rishabh, pancham and Komal

dhaivat. Shuddha Rishabh,
Komal gandhar, Shuddha
Madhyam, pancham, both

dhaivat and Komal Nishad are
the swara(s) of this raga.

d) Raga Jayavanti todi- Thisis a
variant of Raga Ahiri Todi, but
the notes assembled in this raga
make this raga different from
Raga Ahiri Todi by employing
Komal  Rishabh,  Komal
gandhar, Komal Nishad and
Shuddh madhyam and shuddh
dhaivat swara(s). This raga is
the unique combination of
Raga Ahir Bhairav in Uttarang
and Todi in Poorvang.

e) Raga Gyankali- Instead of
Komal gandhar if Komal
Rishabh is used in Raga
Malkauns, it will create an
atmosphere of this raga. Notes
of thisragaare:-S,r,m,d,n, S

Jugalbandi: Pandit

Jasraj was an extraordinary artist of

his time who conducted a novel

experiment with his disciples, based
on the Moorchhana technique which
was named ‘Jasrangi Jugalbandi’.

The ideology  behind  this

experiment is that in a recital of a

duet performance, if one male and

one female artist have to perform,
one of them has to compromise
his/her original scale and lose




ISSN-2348-5892

Mewati Gharana in the rich heritage

Sangitika

of Khayal Gayan

his/her natural tonal quality due to
the pitch difference available in both
genders. But, in this experiment of
Jugalbandi by Pandit Jasraj, the
female vocalist sings in her original
scale which could be A# (Kali 5), B
flat or G# (Kali 4) and the raga is
sung with Shadja- Madhyam or
Shadja- Pancham Bhaav which
indicates that the male vocalist will
consider madhyam of the female
vocalist’s original scale as Shadja
and the female will consider the
original scale of male vocalist as
pancham note and thus the fresh
scales are created and different
raga(s) are produced. Through this
method of moorchhana technique,
both can sing together without
losing their natural scale. For
example- The female artist will sing
Raga Chandrakauns and the male
counterpart  will sing Raga

Madhukauns by  considering
madhyam as shadja. Considering
Madhyam of Raga Abhogi as Shadja
will create the atmosphere of Raga
Kalawati for male vocalists. In this
Jugalbandi, both the ragas by the
two genders are performed
simultaneously without
compromising their natural pitch.
Many schools in different places
were founded to propagate the
Mewati Gayaki. The main schools
among them are now established
academies and institutions in India
and abroad, such as in New Jersey
and Atlanta, USA, and
Trivandrum, Kerala. These schools
were founded by Pandit Jasraj and
a few of them by his disciples
which are dedicated to continuing
the legacy of Mewati Gharana in
the field of Hindustani classical
vocal.
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Abstract: This paper explores the evolution of violin playing styles in
Hindustani classical music, focusing on the Gatkari and Gayaki styles. The
Gatkari style, influenced by sarod and sitar techniques, emphasizes rhythmic
complexity and speed, showcasing the violin's technical capabilities. In
contrast, the Gayaki style imitates vocal nuances, such as meend and gamak,
emphasizing expressiveness. The paper also examines the role of Alaap, Drut
Gat, and Jhala, highlighting the violin’s versatility in both vocal and
instrumental traditions.

Keywords : Gayaki, Gatkari, Hindustani Music, Violin, Raga

Introduction : Hindustani classical “A raga, much like a blend of
music is based on the expression of  colours, serves as a medium for
ragas, which are considered the expressing thoughts, emotions, and
essence of Indian music. Aragaisnot  passions. The lyrics of a composition
just the soul of music but also its convey the underlying mood or rasa
spirit, life force, and energy. A raga  (essence of emotion), while the
is essentially a particular  musical notes add depth, embodying
arrangement of sounds, enriched by the "shade of passion," if one may
the use of 'swara' (musical notes) and  describe it that way”.! Together, they
'varna' (the patterns or techniques create a harmonious blend of feeling
involved in singing or playing). and expression.In Hindustani music,
Scholars and practitioners of Indian  the classical form emerges from the
classical music have identified and pure and simple combination of notes
named such arrangements as '‘Raga’ arranged in a specific design and
because of their ability to create a pattern, adhering to the fundamental
deep emotional connection and bring  rules of a raga. These notes are
a sense of beauty and satisfaction to  further structured within a rhythmic
the human mind. The thoughtful framework, creating a composition
combination of swaras and the that blends form and content
artistry involved in performing these  seamlessly. This harmonious
arrangements are what give araga its  combination is crafted to delight both
unique character and appeal. the heart and mind of the listeners.

Each raga possesses a distinct

! N. Kesvaram, Kalakshetra, vol. 1V, no. 2-3, p.

15.
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personality, characterized by its
unique gait, structure, and emotional
expression, responding beautifully to
a sensitive and skillful approach.
When performed with clarity and
depth, a raga not only engages the
listener's mind but also deeply
resonates with the heart, leaving a
profound emotional impact.

Hindustani  Classical Music is
primarily based on melody, which is
constructed around the concept of a
raga. A raga can be described as a
specific arrangement of musical
notes, or swars, that are performed in
a distinct way to evoke particular
emotions or moods. To further
enhance the structure and beauty of a
raga, additional elements such as
varnas and alankars (musical
ornaments) are applied. The four
main  varnas—sthayi, aarohi,
avarohi, and sanchari—add variety
and depth to the melody. These
elements work together to transform
a simple arrangement of notes into a
fully developed and captivating piece
of music. This process allows the
music to connect with both the heart
and mind of the listeners, making it
deeply appealing and enjoyable. The
concept of ranjakata, or the ability to
attract and delight listeners, is central
to Indian music. However, the
influence of music goes beyond its
initial charm. It can leave a long-

2 Bharat Muni, Natyashastra, chapter 29,
translated from shloka 45, p. 92.
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lasting and even transcendental effect
on the listener, creating an emotional
experience that varies depending on
the circumstances and the raga being
performed.

In  Hindustani classical music,
ornamentation plays a crucial role in
defining the character of a raga. A
raga is not just a simple collection of
notes; it requires the use of various
musical embellishments to reach its
full potential. These embellishments
include elements such as naad (sound
quality), shruti (microtones), varna
(patterns), taan  (rapid  note
sequences), alankar (ornaments),
meend (gliding notes), murki (grace
notes), ghaseet (slides), gamak
(oscillations), krintan (kana, or grace
stroke), kampan (vibrations), and
laya (rhythm).

The ancient sage Bharat Muni, who
authored the first comprehensive
treatise on music, the Natya Shastra,
beautifully described the significance
of ornamentation in music.

He wrote: *"Just as a night without
the moon, a river without water, a
creeper without flowers, and a
woman without ornaments lack
beauty, similarly, a melody (geet)
without alankars fails to appeal’.?
This analogy emphasizes that
ornamentation, or alankars, is
essential to enhancing the beauty of a
musical piece. An ideal accompany-
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ing instrument is one capable of
creating these intricate effects
through a combination of necessary
and decorative elements. Instruments
like the veena, sitar, guitar, violin,
sarod, and sarangi fulfill this role, but
among them, the sarangi and violin
stand out. Both are fretless, played
with a bow, and capable of producing
continuous, seamless sound effects,
making them particularly well-suited
for accompanying vocal music. The
violin, in particular, excels as an
accompaniment and as a solo
instrument. In Hindustani classical
music, it holds an important place not
only as a solo instrument but also in
orchestras, both in India and
internationally.

Technique of Playing the Violin

In violin playing, musical notes
(swars) are produced by pressing the
strings on the fingerboard with the
fingers of the left hand, while the
right hand moves the bow across the
strings. This combination produces
an unbroken and continuous sound.
Since the violin is fretless, the notes
are not marked on the fingerboard;

instead, they are positioned in
imaginary spaces. This makes
precision in  note  placement

challenging and requires significant
practice to achieve desired results.

The violin’s tone is deep, resonant,
and long-lasting. Maintaining this
quality depends on proper and
powerful bow strokes, with both
hands moving in perfect
synchronization and balance. The
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fretless nature of the instrument
makes it especially suitable for
executing meend (glides) and gamak
(oscillations) ~ with  ease  and
proficiency. Additionally, the violin
allows the musician to play an entire
octave on a single string and perform
in both slow and fast tempos. This
versatility makes it ideal for alaaps
of extended duration and for
imitating the nuanced expressions of
the human voice.

Use of Gamak and Meend

In Hindustani classical music, gamak
holds special significance and has a
rich historical background. Many
varieties of gamak were used in the
past, and several of them continue to
be practiced today, sometimes under
different names. Instruments that
cannot execute gamak effectively fail
to achieve a respectable position in
Indian music. To gain prominence,
an instrument must be capable of
expressing music with various types
of gamak. Meend, on the other hand,
refers to the continuous linking of
two or more notes. This effect is
achieved when two notes are played
using the same finger, without lifting
it, and with a single, seamless bow
stroke. The unbroken vibration
connects the notes fluidly, creating
an expressive musical effect.
“Bharat Muni’s emphasis on gamak
highlights its importance in Indian
music. An instrument must master
the art of employing various gamak
styles, along with other distinct
features of Indian music, to earn its
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place in the classical tradition”.® The
violin, with its capacity for intricate
ornamentation and  expression,
exemplifies this mastery, making it
an indispensable instrument in
Hindustani classical music.
Different Styles of Violin Playing
Over the past century, the violin has
become a significant instrument in
Hindustani classical music, both as a
solo instrument and as an
accompaniment. While the violin is
best known for closely following
vocal music, it offers much more
versatility. Unlike the sarangi, which
primarily mirrors vocal nuances, the
violin  excels in instrumental
expression, especially in the gatkari
style. This style allows for the
extensive use of techniques like kan
(grace note) and sparsh (touch),
making it a powerful medium for
intricate performances.

“There are three main styles of violin
playing in Indian  music, often
referred to as shailis:
1. Gatkari Shaili
Style):

In this style, the violin is played
similarly to instruments like the sitar
and sarod, with compositions called
gats. These pieces are instrumental,
focusing purely on melody and
rhythm without lyrics. Small musical
phrases and rapid bow strokes (tan)
are prominent features of this style.

(Instrumental

3 Tulsiram Devangan, Bela Vadan Shiksha, p.
58.
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2. Gayaki Shaili (Vocal Style):
Here, the violin emulates vocal
music, incorporating ornamentations
like meend (glides), gamak
(oscillations), and ghasit (slides).
The playing style closely follows the
structure and emotion of vocal
compositions such as khayal and
geet.

3. Filmy Shaili (Film Style):
This style is specifically used in film
music and often employs Western
techniques, such as unique finger
positions and fingering methods.
From the perspective of Indian
classical music, the first two styles
are most significant, and we will
further discuss only these two
styles”.*

Gatkari Style

In Hindustani classical music, the
gatkari style is a distinct instrumental
tradition developed over centuries.
Unlike Carnatic music, which does
not have specific compositions for
instruments,  Hindustani  music
features gats. These are pre-
composed pieces set to a specific
raga and rhythm (tal), performed
without lyrics. A gat can begin in a
slow tempo (vilambit gat), followed
by faster tempos like drut gat. The
performance may also include a high-
speed jhala, akin to the vocal tarana,
showcasing the musician's technical
skill and the instrument's versatility.

4 Paranjape, Sangeet Bodh, p. 154.
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When the violin was first introduced
to Hindustani classical music, it was
predominantly played in the gatkari
style, also referred to as tantra ang or
tant ang. This style mimics the
techniques used in sitar and sarod
performances, where melodies are
played in both slow and fast tempos.
However, unlike the sitar, which
produces sounds like "da," "dir," or
"dara,” the violin relies on bow
techniques to express nuances. A
single bow stroke can produce one
note or up to 32 notes, allowing for
remarkable flexibility. In the gatkari

style, finger techniques take
precedence over meend, gamak, and
ghasit. The bow is used

independently to demonstrate the
musician’s  virtuosity,  enabling
performances of gat, tan, and jhala.
The jhala segment, performed at high
speed, is particularly significant as it
highlights the musician's skill and
mastery of the instrument.

Historical Significance

In 1924-25, Ustad Allaudin Khan
Sahib won the first prize at the
Lucknow Sangeet Sammelan with a
performance in the gatkari style,
drawing upon sarod-playing
techniques. Other notable musicians
like Shri Gagan Babu and Sridhar
Parsekar also excelled in this style.
The gatkari style has proven to be an
effective and expressive method for
violin playing, cementing its place in
Hindustani classical music.
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Gayaki Style

In recent years, the Gayaki Ang
(vocal style) has become more
popular and is often seen as an
alternative to the traditional Tantra
Ang (instrumental style). While the
Tantra Ang focuses on techniques
suited to string instruments, the
Gayaki Ang aims to mimic the
human voice on the violin. In this
style, the violin is played to imitate
the smooth transitions, glides, and
ornamentations (gamaks) of the
voice. Sometimes, instead of playing
an instrumental composition (gat), a
vocal piece (cheez) is performed.
This style is also known as Khayal
Ang because it is closely related to
the vocal style of Khayal music.
According to Dr. Rajam, the Gayaki
Ang involves playing vocal music on
the violin.

The Gayaki style is different from
the Gatkari style, where faster
tempos and less ornamentation are
used. In the Gayaki style, notes are
played more expressively with
smooth  transitions and softer
phrasing. The violinist tries to imitate
the nuances of the human voice,
focusing on techniques like kann
(grace notes) and sparsh (touch),
which help achieve a more vocal-like
sound. The ornamented phrases, or
tanas, are played more slowly and in
smaller patterns, often matching the
rhythmic beats of the tabla. An artist
can choose to specialize in the
Gayaki style, the Gatkari style, or
sometimes even use both depending
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on the situation. For example, Dr.
Rajam is known for her focus on the
Gayaki style, while Gagan Babu was
famous for playing in the Gatkari
style. Pt. V.G. Jog, however, was
known for his skill in both styles and
would use each one as needed.
According to Pt. Jog’s disciple, Shri
Pratap Pawar, when Pt. Jog
accompanied vocals, he would use
the Gayaki Ang, but for solo
performances, he would often use the
Gatkari Ang. Pt. Jog also advised
his students to study vocal music in-

depth to understand the vocal
nuances before attempting the
Gayaki style on the violin.

Alaap

Alaap is a crucial aspect of both vocal
and instrumental Hindustani classical
music. It plays an essential role in
establishing the foundation of the
music and reflects the depth of the
raga being performed. Alaap is a
slow, unaccompanied exploration of
a raga, where the artist brings out the
essence and emotional character of
the raga, carefully introducing each
note. In instrumental  music,
particularly when the violin is
played, alaap is important because it
sets the tone for the rest of the
performance. For instance, in the
Gatkari style, alaap is performed
before the Vilambit Gat (slow-
tempo composition). Unlike the

5 Tulsiram Devangan, Bela Vadan Shiksha, pp. 85—
86.
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Gayaki  style, where vocal
techniques dominate, alaap on the
violin is more about improvisation
and exploring the raga without any
tabla accompaniment. The artist can
use different elements like meend
(glides between notes), ghaseet
(dragging strokes), and kann (grace
notes) to enhance the expression of
the raga.

“The key to a successful alaap is its
depth, which comes from the careful
and patient use of the notes. Each
note should be held and treated with
attention, and the pauses should
come at appropriate points to
emphasize the character of the raga.
The ability to create a sense of
excitement in the listener, while
maintaining clarity and stability in
the notes, is crucial. A well-executed
alaap should be a journey through the
raga, keeping the listener engaged
and intrigued”.®

Vilambit Gat and Drut Gat

After the alaap, the performance
typically moves into the Vilambit
Gat, which is a slow-tempo
composition. Unlike the Gayaki
style, where the tempo may be
extremely slow, in the Gatkari style,
the Vilambit Gat maintains a more
moderate pace. In this section, the
artist plays a gat (musical
composition) that is structured
around a raga and a tala (rhythm).
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The Vilambit Gat is performed with
embellishments such as meend, kan,
and small tans (quick melodic
phrases), which showcase the artist's
skill and deepen the emotional
expression of the raga.

Following the slow-tempo Vilambit
Gat, the music picks up speed with
the Drut Gat, a fast-tempo
composition. In this section, tans and
alaap are performed in a rapid pace,
showing off the artist's technical
prowess and ability to match the fast
tempo of the tabla (percussion)
player. The competitive nature of this
section  encourages both  the
instrumentalist and the tabla player to
demonstrate their skills, often
resulting in a lively and energetic
exchange. The performance
culminates with a Jhala, where the
tempo increases further, and the
artist’s technique reaches its peak.
During the Jhala, the violinist uses
fast bow strokes that match the tempo
of the tabla beat, showcasing the
virtuosity of both the performer and
the rhythm section. The performance
typically ends with tihais (a rhythmic
pattern repeated three times), which
adds a sense of closure and finality to
the piece.

Jhala

Jhala is a special technique used in
stringed instruments, particularly the
violin, to create a vibrant and
energetic sound. It adds excitement

6 Shruti, no. 157, p. 63.
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to the music and often marks the end
of a performance, whether after a
Drut Gat or Alaap. The tempo
needs to be fast and smooth, creating
a competitive yet cooperative
atmosphere between the
instrumentalist and the percussionist.
It involves showing off different
rhythmic patterns and is designed to
increase the intensity of the
performance. The violin
is unique in that it can produce Jhala
with remarkable clarity and in a
variety of styles. “The tuning of the
violin also plays an important role in
how effectively Jhala can be
performed. When tuned in a certain
way (like Ma sa pa sa), Jhala is more
effective because it allows for easier
access to higher, sharper notes. In
other tuning styles, like Sa Pa Sa Pa,
the sound produced is less sharp,
making Jhala less effective. This is
why the Gayaki style typically
avoids Jhala, as it requires a tuning
that doesn't lend itself well to this
technique”.®

Conclusion

In conclusion, the violin plays a
significant and versatile role in
Hindustani classical music, offering a
unique blend of both Gatkari and
Gayaki styles. The Gatkari style
emphasizes speed, technical
precision, and rhythmic complexity,
while the Gayaki style mimics the
human voice, focusing on emotional
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expression and smooth transitions.  instrument in both solo and ensemble
Through techniques like Alaap, Drut  settings. Its adaptability to various
Gat, and Jhala, the violin beautifully  styles showcases the violin’s deep
complements vocal performances connection to the rich tradition of
and stands out as a powerful Indian classical music.
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Abstract: This article is a quest to the subtle aspects of non-lexical syllables
(meaningless syllables) of Sama Veda, especially Jaiminiya Sama Veda tradition and
South Indian Carnatic music tradition. These syllables are known as
“Sthobhakshara”. In several instances these syllables are auspicious utterances and
call ... In Carnatic Music, several syllables are used to denote the Jati known as
Sollukattu; in the compositions like Swarajati, Kriti, Tillana etc. The philosophical,

spiritual, and practical purpose of meaningless syllables are examined here.
Key Words: Non-Lexical Syllable, Stobham, Nirgita, Sama Gana.atu.

Introduction: The meaningless
syllables or non-lexical vocables can
be seen in music internationally like
Yodeling, native American music,
Pygmy (African music tradition)
music, Puirt a beul also called
‘lilting’ (traditional Scottish and Irish
song traditions), Nigun in Jewish
religious singing etc®. For conveying
the emotion behind the music both
meaningful and meaningless
syllables are used. When using the
non-lexical syllables in music it
pushes the boundaries of language
and becomes more acceptable and
grabs the audience's attention. In
India the folk tunes are incorporated
with meaningless syllables. The
mesmerizing beauty and charm of
folk tunes are boosted with the help
of these syllables. Dance musical
forms like Tillana, also used these
syllables. We can see in many
branches of music that the
meaningless syllables have been used

! https://en.wikipedia.org/wiki/Non-
lexical_vocables_in_music

in the song or composition, which

serve a specific purpose according to

the context of the song.

Non-Lexical syllables

in Sama Veda
Sama Veda Which has thousands

of branches in the past has now

become three branches in India. In

Kerala, Jaiminiya Sama Veda is the

tradition prevalent. The mantras of

Sama Veda are distorted in many

ways when it becomes musical. They

are Vikaram, Visleshanam,

Vikarshanam, Abhyasam, Viramam,

Lopam, Agamam, and Sthobham.

Here the Stobham which has no

meaning but serves an important role

in Sama Veda. Stobham are of three
types, they are

1. Varna Stobham, (Eg: e, ye)

2. Pada Stobham, (Eg: Atha Iha)

3. Vakya Stobham (Eg: Apama
Somam, Amritha Abhoma, namo
naya, namo napathaye)?.

Why has this Stobham been used

2K. A. Ravindran,

Darpanam

2007, p.38-39, Sama Veda
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in the Sama Veda? What is the
purpose of Stobham?
It has been said that the word Sama is
the combination of ‘sa’ and ‘ama’,
the former stands for feminine nature
or laukika (communicable) and the
later stands for purusha prakrithi or
alaukika  (incommunicable). The
incommunicable ‘ama’ becomes
communicable with the help of
Stobham. Understanding the
stobham requires a preparation that it
is not merely a meaningless syllable,
it carries or fulfills the underlying
principles of Yajna. Quoting the
‘Aksaratantra’ Dr. Subroto Roy in his
article mentions 32 Stobhams. The
word Stobham is rooted in ‘stubh’,
which means ‘connected with’3,
Himkara and Aumkara

Sama Veda has five bhaktis
namely Prastavam, Udgitam,
Prathiharam, = Upadravam, and
Nidhanam. Along with the five
bhaktis of Sama Veda, Himkara and
Aumkara play an important role.
Aumkara or Pranava is considered as
the sound representation of the
Supreme Lord. According to
Mandukya Upanishad when one
chants Aumkara, whatever we see as
material becomes spiritual. When
one understands the Aumkara
becomes free from the dual nature of
the world and reaches absolute
knowledge. The Transcendental
value of Sama Veda is because of the

3Subroto Roy, 2013, p.100-107, Importance of Stobhas
in Sama Veda

prefixing of Aumkara in Sama Gana*.

The Himkara is the sound used as
an introduction to Saman singing.
Him or Hum sounds are generally
used. The Himkara is identified with
the sound of a cow. Himkara is
considered as the rasa of the Saman.
It is identified as the power, sap,
moon, food, generation, breath, bull
(male) in Mahavrata day ceremony,
thunderbolt, spring season, wind,
east, the unrisen sun, the moon, and
the mind®.
Philosophical and Spiritual
significance of non-lexical
syllables in Sama Veda

Vedic culture is rooted in the
Yajna. In the Sama Veda, Sama gana
is musical in nature where the
spiritual realm is touched with the
help of Stobham. Even the Sama
gana is musical in nature, the sole
purpose of Sama gana is not for
sensual entertainment, but for
inviting the devatas in sacrifice.
Sama Veda always embraces the
primordial sound ‘Aum’. Our
universe is always in a movement
where audible and inaudible sounds
are there. Humans can only perceive
audible sounds from nature, but the

subtle and delicate sounds are
happening around us. The non-
lexical syllables represent the

spiritual dimension of Sama Veda.
The order of the universe can be
realised with the help of Sama Gana.

4https://prabhupadabooks.com/d.php?qg:846
5G. u. Thite, 1997,p.132-137, Music in the Vedas
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Our universe is in a constant
motion or vibration. Every vibration
creates sound. Every word is the
result of vibration. Word is
considered as the beginning of
creation. In Yoga and Tantra, the
nada has been described. The nada
has four aspects, from the gross
physical to mental, then the
supramental to Transcendental state.
1. Gross Physical - Vaikhari
2. Mental - Madhyama
3. Supramental - Pasyanti
4. Transcendental - Paravak®.

The meaningful words always bisect
the world into different minor
partitions but meaningless syllables
always unite the world into a single
unit where the illusion of the world
disappears.

Non-Lexical Syllables in Carnatic
Music

The Lakshanakaras of Indian music
have the opinion that the Indian
music has its root in Sama Veda.
Gitaka, Nirgita, and Dhruva gana are
the ancient musical forms. Gitaka and
Nirgita are considered as Gandharva.
Gandharva is the tradition in ancient
period of Carnatic music considered
as sacred forms where the
meaningless syllables are found in
the Nirgita or Bahirgita. Nirgita
consists of instrumental and vocal
forms. Vocal form is known as
Dhruva where meaningless syllables
are used known as Suskaksara or

6 M. R. Gautam, 1989, p. 12-13, Evolution of Raga and
Tala in Indian Music.

stobhakshara. Eg: Jhantum,
Jagathiya, Valitaka, Kucajhala,
Gitikala, Pasupati, Diginigi, Digra,
Ganapati, and Tica. This Nirgita is set
to a metrical structure. These non-
lexical words are useful for the songs
to complete the Tala. The Nirgita has
a tala system not like our repeating
cycles of tala or beats. The entire
composition is matched with one
cycle of tala like Caccaputa or
Cacaputa. Nirgita has different
sections and those sections are
defined on the basis of the
arrangements of the syllables. There
are nine stages of Nirgitas. They are
Pratyahara

Avatarana

Aramba

Asravana

Vaktrapani

Parighattana

Sankhotana

Margasarita

. Asarita

Bharata Muni in his Natya Sastra
mentioned the word ‘Upohana’
which acts as a prelude for singing
gitas. The purpose of Upohana can be
equated with the raga alapana of our
modern day concert’.

After the Bharata period, the
marga-desi sangita evolved. During
that period the musical form named
‘Prabhandha’ came into existence.
Sarangadeva in  his  Sangita
Ratnakara mentions the Prabandha.

CoNIOT~WNE

7 M. R. Gautam, 1989, p. 79-81, Evolution of
Raga and Tala in Indian Music.
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In the Prabhandha the meaningless

syllables are used in three areas.

1. Swara syllables or sargam-
literally saying sa, ri, ga, ma, pa,
dha, ni.

2. Tena- singing the syllables ‘te’ and
‘na’.

3. Patha- the syllables
drum strokes.

In the Suda Prabhandha, there are

four sections in it. They are

1. Udgraha- (Introductory Section)

2. Melapaka- (Meaningless
syllables)

3. Dhruva- (Principle section)

4. Abhoga- (praise of patron or
king)

Among the four sections, Melapaka

is the section which has meaningless

syllables connecting the Udgraha and

Dhruva sections®.

In the later period of Desi, the
Ragalapti and Rupakalapti singing
started.

In the Ragalapti the singing covers
the three registers starting from the
mandra, then madhya and tara sthayi.
Singing has four steps starting from
low register, then middle, then high
and coming back to the starting note.
The important thing is that there is no
meaningful text used while singing
the Ragalapti.

The Rupakalapti contains melodic

phrases called ‘sthaya’, where a-kara

and sargam syllables (sa, i, ga...) are
widely used for singing®.

represent

8 N. Ramanathan, p.10, Form in Music.
° N. Ramanathan, p.11-12, Form in Music.

Post Sangita Ratnakara period
witnessed Chaturdandi Prakasika

(after the 15th century) where
musical  expression  flourished
widely. Chaturdandi means four

pillars, they are

1. Alapa

2. Thaya

3. Gita

4. Prabhandha

Alapa has two kinds, Gatradandi
and Jantradandi. Former is vocal
singing and later is instrumental
rendering. Gatradandi was vocal
singing including sargam syllables
and ‘ta’, ‘na’, and ‘nam’. Thaya was
understood as melodic structures
meant for instrumental rendering®.

During the modern period,
musical compositions flourished like
never before. New musical forms
evolved. Musical forms are broadly
classified under two heads. They are
Kalpita and manodharma. In the
Kalpita sangita, Tillana a musical
form contains meaningless syllables.
In Tillana, the non lexical syllables
represent the drum strokes known as
‘colkettu” is  beautifully used.
Jatiswaram is another kalpana
sangita where no sahitya is involved,
only swaram is sung. In the
manodharma sangita, raga alapana
portion sung before a composition or
pallavi constitutes no meaningful
sahitya, terms like ‘ta’, ‘da’, ‘ri’, ‘na’,
‘hari’ etc used. Swarakalpana is the

10 N. Ramanathan, p.12-14, Form in Music.
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other manodharma sangita where
only swaras are used for singing.
Tanam is another manodharma
sangita using ‘ta’, ‘nam’, and ‘a’
syllables only**,
The Philosophical and spiritual
significance of non-lexical
syllables in Carnatic music

Art  music, whether it is
meaningful or meaningless, ultimately
the music creates harmony which
unites people, nature and all elements
of the universe into a unity. The
meaningless syllables have no
language barrier, so that all the
people can easily enjoy the music.

Conclusion

India is a nation representing a
vast traditional history where the
mundane to spiritual aspects have
dealt in from centuries. Whether it is
Sama Veda chanting tradition or
music tradition, seeking the ultimate
truth of the universe is the prime urge
of our tradition. Both the meaningful
and meaningless syllables are equally
relevant in harmonising music of our
nation as well as other nations. Sama
Veda or the music is the key to open
the unknown door to the unknown
realm where the supreme bliss or the
anandha can be experienced.
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Abstract: Sripadaraja’s composition ‘Idanadaru’ ,which captures the deep devotion of
dasya bhava, or servant attitude of devotion explores beautifully, the core of Dasya bhakti
throughout it’s Ilyrics. Sripadaraya emphasizes humility and unselfish service, while
expressing a profound desire for spiritual closeness to the Divine through his expressive
lyrics. In this article, the scholar explores the composer’s ultimate dasya bhava portrayed
through the lyrics of the composition. The rejection of worldly pleasures highlights the
composer’s dedication to spiritual development and demonstrates their belief that, devotion
is to serve the God at any time. Dasya bhakti is a deep relationship based on devotion and
surrender, that transcends simple worship, which is clearly reflected through Sripadaraja’s
lyrics through this composition. This composition emphasizes the power of submitting to
the Divine, while expressing the strong desire of the devotee, to serve at God's feet.
"ldanadaru" is a unique composition, which essentially reminds the basic principles of
Dasya bhakti, which includes the significance of humility, selfless service, and sincere
relationship with the Supreme as a Dasa, that would ultimately result in spiritual
realization and liberation.

Keywords- Sripadaraja, Composer, Composition, Bhakti, Dasya bhakti, Servant, Devotee,
Service, God, Serve, Feet, Worship, Lord, Devotion, Dasa, Submission, Surrender,
Haridasa, Spiritual, Humility, Portray.

Introduction: Bhakti means practices have numerous ways to
devotion and it is a spiritual and communicate with the divine.!
devotional path that emphasizes  #@Ui @i fawi: wRol
devotion to one's own God. The term _de, TRy, Y ST e N
‘bhakti’ is derived from Sanskrit S GufGer fawi wfpear Faerr frad

language , in which ‘bhaj’ means to e T .
serve or to worship. A strong ° Sravanam — Listening to the glories
of the God

emotional bond and submission to the ) o hanti )
divine are the core characteristics of * Kirtanam — Singing/Chanting the
this path. praises of the God _

Srimad Bhagavatam mentions nine * Smaranam —Remembering the God

types of devotion, which is termed as * Paadasevanam —Serving God’s feet
Navavidhabhakti. These devotional * gxfrf(é?ﬁ]ngzm—Worshlppmg God with

! Srimad Bhagavata Mahapurana-Book 7-
Discourse-5-sloka-23 and 24
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» Vandanam — Doing salutation to the

God
» Dasyam — serving the God as a

servant
+ Sakhyam — Considering the God as

a friend
+ Atmanivedanam- Total surrender to

the God

Sri Prahlada Maharaja stated nine
kinds of praying approach to the God.
They are Sravanam, Kirtanam,
Smaranam, Paada-sevanam, Archa-
nam, Vandanam, Dasyam, Sakhyam
and Atma-nivedanam. These nine
kind of approaches towards the God
includes listening to the praises of
Lord Vishnu, and chanting of the
divine names of the God, thinking
about His qualities and remembering
the God, to wait upon Him which is to
serve God’s feet, care for, or be in the
presence of the God in a respectful
and devoted manner, offering
different stuff to God and
worshipping, Offering namaskaram
or salutation to God, to dedicate one’s
action or service to the God as a
servant, Considering God as a close
friend, Surrendering body, mind and
words to God or to offer one’s
dependants and belongings to Him.

In this article, the scholar points out
the significance of the seventh kind of
bhakti approach, which is Dasya
bhakti through ‘Idanadaru’
composition of Sripadaraja.
Dasya bhakti and Haridasas

In Dasya Bhakti, the devotee
considers oneself to be the divine's

servant. This kind of devotional
practice places a strong emphasis on
modesty, selflessness, and total
surrender of one's ego and desires to
serve the Supreme Almighty. Dasya
Bhakti bhava is very well connected
to various streams of music and this
theme has been well portrayed
through different kinds of music. But
the strong and direct connection of
Dasya bhava of bhakti can be traced
from Dasa sahitya, which is the
literature of Dasakutas [Haridasas]
from Karnataka started before 13™
century. The core characteristic of
Dasa Sahitya is the idea of "Dasya
Bhakti," or the devotion towards the
God in a servant mode. Dasya Bhakti
emphasizes a humble, selfless, and
total surrendered relationship between
the devotee and the deity, like that of
a servant to a master.

A Haridasa is a person who does
service to Lord Hari. The main quality
of a dasa ought to be the attitude of
being at the service of the Lord at each
moment without double thinking. A
group of saint-poets and followers
from southern India's Karnataka
region were known as the Haridasas.
They were very active in the Haridasa
movement. On account of their
contributions to bhakti literature,
music, and philosophy, the Haridasas
continue to play an important role in
India's spiritual landscape. Their
teachings, which emphasize the
fundamental values of humility, and
service in the interest of divine
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connection, still serve as
inspiration to many devotees today.
About the Composer-Sripadaraja

Sripadaraja,[1422-1480] lived in
the 15" century and was born as
Lakshminarayana to a devout
brahmin couple, Sheshagiri and
Giriyamma, in the village of Abbur in
the Chennapatna taluk, belonged to
Mulabagal in Kolar district. In the
Dasa Sampradaya, a Vaishnavite
tradition  established by  Sri
Madhvacharya,  Sri Padmanabha
Parampara was an important spiritual
lineage. Sri Padmanabha Tirtharu, is a
well-known saint and philosopher
who established this parampara in the
Dasa Sampradaya. Sripadaraya was
the successor of Sri Padmanabha
Tirtharu. He became the chief of Sri
Padmanabha Tirtharu's Parampara.
He is the very first Scholar and Saint
in the Dvaita Sidhatha [Vedantha
tradition]. He is also known as
Sripadaraya His poems mostly
focussed to Lord Rangavittala. He
follows Madhva school of philosophy
and has done so many contributions to
it.

an

Haridasa movement is a major
spiritual and cultural movement
which developed in Southern India,
mostly in the state of Karnataka. It
emphasizes the value of individual
devotion (bhakti) over ceremonial
traditions and is symbolized by
devotional practices. Through the
medium of devotion and music,
Sripadaraya played a significant role

in the Haridasa movement in
Karnataka. The Haridasa movement
promotes a  close, intimate
relationship with the God and holds
that devotion can lead to spiritual
realization for all people, irrespective
of caste or social standing. It says that
genuine bhakti goes beyond worldly
worries and involves oneself over to
God and performing selfless service
to the God.

Sripadaraya was the disciple of
Saint  Jayatirtha and  followed
Madhvacharya,the founder of Dvaitha
Vedanta School. His works include
Ugabhogas, Compositions,
Commentaries on Puranas like
Bhagavad Gita and Upanishads and
all these works throws light to the
DvaitaVedanta doctrines in a lighter
shade to make the normal audience to
understand it.

The Scholar has taken ‘Idanadaru’,
a unigue composition of the composer
Sripadaraja, to show the Dasya bhakti
essence, which is  beautifully
portrayed in it.

The Composition of Sripadaraya
Pallavi:

Idanaadaru kodu kodadiddare ninna
Padakamalava nambi bhajisuvudento
hari hari

Charanam-1

Grasavasagalige illavendu ninna
Besarisi beda bandudilla
Vasudevane ninna Dasara Dasara
Dasara dasyava kodu sakendare
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Charanam:

Agabeku rajya bhogagalenagendu
Ega nanu beda bandudalla
Nagashayana Rangavittala naninna
Baagila kaayuva bhagya sakendare
Meaning:

Pallavi- The Composer asks the God
‘Will you atleast give me a chance to
serve Your feet,so that | can offer my
devotion and can be wrapped in Your
grace’.

Here in a heartfelt request, the
composer longs to the Almighty, to
grant him the humble opportunity to
serve at God’s sacred feet.

Charana-1 The Composer says that ‘7
am not in need of any house, food or
anything else, | am not asking you for
any materialistic pleasures or things,
Vasudevane, | just want to become a
dasa [servant] of another dasa who
serves the God. That Dasyatva is
enough for me. Please give me that
chance to serve you'.

This is the ultimate state of mind of
Sripadaraya, who is longing to be a
dasa’s dasa which means a servant of
another dasa who serves the God. This
shows his humbleness, as he is
considering himself below a dasa,
who serves the Supreme Almighty.
Charanam-2 The Composer mentions
that ‘T am not in need of any pleasures
of a Kingdom or other worldly
pleasures. Nagashayana! Ranga-
vittala! Please give me a chance to
serve you as a guard at your door. So
please give the fortune of being Your
Dasa. That is enough for me’.

Here, the ultimate focus of a dasa, is
revealed and can be experienced
through the lyrics of this composition.
The composer points about the
significance of the service [devotion]
of a servant and begs to the God, who
is relaxing on the serpent Shesha to
provide opportunity to see and serve
the God at His door as a guard.
‘Rangavittalla’ is the mudra of the
composer Sripadaraya.
The true portrayal of Dasya bhakti
essence through the composition.
This Composition truly portrays
the genuine humility of the composer
Sripadaraya and his desire to became
a dasa of the God to serve Him. This
longing of the composer is a reflection
of a deep realization that, the highest
value of genuine dedication is
experienced in servitude, which
means serving the Divine. A strong
rejection of materialistic wishes is
indicated through the lyrics which
shows the composer's pure focus in
serving the feet of the Lord, which is
a core lakshana [characteristic] of
Dasya bhakti. The heartfelt request to
the God, to serve as a guard at God’s
door, highlights Sripadaraja’s longing
to be in the Divine’s presence always.
This desire reflects the basic quality
of Dasya bhakti, which a Dasya
bhakta follows, where the devotee
seeks closeness to God through
service. The act of guarding the
Divine signifies a willingness to take
on any role that brings them closer to
the beloved master [the God],
emphasizing the importance of being
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in service as a pathway to divine
spiritual union.

The composer’s belief is that, the
true fulfilment comes from serving
the Lord rather than pursuing other
happiness or successes is explained
through this composition. The lyrics
of this composition perfectly captures
Dasya bhakti's spirit of unwavering
devotion. In Dasya bhakti, as the
devotee experience close contact with
the Divine, serving the God becomes
more than just a responsibility. It
becomes a personal act of devotion
and surrender, that strengthens the
knots that bind the devotee to his
Master, the Supreme Almighty.

True devotion frequently needs to
serve the divine. The repeated usage
of "Dasara Dasara"” in the first
Charanam, strengthens the belief that
group devotion improves spiritual
experience and strengthens the
community's connection to God by
fostering a sense of togetherness
among worshippers. The simple
language and sincere sentiments
highlight that true devotion doesn't
require elaborate rituals, but rather a

sincere mind to serve and surrender,
reflecting the simplicity of the
devotee's emotional condition.
Conclusion

A strong relationship with the
Divine is made easier by being a
Dasya bhakta. Serving the God
creates connection and makes it
possible for the devotee, to sense
God's presence and take the right
direction or path in their lives. This
intimacy with the God strengthens
spiritual awareness and nourishes the
soul of the devotee. Dasya bhakti
places a strong emphasis on humility
and acknowledging oneself as the
Divine's servant.

In  conclusion, this striking
composition of Sripadaraja,
masterfully captures the pure spirit of
Dasya bhakti through selfless service,
detachment from worldly ambitions,
and a strong longing to be near the
God always. It supports the idea that
ultimate fulfilment of a devotee,
comes from giving oneself totally to
the God, by giving the highest kind of
devotion through service to the God.
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Musical analysis and Practicing techniques on Jatiswara
Compositions of Palghat Rama Bhagavatar

Anjo P Thomas
Research Scholar,

Central University of Tamilnadu, Thiruvaarur

Abstract: : Carnatic music system includes various musical forms. Jatiswara is one of the
earliest musical forms rejuvenated by the musical knowledge and practicing techniques
of the composition of Palghat Rama Bhagavatar. This article explores selected Jatiswara
compositions of the musician, highlighting the hidden techniques and various elements to
enhance the practitioners' understanding of the composition and practicing techniques.

Keywords: Jatiswara, Rama Bhagavatar, Practicing techniques, Musical Analysis, Musical

forms

Introduction: Palghat Rama
Bhagavatar was born on 5" June, 1888
in the village Munda Mukha near
Shoranur. His  elder brother
Venkatakrishna Bhagavatar taught him
the kathakali padams and in course of
time became an exponent of the
padams.

He had demonstrated a unique
method of singing since his childhood
which was appealing to all. His voice
was described as "Janaranjaka—a
delight to the listeners. Rama
Bhagavatar had tutelage under
Umayalpuram Swaminatha lyer. He
got an opportunity to learn a good
number of compositions of Saint
Tyagaraja from his guru because he
was a disciple of direct disciple of Saint
Tyagaraja. Rama Bhagavatar spent
eight years in Kumbakonam not only
learning from Umayalpuram
Swaminathan lyer but also from other

L https://ww.ramabhagavatar.com/
2 https://www.ramabhagavatar.com/

great musicians like Konerirajapuram
Vaidyanatha Iyer attending the latter’s
music performances. Through this
rigorous practice and training, he
developed for himself a bank or style of
raga alapana, swara prastara, Kalpana
Swara, and manodharama. Prof.
Sambamoorthy writes about Rama
Bhagavatar, also known as “Kalpathy
Tyagabrahamam”? as “He was a top-
ranking musician and brilliant exponent
of Pallavi, Raga alapana and Exponent
in manodharma.® The compositions of
the musician are unique as they
demonstrate the practicing techniques
that can be useful to gain expertise in a
particular raga in  which the
composition is set in. This article
chooses two compositions based on
these elements and explains the
techniques of the swara patterns used in
it to help in enhancing methods for
learners and keep the documentation of

8 Ramakrishnan, K V A. “Palghat Rama
Bhagavatar a Life Sketch”. Printed by
Photograph, Madras.
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them stored as research data for further
research.
Historical Development

The origins and historical
development of Jatiswara, tracing its
roots back to the ancient Nritta
Prabandas and emphasizes the
influence of the Tanjore Quartette—

Ponnaiah, Chinnayya, Vadivelu, and
Sivanandam Pillai*—who were
instrumental in  formalizing the

Bharatanatyam repertoire through their
compositions. By organizing and
structuring the Jatiswara within the
Bharatanatyam program, these early
composers established a foundational
form that influenced the trajectory of
Jatiswara compositions. Dr. S Sita’s
research underscores the pivotal role
not only in bringing the evolution of
Jatiswara genre but also the evolution
Pallavi

of the tradition of Indian classical dance
and music.

M. B. Vedavalli highlights the
contributions of prominent composers
from the Mysore region, including
Veena Sambayya, Veena
Padmanabhaiah, and Veena
Sheshanna.®  Veena  Sambayya’s
Jatiswara in Bilahari raga. (Published in
Sangita  Samaya  Sara), Vina
Padmanabhiah composed Jatiswara in
different ragas like Kannada and
Karnataka kapi and 11 Jatiswaras of
Vina Sheshanna are also mentioned in
that book. Their compositions represent
the unique stylistic and technical
advancements within Mysore’s
classical music tradition, showcasing
both melodic depth and rhythmic
complexity.

Jatiswara Compositions of Palghat Rama Bhagavatar

Jatiswara No: 1
Ragam: Nattakurinji

Tala: Rupaka
X X \Y |
$,,, ,,n, d,m, |
S,,, ,,sn s,gr |
Anupallavi
$,,t snd, ,snd
S,,, ,,nS ,Sr,

4 Article, S, Sita. Jan 1976. “A Note on the
Evolution of the Jatiswara Composition”. Madras:
University of Madras, Journal of The Madras
University Volume XLVIII, No. 1.

Aro:SRGMNDNPDNS
Avro: SNDMGMPGRS

X X vV

g,s, . d,n,
gyim yyn; d,n,
m,,m mgs, ,ndn
rg,g m,md ,dn,

5 Vedavalli, M B. 1982. “Mysore as the seat of
music”. Madras: University of Madras: CBH

Publications.
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Charanam 1
m,,n dnmd nndd |
m,,n dnpd nsnd
m,,m gsm, ,ndn
m,,m gsnt $,nd

Charanam 2
S,,, . nsnd
Sy 1S dnns
S,,, ,, TS ndns
d,,, ,,nd mdmg
S,,, ,,Sm gmdn
ps,s ndmd nndm
rs,sS n,d, nmdn

Musical Analysis
Pallavi: Jatiswara consists of Pallavi,
Anupallavi and multiple Charanas.
Tara stayi Shadja or ‘S’ is the Graha of
the Pallavi and Anupallavi. Tara stayi
Sadja is the elongated swara containing
six aksharakalas (matras). Pallavi is
melodically very appealing and less
complicated. The first phrase explores
the Avarohana phrase of the raga
Nattakurinji.
Anupallavi consists of four talavatam
having various ranjaka phrases like (1)
s, rsnd,, (2) sndm,, (3) mmgs,, (4)
ndns,,,,,, and followed by the Ahata
gamaka such as ns, sr, rg, gm, md, dn,
First charana focuses on Jeeva swara
‘m’. It brings out the various long
phrases connected with the swara ‘m’.
These phrases are given below.

ndnmdnndd m,,

mgsndnsrg m,

ndnpdnsnd m,,

ndnsrssnd m,,

mgsnis,nd m,

m,,m gsnd nsrg I
m,,n dnsf §snd
m,,$ ndm, rs$nd
m,,m gsrg mndn

| ndmd mgsr sndn |
srrg gmmd dnst
n,,, ,, 8N dmdn
m,,, ,»mg sndn
Sm,m gSST sndn
sm,m Qgss$s$ ,$nd

mgsrgmndn m,,

Then followed by the short phrases,
focusing the same jeeva swara ‘m’,
such as (1) mgsm,,, (2) ndnm,,, (3) snd
m,,, (4) rsnd m,,,. Rama Bhagavatar
included the typical structure of
koraippu (style of Manodharma
sangeeta) for the learners to develop
and understand the koraippu style for

their  future  well manodharma
rendition.

Janta prayogas occur in the swaras (n, d,
8).

Charana 2

Alankara prayogas: 1$n, snd, ndm, dmg
Ahata gamaka: ns sr rg gm md dn s¢
We can find out the Jati patterns from
this musical phrases

Phrases Jati patterns

$,;; rsnsnd Tam, ;;takajanutaka

n,;;sndmdn Dhim , ; ; dhi mi ta janu ta
d,;;ndmdmg  Thom, ;;janutadhi mita
m,;;mgsndn Tam, ; ; taka ja nu dhi mi
s,;;smgmdn Thom, ; ; taka janutaka

117



ISSN-2348-5892

Musical analysis and Practicing techniques on

Jatiswara Compositions of Palghat Rama Bhagavatar

Jatiswara No. 2

Ragam: Begada

Tala: Rupaka

Symmetrical phrases: (1) s m, m g §
@ ps,snd@)sm,mgs

Pallavi

X

S,
s,S,
S,
sns,
nsr,
p,r,
Charanam 1
d,p,
S,
n,d,
S,

| nsts
Charanam 2

Siii

vPg,

S!!!

diii

n,,d
m,,p
piis

dp,m
ndpm

| pdpm

pdpm

X V
n,,, d,p,
g,l‘, g,m,
rsns d,p,
g.r, g,m,
S, g, r,s,
s$,ns d,p,
M, g,r,
g’r’ glm’
p’m’ glr1
g’r’ glm’
grsn dps,
grsn dps,
mgis nsdp
., 8¢ fénd
mr,s s,rn
grg, mpdp
,,nd pmpd
pmogpgr
grg, mpdp
,pmg mpdp
mgpg grsn
,ndp mgmp

Sangitika

Mathematical combination such as 1 + 2
1+ 2,2 + 4. Range of this Jatiswara is

between Madra Stayi Daivatam or ‘d’ to

Tara Stayi Madyama or ‘rh’.

Aro:SGRGMPDPS

Avro: SNDPMGRS

X X
mpd, dpm,
plml lldl
mpdn ,dpm
p,m, ,,d,
r,s, rsns
isdp mgrg
s,n, d,p,
p,m, ,,d,
s,n, d,p,
p,m, ,,d,
,Sgr gmpm
,Sgr gmpm
I s..p .gmr
pdnd ps,t
dmps ,nsg
" nyyy lldp
n,,, ,,dp
Siii ”Sg
$,,8 I8P
p,,S ,ITST
S,,0 ,rgm

118




ISSN-2348-5892

Musical analysis and Practicing techniques on

Sangitika

Jatiswara Compositions of Palghat Rama Bhagavatar

Musical Analysis
Pallavi
‘$” is the grahaswara. Ranjaka prayogas
occur in the first line like mpd, , dpm, ,
gmr, followed by the Arohana of the
raga. The second line is decorated by
adding the phrase like (t$ns,, sns). The
subsequent lines have more tara stayi
phrases. nsrs is a rare phrase that has
been used at the end of the Pallavi.
Charanam 1

The Melody explores in first speed
in the first portion of this stanza
(include 4 talavattam). The third and
fourth lines (two talavattam) follow the
second speed of the same melody. This
is a good technique for beginners to
identify the speed variations. Rama
Bhagavatar explored only simple
phrases including Arohana and
Avarohana phrases of the raga.
Charanam 2

Charanam 2 begins with the swara
‘S’ or shadja followed by six counts.
The melody of the Charanam includes
the pattern “m,p , gm , 1,g , s,I”.
“pdnd, pdpm, mpdp” these phrases
have been used frequently. One cycle
of pattern (8,,,,, grsndp) repeated five
talavattam in charanam and follows in
descending pattern.

8, ,,, gisndp
$,, »,» Ndpmpd
n,, ,,, dpmgmp
d, ,,, pmgpgr
S,, »,, SQrg,m

The first swara occurs six counts
and the following swara-s contain one
count each (6+1+1+1+1+1+1). “pdpm

grg, mpd, are the same swara patterns
used as a filler.

Another cycle starts with the style of
(3+2+1+1+1+1+1+1+1) that also
follows the Avarohana phrases.

The Key phrases of the raga Begada
have been used in the end portion of
this Jatiswara such as (1) §,, g, rgpgtsr
(2) n,, d, pmgmpdp (3) p,, §, rsrnsdp.
Range of this Jatiswara is between
Madra Stayi Panchama or ‘p’ to Tara
Stayi Panchama or “p’. )
Observations: Jatiswaras of Palaghat
Rama Bhagavatar

Swara foundation: In Carnatic music,
foundational exercises like Sarali
Varishas, Janta Varishas, and Dhaatu
Varishas are essential for developing
the skills of learners. Rama Bhagavatar
included several types of musical
patterns to develop skill, control, and
precision in the Carnatic music system.
Each of these exercises focuses on
different technical aspects. His
Jatiswaras allow learners to explore
various swara combinations and help in
transitioning smoothly to Kriti, and
Varana learning, as they are exposed to
basic rhythmic  and melodic
frameworks used in actual
compositions.

Convey the essence of Raga:

Jatiswara are essential compositions in
Carnatic music training, and they serve
as an important link between basic
exercises and  more  complex
compositions. One of the distinctive
features of Jatiswara is their capacity to
convey the raga bhava, or the emotional
essence of the raga.
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Grounding the rhythmic knowledge:
Rama Bhagavatar introduced different
levels of speed variations of swara
phrases within the single composition.
This may be the intention of the
composer to teach the students to get
the knowledge of rhythm.

Improving Manodharma Techniques:
As students advance to Jatiswaras, they
encounter a greater variety of rhythmic
and melodic structures. This familiarity
with different patterns and
combinations  is  essential  for
developing an ear for more complex
compositions and ultimately helps in
the mastering of improvisation
techniques like alapana and kalpana
swaras.

Koraippu in Carnatic Music System:
Koraippu refers to a specific form of
Manodharma Pattern in  Carnatic
Music, where the artist showcases his
ability by singing rhythmic variations
by gradually reducing the number of
syllables or musical phrases, building a
peak level of attraction toward an
intense climax. It’s a very tough task to
sing koraippu unless the raga and swara

References:-
i. https://www.ramabhagavatar.com/

ii. https://www.ramabhagavatar.com/

are not registered properly. Utmost
concentration and skill are needed to
sing this technique. Rama Bhagavatar
played a pivotal role in improving
manodharma techniques for
practitioners, especially the ability to
sing Koraippu in  Manodharma
Sangeetham.
Conclusion

By introducing Jatiswaras, Rama
Bhagavatar provided a systematic
approach that allowed students to
practice rhythmic reductions and
variations methodically. His
compositions point out to the ocean of
knowledge such as the presence of
several structural swara patterns,
Ranjaka prayogas, rare phrases, Jati
patterns, Improvisation methods like
Koraippu, Kalpana swara phrases,
various rhythmic mathematical
combinations etc.
This contribution by Rama Bhagavatar
has been instrumental in the pedagogy

of Carnatic music. It lays the
foundation steps for practitioners,
which is essential for advanced

performance in this art form.
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qIoT e BT ST diom i der T 2 |
Ifew afec & 59 arer & TEOT G
e 9 | e € fa 100 ARy
qTAT IR {1 AT © SR 3 Ieqaa
qrg B FE HET TAT B | 399 I8 AT
ST & {6 I8 areris IR qEd $
A T WP & Gord @l & <7 2| T-

TSI AT T &, Hifh 59 arerds
BT AR GG F gdmd fher Soft
S i FifId, |ie e (I HeHR B
AT Arcabel B) ¥ 30 Ugw e fhar
ST | U8l & 9T HR B Jfharr
T O BIfthy) T § SAHT Tae
B3 BT AT | IAH THI B SURRA

HEAT TeId Hel 8N fh HIeliak # I8
AT 3R BIATIT Ao arel Y o
AT 2 3R YR T < A & ufdeedy <ot
A B IS TAR—IER 3T BN |

39 A © DI DY AR A= =Rl
H TN SfE™T & U= H W BIBR ORI
g1 399 BART Sew B Pl AR

Tfd O el ¥ s9aT Sy R
ST B |

dfedmdrel AT FTdadTad (1500600 §.
Y) 3500 AT Ugel dToT AT AT AHH

aERiF g9y IR dgf H, hER B
sfaera § yrRd & sfoga § wd fasg &
sfoer # el va AT 9IS B
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TR AR PT PIAMGHAD SEAI:

qUT —HR drd BT Hay 3R gD
IRy T, 93 9rer AHG a1 A7 917
H gs 2| dg Qe H 97 AT q107 ¥ea
&7 Seoid fHerdr & |

Fida (1500—600 $.4) H ATl T B
TN 1

S 9R W¥d b — 1.85.10 , 8.20.8 ;
a1 R 99 ¥ — 9.50.1 , 9.97.8 ; 3R

e 18510 & ST § wOd AT
100 TR BT BT TNPHR $R 8T I
a9y o 7ET ® | SHD YHIT HHgIv
& 999 w9 fH & Aeolin Harp &1 @t
g oI 100 aRT &1 9oiF & 3R 39
AchHIHR T SISAT A qOIAT ST o7 | 3
dfepdrd § 30 AHIE B GHI G
qE b WA H gD fHAr Sar o)

UH IR T b — 10.324 H fHerar 2

dfedparar TT ai@T SR gAT | aroT

qTo7 qTel Bl iR § 1 UhRI § 9am
TR —

B Ao A HET AT o | g9H |l
(100) TR emfAer o | AT qreRE | aror

1. UBll UHR SHADI IART GJITHR
Ao F S B GR deH wWHE do
qoi- QAT o) fewof <d 8 fo 2
qrom T ® RfIPd TR H Uh
TNTBR Ao AT AW W gaferd o |
ifer wifec § 39 <A1 IrE PHET AT

qIH AfSd YOI o7 | Head IS b
SRM, 3 10T BT g1fHE SRl g AW
W # xR gRT 59 9@ B o
ST o |

TeTa—= 4o —

aroy arer A ARt arel diom | g ke

PR H I8 fasfid ger waRAvSd,
ST AT dIoT BRI gRafid wd |
37 |
2. AT YHR HHA G107 AT HOQION,
R ® 19T |0 A RAde & g 1.
85.10 TR ATUT ¥ PI IYCIBRYT T §Y
S HOEIVN AW | AGId A 2
RIIE B b 1.85.10
e JIwdd d ASIRIgelv
UaaH |
gl 1ol 7od garal 9 |QHed
o afer 1
Fad — SR (AHAON W) IO
TIhAl I HU BT HUR IoT fordl AR
ART 3 91T ST dTel Udd &I 9ed o
f&ar | IFER A4l 7 9197 9 8%, AW
M H A% B9R IJOAEl B T
(@rmpY®) SUBR T Ay |

L syreeer wifiar 3 ceftamer — < e weTfe ; U Ho 17
2 it - gt siar — frer i e ; 78, 164

e g wfearett # eradsn drom ar
AN 9roT ATHE W OSTET ST T |
ARR AT H—aror: erdRgHata 4 S
P e 21

dEgTd 93 @ , groT arer 4T
AT IO Bl AigaR T YeR DI ADhS!
I P (BH) B T fear Smar e
d SW AgAEH (Resonance
o) 9 & gHS ¥ 39 7T g ST oIl
oOT| TG IR YT T B D ™ AT
IRIT & I | 59 BT 9 ST SIar
ofT | 3 TATYT, I Bl oIbsl AT §a Pl
T Sfedl & 39 IO SrdT o1 | |
SfEAT PI BIS T IDbS BEN ST & |
T 3R wda=n dion arer ¥ dRi @Y
"o & forg @) 79 faw g -

(1) wftsera =N (R Ty +ff Har
T B ) AAGER dad A9 B8 aR

3 Classical Musical Instruments, Suneera
Kasliwal ; Pg 216

4 A s 7-5-9-2
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33+34+33€|ﬁ€|T%3TrQ%‘*|‘s‘ﬁ%lﬁ34aﬁ
3R 9y # 33—33 AR 4 YRR gRT 99
S 9| Y Yd 9 W HA SwRY 9
JRI—IR F ART BT AT SICT o7 | Ugel
33 OR 3Eay ¥, TURT 33 AN B 9,
e 34 ORI ®T Q1, M dfed 9, 33 AR
I T AT 1 TR [EM g IS
ERT 75 ITARYT G drerd o |

(2) drcaT siagd & SgER g H
10 ©E ¥ fURMT S7ar o1 &R 10—10 IRI
B 10 B H fORR Simar o | s«fery
SFI @ 79 ¥ 100 IRI BT R e H
ST AT |

S Tl ¥ 84 B8 ADhd © (b I8 AR
IR (S 999 MR 9 faf= Qe |
faftre=T =t yafera gam & | O R
# dR, W Al |, 9§ e,
IHRT H TR SARTFR, JRIY H FHarerd
IR Ehslc HE g Mt Y facert o
v g1 39 9l drE, AR 9 b
M 8 W 59D AHR H, @i
ARl & Rt #, aree el 9 ud FHe
B AMBR BB JR U T 2|
AAHTAT IR H O ST &1 Bl
U1 TS o1 d9 S GG AT
AP BT N WITAT g8 | FERI TR
qEH AU FT ol © (b I AT U
IUE 7 Ul W osmar o 3R ST
Ugel AR AW AT O I8 HRAT e
g, T 31ef & |e AT 100 3R R
I AR ATl aTel B BEd 2 |
PHIARI o —

R aE @ 9 BagAl dre
WRESA & IMAHR BT are o a2
TSl A oIl ST o |

5 Musical Instruments of India, BC. Dev ; Pg 122
6 The Music of India, H.A. Popley ; Pg 113-114

BT Ieord A1 Al <T@ B RIfSTHA
geciiey ot gfear s # &fdra T 8
gg e bordel AR faeaayRd &
AuETerd # Rerd 2 |

TF. U UiYel & IR © U8 ATEl Pl
faspR Y PrearaT gR fbar war 8
3R 39 TradAr Ao off |5 ? e
A ORI @ B @1 v ® 3R S0
STg@reE (xylophone) @ wifa ares
&R BT fqavor faar 21

TH. TH. SR @ RAd IAPI IR
ARG Bl g&ieh Hid ared VOL 1
ST Tl T ¥ ford 8, SHH e
A B TV TPRI BT Seaid fhaT & —
®. TSl PR WRHSA & AMPR § o
U UBR AT €, oI i &1 9mT
el 49 & MR b1 welid i1 B | 3
arer &r g drom f FET T B |

@ T UBR Th HR & AMHR H
741 8, ™1 31§91 / fAsRE / doH
NENISET

R I & HR H adaAT grom
Iy H &R AP A & I H 39
TRINT & AT ST o7 | I8 &F A BH
q—2lE (2—25) AR A AP I
ORI A1 & AR I8 Hold: DR B
waﬁﬁé’re—cq;rgaﬂéw

HIR & TEIOT ewd GRI0T (GET 2rared]
Soyd 9§ hx TEN Al So) qem
ISTRATf (12 ordredt o) # Urm AT
TS T WA B IIAR AR BT A
39 gfp Gfg & 59 9T 9= wU H
U7 ST & | S GRI0T I & AR
YRET A P AR H SHT g frar
AT AT €| YRS H#f e A ud
geefy 9 o ® 1 SN g7

7 SIS« G SICETS] — ferere it five ; T ®o 144
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TR B TRE I Yol ol & | 98
Taaan qion @ e arfeer Ay TS
2P

AR ITRIT H R AERF g I AR
@ Gd § $HPT TEeT Xgdr o | U8
Il HR H g A9 GNd b oA
wg<h fdar Siar o | SR fraer 29
| | T 8 Ia91 &1 gl 7 59
JUATHR SHDT TRAT 3R FHD! I[oTadT
B A 9T 21 R H W9 gReH
JTHHITHINGT BT ST I B4 o7 9
I8 A g Wl g9 HT TAR — TR
oo o | R—ER T fid & W W
! G BT JaeT 81 7| Ig aTe
TS T ¥ TR I 9 6 T8
TS ¥ B uiffp Wid ud aare o
I @1, 9 H B¥R & gfhar
ARIBT aTell 5 39 drel BT YT foram |
AT & AT H AR arerdd o BRI
AT GG H ST U faRiy v
IuIiid foar 2 |

R (RIRe $EN ®R) - ER
(ORIRS HER HR) qTE ATISDR
(Trapezoidal Shaped Box) @1 sa&m
g &, o7 Al (Seasoned) @rEdd
(Mulberry) @ F&S! 9 WR %o 181
B0 SE 91T oAl 2| 3 9 B
TGS DI HICTS T 4 4) IS AR
9 @1 earg (Height) 2l @ ok g9a
R W WAl BT & S OB TR
3TE® (Resonater) & wd H BT PR
21 39% 918 3R <V yAs ¥ 75 foilt
&1 = DIV (Acute Angle) BT B | HR
P T 9V — S0 NP I AR BATdR
P AT bl FHEEIGR YT 20 W 21 39

8 Classical Musical Instrument- Suneera
Kasliwal, Pg 218

Al Bl 21 39D M- BT ART
2 U 1 & I A S ded &
AT BT 91T IR fAURIT 7 i & TR%
BT 9T I G g7 & | R da1e & a1g
WPH B IR (Zir) 3R T RS BT 97
(Bam) ®&d ¥ |

T 100 ARI qTeAT arer B, oy 25 fait
J7 ATERY WX 100 ORI BT efid faar
T 7 25 oS A (13 S 9 _w
Wl @ dRi # iR 12 39 I %
Gdel /did & dRI H) FGRIT SIar & 3R
4—4 A H U 99 9 R w9y S
2 39 99 & SN 44 TRI BT H
R ¥ SR ¥ Bls W 39 AT
ST B |

N dedl & gRT AE o1 sfeat @
arernd fbar ar o oar @ e
JMBHR 6 9 <idT BIAT & 3R A HBUTS
(BT W) TR IGHR 997 2 | I8 S
HeTh Bl A € | WG $F A<D A Al
1 <1fd IR U9 Hig Ad] SHBT aTe
P B |

A & AT H URURSG HERT R
AT AR H & IR SRl © 3R
=9 gfharr ARy § Aem usfa &
MR TR T IoI=AT STl 2 |

S 4 fddEd ore & ofaeid e
IR & AR T USHA BT TN IR
2| R forll 7 fapa war € a1 99
@ feae & are &1 e €1 @
Jfpar Aifat § @R 9%d T 9
TE (Group) &1 =T BT ¥ 3R 98
THI—FSTT SHT HRaT ¢ |

R (i e 9 i @ emR
W)

% 3o Hlo ATehel IG TEATCHIT; STE- FHTCTIT-SISTH
YT, feien | 1379geR 2024; 99- 05:15
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9 geR  uRuRe R fen 3ﬁ? 12 Tal & ARl BT 90

Jftear Aifie! § a9 & w9 A
AT Year 8, W 98 <o /A9 B
T BIAT & | Sl YR ¥ HR ard Bl
IR o Gla H§ A B A |
T Al @1 far Srar 8, R vaa
T ® wU H U A, SAET 9 7
wiffa do Rragar el vd wrifa do
9o AANl g8 U Hewdqul AT
o 21 dFF 7 i a9l @ dwE
IR e Sl g9 9Hee WU
A I BT T AT 7 | S 9 Bl
T @ 3MER TR g fhaT ST 8 | R
frdi—fedl dqR # 12 WR Ha A
Chromatic Tuning # it <A faan
ST 7 R do Segr dde o faa |
SHH 3T, ST, ST, ISR, TABR],
TIGN Ife HT agdl wu |
AT B |

— R qED BT WR a7 By MY
GNICE]

1. Yo REgaR Ml — ISBH 4R &
ARl @ a1g g Ao Fo H uRad
g | gitpar wif®r § man fay
S dTel F3rpIor W &l geTax 319
M H PR IO I | S8 99T B
I 25 W 31 db ders ol 3R aRf
P AT GeTH] 87 ORI bl AT
frar 579 PR 987 Fwd R AR
T 9HT U ol R 9 IR agrs
3R Hg awe ¥ & ar =ers TS |
IBM P §RT T TR A T
TR W B W B SHAT
(Tremelo) T&=Td BT FART o |
IBH U A B IR (2-2.5)
b BT HIST G107 |

2. Yo WG WU — I+ AR dATe
# D! ggerd fhy B | G @ ST,
P B JBR F IRadT fHy|

SieT| S84 AU 9o oy |y
9T | IO el I wenfud fear
e fqifd el 3T, dFe
3, BEHRI, TIBRIRAT BT FAIY
frar, @ & HAle, Wb, RS,
A, PAT T SoUS T Pl

T ST SEBT YA T T |
HAM ERT LIBfBT ThAd BT

ﬂﬁuﬁaﬁ_rﬂﬁgaﬁqaﬁ‘rﬁ

3. Uo SN SIUC — Wi Yo SeaTd
qUC 71 AU HR AT Bl HIAICH
(Chromatic) S & %u # zenfua
frar | Rrad ofdvd S=I9 12 wRi
H P ST T |

TRig ER A€ B PADRI B A

1. %ty do Riagar o,
2. Wl do wor AR,

3. @it Yo = 91UT,
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4. wffy do eMHydTer ARRAAT, WA gRT 994 &, Bl IR 39 HTAOT

5. Go T AN, A N YA AT | BreriaR H T aroT

6. Yo TOU WEraTd, A doT, STl dion SR gRe:

7. Yo Ige T, R aTel b wU H aford gY g | eaaAl

8. Yo MY TXIH AUN o BT gRed g1 RN g SR

FER 4§ — dud g3 H g9 AT & Sed

1. i So TOIH 9, ferd 21 omT 18 & Tl # WR b

2. Wffd So AW HEWE YA HAFA T HAbdal U4

NISRIEISE forea-dyza # Huerera # 89 &I qwfd

3. W Jo Hio Jagee wE ol A= ami & 9 &1 ff sad
NESIN Jeord fhar g

4. wiffa So I 3rger A,

5. Wiffa So Ao 3rgooi®
ISEGEECTSS

6. o IR IEHT HISErST

7. Jo HYR—IH 8P,

8. So Hlo ITHd U

39 Y U | A9 I8 ey e B
b I8 aTERT YR BT 30T A9 & 3R

SHS! IURT 4R & HR GIET H g3
2| I8 arerdd 9Rd @ sfaer § daf H,

HEHR ¥ R, &1 — @IS IR ATl YRIAT
qre WIS BU ¥ Wfid o1 | 96 J9107
g emayRor vd SRR der #
fierd 2 | ewagqRor ¥ & argarR Hf
YRS A WA @ 9 @ <dr Bl
TraE o &1 feer arfeer ff w78
2 iR I8 arer Aa—wifia 9 w6l v
YA el AT| BN H WA @l
I BT gY 15 df WATeR] Od ART H
IIE g8 BT U9 Us+ T o, o
HRU GoIaTe SRR & I 88 |
FE B oY R a1 U — FWHI IRUT
A S 8 3R HIR F FfpIrr A
AT AT eI G H AR ared

AFE B OAETISl H, qT qv%*-‘i\ =2

agH
f6 YRT ¥ & AP IART 88 7 IR

vrIford 819 ¥ oI |
T — T9d I8 IEd R4 Gd

%a@ﬁmwzﬁgﬁmﬁmw?ﬁ
Sed H AR GBI Aid F AR

IR I & faget § o7 R-TaR '8
AT A B drEe FeN Ugdl fagwn
F ART H 3T |

R qTEl BT Y T4 YrAIqE qror are

AT T H e 8 oI | ST
219 @I &1 Afhdl B fQar S @
wiffs wrffa do Reagar w4
T Go word AU ° fhar e

A IS 8¢ B e ofdta & goa
3T BT & o 100 ARY aret o @1
e g4 faf=1 ™ | Ud S ari
P e ¥ e g1 o gw #
IR GO & WU wfd gy iR
TAY T HEEIOT & ®Y H Sl A%d

R SR e & e &R T4
HY TP Y R BT AR AT iR
Ty T aTEll @ dRE AHEGE w9 H 39
zenfad far | < = e faf¥rse are=
el @1 fAfor fRam &R el e IR
I A 21 il do ST 9tue 7 ot
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ONAMKALI: The heartbeat of Kerala’s Folk Heritage
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Abstract: Onamkali, an enchanting folk art from Kerala’s Thrissur district, blends
dance, music, and storytelling into a vibrant tapestry of cultural heritage. Born
from the spirit of Onam, this tradition narrates Ramayana tales and echoes the
rural life of Kerala, evolving from spontaneous gatherings into a structured and
captivating performance. Today, with graceful costumes, rhythmic dance steps,
and heartfelt community spirit, Onamkali continues to celebrate the resilience,
unity, and beauty of Kerala’s people and traditions.

Keywords:Onamkali, Kerala folk art, Thrissur, Onam, Ramayana, Cultural

heritage, Rural traditions, Communal celebration

Introduction : Onamkali, an art form
originated from the Thrissur district in
Kerala, India, is a blend of music,
dance, and cultural storytelling that
spans over sixty-five years. Rooted in
the celebratory spirit of Onam and the
harvest season, Onamkali is a unique
performance genre, portraying themes
from the Ramayana and echoing the
experiences of the rural community in
Kerala. Its origins as an oral tradition
signifying the shared narratives and
values of the working class, who
found joy, solidarity, and
entertainment in these communal
gatherings. Despite its simplicity,
Onamkali’s aesthetic appeal lies in its
distinctive structure, evolving
costumes, and dance steps, resonating
with deep cultural values.

Significance of Onamkali in Kerala’s
Cultural Landscape

Onamekali holds a special place in the
folk arts of Kerala, particularly as a
cultural marker for Thrissur. Over the
years, it has gained recognition for its
nuanced portrayal of ‘Ramayana’
stories, offering a unique perspective

on Kerala’s historical and social
contexts. As a folk art form, Onamkali
has grown from an unstructured
gathering into a refined, competitive
performance. However, it still retains
the communal warmth of its roots,
celebrating unity and resilience
among the lower caste communities
who originally practiced it.

Artistic structure and features of
Onamali

1.Format and Style

Onamkali typically involves a group
of performers arranged in a circle
around a central lamp and a vessel of
paddy, representing prosperity. The
dancers are led by a main singer, with
others  repeating  verses  and
synchronizing their steps to rhythmic
chants or jatis. The circle dance,
reminiscent ~ of  the  ancient
Tiruvathirakali, embodies a ritualistic
charm, with a format that includes
invocations to  Ganapati and
Saraswati, narrative portions from the
Ramayana(ie: kadha), and a closing
Mangalam, or blessing song.
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GANAPATI : It is the song that is
sung in the form of sloka to praise
the Lord Ganesha. There are no
difficult steps for this song..
During the early time , Sanskrit
mantras of Ganesha were used in
the form of songs. Now-a-days the

songs are  composed in
Malayalam.
SARASWATI VARNANA

These songs are known as “terali
padam”which is the singing of the
praises of Goddess Saraswati. It is
the description of the goddess
Saraswati’s form through rich
imagery.

KATHA : In this portion, the story
of Ramayana is described. There
are many songs in this section.
These songs are written in the
form of “eeradi pattukal”. It takes
one and half hour to complete one
song. Itis sung in the three degrees
of speeds first, second and third
degrees and known as patikalam,
madhyakalam and drutakalam
respectively. These songs are
different not only by the story but
also by the tala.

MANGALAM: It is sung as a sign
of their success and to express
their respect and thanks due to
their Guru. Mangalam songs are in
praise of Sree Narayana Guru,
because the performers believe
Narayana Swami as their ultimate
Guru.
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2.Musical and Rhythmic instruments
Onamkali songs derive their melodies
from the Ramayana by making use of
accessible Malayalam lyrics. These
songs feature recurring rhythmic
structures, primarily three types of
tala (beats): Mukkannan, Thannalam,
and Chembada. Each of these talas
corresponds to distinct dance steps
and tempos, and the songs follow a
consistent melodic pattern devoid of
the complex ragas as seen in Carnatic
music. Instead, they rely on simple
scales and repetitive melodic phrases,
creating an engaging and energetic
experience for the audience. The word
“chodu” is used instead of tala and
these were used only for ‘Eeradi
Pattukal’.
«  Mukkannan Chodu
There are 28 steps for this chodu.

“kri ki da thei, kya thri ka tha,
Thi ka ya thatha thi tha thi ka thi
Thei,, ya ka thi ka thei ”
It is the jati of this tala when they start
the song. It has 28 aksharakala. At the
end of the song, the jati in 14
aksharakalas is  performed as
follows:-
“kri ki da thei kya thri ka tha
Thi tha thi ka thi thei!”
The name “Mukkannan comes from
three pores on the coconut [the three
eyes of the coconut) because they do
their steps like this.
*Thannalam
There are nine steps for this tala. This
tala was also known as “kummi”
“tha, tha ri kida tha, tha ri kida thom,,
Thei an tha ka thom,.
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Thi thatha, tha ri ka thei, yya thin tha ka!”
It has 32 aksharakala, while singing this
jati in the beginning. In the end, the jati
becomes:

“tha tha vi kida tha tha vi kida thom
thei an tha ka thom

thi thatha tha ri ka thei!” Which has 28
aksharakala.

*Chembada Chodu

“kri ki da tha jam tha jam tha ri ki da ki
du tha ka

than ka thei, ya tham, tha dhi ki na ki du
tha ka

thei, ya ka thi ka tham!”

This is the jati of this tala, sung at
the beginning. It has 38 aksharakalas.
The performers use 19 steps for this
tala. At the end of the song, the
akshara kala is reduced in to 32 and
sung like this:-

“kri ki da tha jam tha jam

tha ri ki da ki du tha ka

than ka thei, ya tham,

tha dhi ki na ki du tha ka thei,!”
3.Themes and symbolism

The principal theme in Onamkali
songs is the life of Rama, viewed by
the performers as an ideal ruler who
promoted equality and righteousness.
By celebrating Rama’s tales, the
participants not only express their
admiration but subtly critique
contemporary social hierarchies, thus
embedding social commentary within
the art form. Over time, stories from
other epics like the Mahabharata have
also made their way into Onamkali,
enriching its thematic scope.
Evolution of Onamkali

Onamkali  evolved significantly,
adapting to changing social and
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cultural conditions. Initially, it was
performed spontaneously, without
any formal structure or costume.
However, with the influence of social
reformers like Sree Narayana Guru,
who championed equality across
castes, Onamkali began to be
performed without discrimination. It
soon developed a formal dress code
and uniform dance steps, enhancing
its aesthetic coherence and appeal.
Changes in Costume

Early performances featured casual
attire, but over time, saffron-colored
dhotis and white shirts became the
standard dress code, embodying a
sense of unity. Recently, performers
have adopted more colorful attire,

adding visual appeal to the
performances, especially in
competitive settings.

Development of Dance Steps
Originally, performers  danced

spontaneously, but as the form
evolved, they introduced specific
steps in harmony with the rhythm of
the song. Jatis (rhythmic syllables)
were incorporated, adding a
structured cadence to the performance
and heightening the energy of the
steps.

Theme of the songs

Epics and Puranas such as the
Ramayana have been adopted for new
themes. Stories of Rama served as the
inspiration for the central theme of
Onamkali songs. As the ruler of
Ayodhya, Rama was a genuine
reformist among the common people
and treated all of his subjects equally,
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regardless of their wealth, caste, or
religion. The people therefore took
great pleasure in appreciating Rama’s
tales. In a same vein, these stories
enabled them to criticise the Diwan;
princes of that time. As this art style
began to gain popularity, the motifs
were expanded to include the socially
important narrative of Maha Bharatha
and other works.Onamkali songs
initially centered around celebratory
themes, but by the time Ramayana
stories were integrated, the art form
acquired a deeper narrative quality.
The performers recite and enact
episodes from Ramayana, which are
relatable to the audience and resonate
with the themes of valor, justice, and
humility.

Modern day Onamkali

Today, Onamkali is mainly practiced
as a competitive art form in which
organized groups from all over
Thrissur district compete during the
Onam festival. In addition to the 13
teams consisting of only men, today
13 teams consisting of only women
have also come into existence. These
groups work using modern sound
systems. A method of performing
Onamkali, which deviates from the
traditional format and includes folk
songs and film songs, is now popular.
More over , the theme of the songs is
performed differently rather than the
original story of Ramayana and songs
using only the same rhythm are seen
in a competition venue.
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Analysis of Selected Onamkali
songs
The songs performed in Onamkali are
distinct for their storytelling and
adherence to traditional rhythmic
patterns. They are written on the basis
of Kamba Ramayana and Valmiki
Ramayana. They can be categorized
broadly into Terali Padam (invocative
songs) and Eeradi Pattukal (narrative
songs), with each category following
a unique rhythm and structure. The
songs were written by using prosodic
beauties.
1. Terali Padam
The Saraswati Varnana is an
example of Terali Padam. It is
sung at a brisk tempo without any
tala and serves to invoke
Saraswati’s blessings before the
main performance begins. This
“terali padam” contains 16 pair of
lines and it is sung in a speed
tempo in a constant beat like a
horse run. The sahitya contain
hard malayalam words and it
describes the Saraswati roopam.
There is no division like Pallavi,
Aanupallavi and Caranam. It has
two parts, the first part consists of
16 lines which explain the
Saraswati roopam and the second
part is a request for her blessings
to win. Each part has a pause at the
end with a jati “tha ka thei thei”.
Example: Mutthukal kortthoru
malakalum vana malakalum
Mulathan  padavum  mudithan
kireedam
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2. Eeradi Pattukal
Songs in this category recount the
events from the Ramayana. It
maintains a steady tempo and last
for extended periods, reinforcing
the performance. Examples for
songs with different themes and
tala are given below:
*Song 1
The kidnapping of Seetha by Ravana
is the theme of this song and it is set
in Mukkannan chodu.
Sapasa rigaga rigaga rigari
sasasa rigari riri sa sasa
Rakshasan rajanum therumayi vannu
mayathal seethaye kondum poyi
Seetha vilapangal kettithu pakshi
dhairyamayi vannu parajidunnu
Dustan mahapapi ravana neeyum
Mattol mizhiyale kondengu ponu
“kri ki da thei, kya thri ka tha,
thi ka ya thatha thi tha thi ka thi
thei,, ya ka thi ka thei,!”...... ...
The story is described in 38 lines and
it takes 1% hour to complete the
performance. While notating this
song, the notes Shadjam, Chatusruti
Rishabham and Pancham were
identified.
*Song 2
The time when they lived in the
chithra kuda is the theme of the song.
It is set in THANNALAM (like

Kummi).

Dha sa sarisa ri magari, sa ri, sa ri maga risa ri sa
Rama rama rama chadra janaki manala
Rama rama rama chadra ennu thathatha paadi
“tha, tha ri kida tha, tha ri kida thom,,

They an tha ka thom,

Thi thatha, tha ri ka they, yva thin tha ka!”
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The tune of this song has a similarity
with the famous kurathi song of
Tiruvathirakali “benthuvaya vipran
thante santhatheye kanan”. It has
some resemblance with the Arabhi
raga in Carnatic Music. While
notating this song, Shadja, Chatusruti
Rishabha, Andhara Gandhara, Sudha
Madhyama and Chatusruti Dhaivatha
were identified.

*Song 3

This song is set in Chembada
Chodu. The sojourn of Rama and
Lakshmana at chithra kuda is the

theme of the song.

Pasasa sasari rigaga ga;...

Guhanum poyoru samayam thanne

Ririgari, ri sa sa sa sa

Reghuvaran nadannavidam vittu
ririgarisarisanirisa sarigaga
Bharathadwajasrama vasikalannu
ririgari sasasasasasasa

Desharathi thiru savitham chennu

Pasasasari rigarigagama garigarisasasa
Sweekarichu varuthiruthi  salkarichuvallo
“kri ki da tha jam tha jam tha ri ki da ki du tha ka
than ka thei, ya tham, tha dhi ki na ki du tha ka
thei, ya ka thi ka tham,!”

This song describes the story in 32

lines. While notating this song,
Shadja, Chatusruti Rishabha,
Sadharana Gandhara, Sudha

Madhyama, Panchama and Kaishiki
Nishadha were identified. It can be
counted as a melody belonging to the
root of Kharaharapriya raga.

CONNECTIONS WITH OTHER
KERALA ART FORMS

Onamkali shares similarities with
other traditional Kerala art forms like
Poorakali, Tiruvathirakali, and
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Margamkali in format, theme, and

choreography.

1. Poorakali
Poorakali, performed by men during
the  Pooram  festival, shares
Onamkali’s circular dance format
and martial dance steps,

Vi.

vi
vi

underscoring the thematic and
physical rigor of both forms.
Tiruvathirakali

Onamkali known as the
“Thiruvathira of men,” borrows
elements from Tiruvathirakali like
circular movement, hand clapping,
and a standard performance
structure. Both art forms celebrate
the feminine and masculine aspects
of Kerala’s cultural expression.
Margamkali

Margamkali, a Christian ritual
dance, incorporates pauses and jatis
similar to Onamkali, suggesting a
shared tradition of rhythm-based
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Rare Composition

Composer Ragam Talam
Pallavi Doraiswamy lyer Pantuvarali Misrachapu
Pallavi :
||,n,d,pm||gr, s,sr||nsrg,gr||gmp d, dp"
, dbhu, ta, Na, ,ta,nam ba, , di , ne , Ma,,,
[ m ps n,dpllg,rgmd.n_m..llg,r A TP |
Ya,m ba, ra, Ke, ,,, .y, Shu, , ,, ,du, , , , , ,
Anupallavi:
[, .pmp,|[p,d dpm,[|[,pdn,d,|n,, s, 5,]|
A, dbhu ta, ma, dbhu, ta, ,Ma ni, dharma Var, , dhani ,

||,nnn,n, éi‘gi‘,é,”n,né,én"S_,_Lsndpm,"

, Adu , ga, du, ga, ku joo,chi me ,ccha, Mo, , da,, mu he, ccha,
[pdn ssés]s,npdns|s$,n ddpnfdpm g,mp]|d
Hara ha raSivasi vaya nu chu suru la nda runuVan danamuse, ya, ,
Charanam:

g, m,p, ||,p,ddp,||,mp m,Pdllpdn dpm,|

,Da, ta,Ven , ta ,Nil, chi Che , Ta , la mu, boo ni,
leg.r g,m,llp,,pmdpllpd,,,pmllp,,dndpll
Ta, , tai , , tai, , ye , ,na, Ga, , , Pa,, lku, , ,
||md,n,s,||nd né,,"nd,pdpm”gr,srn,"
Lana, ,, ti, vyanu,ji, ,, Moo, ,tam, bu Sam , , , , ,
[»sr,gm,[[dpm g, mp|mg, ,,,,[r,, s ,gm|
, Gee , tamu, var , , rshim,pa ga,, ,,,,, Pu, ,ru, ,,
lps p.p.lpd,dpm,|,pd n,nd|[n,, s, h s5,]|
Hoo, ,tu,da, kudu, Ve, nu, ,Gee, ta, mu, Se, , ya, sa,
[n, ,n,mn, s &g #,5,[n,, s,8,[sbsn,dpm|
ha,, ta ,la, mu, na,nu kru pa,, ta, ti, Nee ,,shu, du,

||pd n §§$n s|| F$n pdn é"S_LS_nj_sd,d_nM"mg,mg,m"d
Ta,taki tajanuta ki takitataka Tari ki ta taka Jom tari ki ta ta ka ta ka Jomma ni

Charanam 2: Angajutandri Mridangamu booni Dha Langani Pimpagaya Yingitambu Gani
Mangaladevi Karangilayamu Veyaga KuRanga Netriyou Dharangana Nadamu Bhangamuleka
Calamgimpa Yaputu ta Tongu Taka Tongu Takanam Tari Tom Tarikita Taka Taka Tomamtari

Charanam 3: Karamuletti Maimarachi Rushulella Hara Harayenga Nandike swarudendariki
Mundaranu Nilchi Heccharika Parakenga Lambodara Subrahmanya Lirugadalanu Shankara-

Bhava Maamuddharayani Moralidaga Dhari Takita Jonu Takita Druddu Taka Taddi ttalaangu
Druga Talaangu Taka Tadikina Tommani

SFOR
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