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rtSsjyiPOl «S^aH5H» 33^oo s* XxfiO W S50.

oofi
1 asia>c id). wdSP |Xo*S8 oofiSi 3» S)0edce; •o&G* a»»$o7!»

T, u»aj^ svoas *«j, b»»5". o5.3. fiWJT. a.etS"., tpsJ. wartS

fiCay 4643"., B**tf. i.dfcS.wS'. *>p*5 IPtSolb ^0S^S«tw».

ss|B»a»«* as^rtk ^ar»& tedfaoof tf^tsj^iSVa »oll« om»(«

(KovoSs •aafaoa 3a.<&o "iseoo aoawfcs* ~&&vk 0*3 ae^ »r-

ettoff^.'aoIUJ ay»s»a>d' poa»4 '««pao»aS aooo&oas ^vva> ao&

i»5".a.dto5. a»a«o, a-cJ., (a&& 6k5\ ^tappS" «5 ssje affi,

Ttoar»f) ipoI s* ^e?»a a»xwas»<». •& sVea> 63o$jo& «a>

•C£»dSJVh *PG* BMSjSsjS arti^M^dtow, 'JsajVk a8*4^ *»5»!iite

ao»
i

pifees •a»a a:3|a>ar<3'9»$<& ^ «!F. aapc»dfct» s»oi a» Sj«b-

(POMDCO.

'aoiea «^»e' (jo^ pAtao sj& &»«o5* awsri Mfo*^ WAeaa

o&a»a&aa j5a>ao aoa «&p&«&, ^ Ticst*^ asj^&fco, o&ao,

SPjTjloS', 3.1.3. dfcS. "BijpCi, Tiff WjCS" y%, ft. 3»j3»»o Jrtl 3»

ataTba ihifadee.

«« avaoisofi* |Xe9>a^iis*ai aweoaa &(B»& aayr »i«ea) 3 (eft,

$3a uPrtJ »6rtSse& *j«e tfes.

SCjoSs O&Sejja rcS^ XOjaO aS'SOoia ajp-Ss 2*j3D^txJi>o aeto

across 3o«a |*W. o»«8" S»«jpal, (sasSfoj i»%i^ s&a, %a-

3»w ajOj, a»3QH! aa»Wo33 aeliso JtsS" wsr 33*7 0>&3<yo »*ei S*

JhtftsOto.



TRANSLITERATION

ForTflUQU

» -a; « - a; q - i; 4* - i; A- u; &* - 0; o» -
f;

- e; fc

e; o - ai; t, - o; l - 6; v • au; «to - ifyev; <* - h

9 - k; * - kh; « - g; &» - gh; e- fi/

a - c; $ - ch; a -
j; Cv - Jh; » - tf

t> - t 8 - th; a - $ Q - qlh; a - rj

tf - t; $ - th; b - d; $ - dh; a -n

a - p; » - ph; a - b; e - bh; & - m
d86 - y; 8 - r; « - c,e - I; » - t a - v

* - 8*; a. - § ; a - 8; 9 - k it - Ks

For Sanskrit

ar -a; an -
i; f -

ij ^ - - T: ^- u: ^f - Q; IT
J;
^ - 5; tj - al;

art - S; aft - au; i - rh; ar. - Ij

¥ • k; ¥ - kh; n - g; * • gh; * - n

w-c;tf-ch;*-j;1Hh;*--ff

T-t;7.Jh;I-4;».dh;^-n
Tl - t; * - th; * - d; V - dh; 1 -n

*J - p;
tj» - ph; W - b; TJ - bh; H • m

f - y; T - r; H - I; ¥ - V

* - 8" ; * - . 8; S - 8; f • h; * -. Ks



$x» Sb S

3»t^.' (Tuning Ibrk) «3<a2 t-S Sj8B»S£ sJiT S"^ ^J»floOaaj»» «&
^S^oaoiStJ'SS TS^aeoTS^ n»6fi* «©ee*ot3a ao^Sutg 3ctkn» SjSSj «jfi

BSaBiff'oa. {JjS JJ)fca«J»al, |acttPdoai3'a3 e-3 ax-S^Soo S»SJ»8.

1.5 e$aa aa^ajSi o»a a»(a TiSoaaff* 10s «pko s»©o (i/u>ofa

second) Aoojo&S 3>&. t-g deo 0$a» Sa*SBoa£fci (Sfltfjaa J&tSoCP

eoti «a w Ojaajti S'osaxsiS sa»o HO ettsfoe OJ^o«* 4os»B.

«o3s"|35. « «ja ejejNSaj (Wave-length) <3oO 60S* 0>35 Sax'S^a
S6JSPWO « {ScaS (surface) ioo»0. &S |a©0$a (reverberation) Tig

a«e»€rj, gaa'tfj g«»«3«3oa. $j» jt'oo Asoaoo l>so ao»5sesso aoooo
So easo «SJ>ifaoa. ecT? StJlo foocSj £$33 Lay§*7S assise ibocpSi

s*o« <rw>»^ §*£^ap> s*£*jaboa. -»* e«$s^e» dea acr^a a»as

£,S Si&ao (balance) DOjOaaioa. TSsjiStJ e$a wns ao^ja Sr»C» §*o«

&5333, (sound energy) 3*e» S'tto'S 3)3, a'SsPO 33j)e> "3 3ja 6otwa&. 3O

s>«oon« s^oaaajspd a^aa 'sel" asiSsoa. aas aeao7?>3 ao (aaa^a

gecXjasoa. qa aayTsa |aoa$3 sr-(a'&>.

aja ^ear»ESocstj»as t-g st^&jo s»3»o »a as^ssu. n»e 3a
'SJ'S^.ao' (Vacuum)€T* B^a aSoScb. n»»a 6&"S&a t,g SxS»€i* 2oSo «^

a^a dlb »a aaSiS o*bj. a_$a n»e,aoi3 aoti s^iJff*^ s»g s»65x>

ssjejar», (as aa»ige*ai, aso qae aoa ao^^as ^cfirttejoa. a^a

&io %6*a^ sofc&s^ otS aa->&ajoa. &a»3'Be3S a& n»»s* aja •^s
3no5* (adSr*d»joa.

&:$. 3a - e_ja
,

aj-»e»as

a^a£). ?a "&g&si 3C3»oe» 38,000 a
<
jo05r>eB go $j&o& aaxeaa

«owcu. soAaoe*a ajcego "&ss>& 30"ai:oeu 4,000 ayjaspec «o

SS&oj an AowcBsa 3a^ueso56oa.

SoAtiCjCSseo

g5*&on> 4oo»ao. 3oAa a^sjen aatT>a3 afeun* 6ou*cco. ati ar»o»ci>



"as&Sj 30"&»Oeo 4,000 3joasr>o& e*ufi aofc»o83 3S^a» AS "Sa»cS5

S*t5 3»*j (jv»(»o) aa.dkoff8 j*e» jSoesi s&oa.
~

*< Softa CScJSseo t-5D»S5* E-St3<l) i&fi (pitch) (2) 3>3a (intensity)

(3) fotso (timber) »75 »o*»ff| ^aajois^eaj. SjoftChS SSo^ a\oa^°o

ao"&«3»aje4J '(%0' ST^ifcoa. SiSa (intensity) e/3© $$»63 aj&aj)

3\o03 3^)* ( amplitude of vibration) £b& W55»0SS 6ota>o0. £,g Sea

ao3& Sj)&>s$jn» iDtJs^eii t-s a^oajs sa^e ssa t.s aa'ajs a^es^s^,

Kt3n» Jbtiss&aj 5S3ff°s ayjas sajeseft a>5*g aa^s a^es-os^ aso&s

«po». qos fco&iSa ^a a&£" a^a, qa to $$a, qa Sj^*-» o\s »s
jfctfoS #* (SB^S qgjEJo. («3« SJ^aeo aJSrtSon* A3^ a"S &ie , So,

Sj^OJ Cc«S3iV| «S>Xo Kj5 5po. -8* Iboo a^oBS 3250 (mode of vibrating)

£b3, « SjS &cxl «j"ti a^dio gr* ajJtoe) (upper partial tones) |d»&utj>fo

;j»8e> (Resonance)

t,g SjoWBj^ (tuning fork) (2ir»/\oa &,g tofi£" ag^gj 3*5^-3 t» 3gi

enoajeo Sr80'> ScBSo go3RJ*o5* SSrtSlkJS SoS^ejS* 8\oa63 £-©<!$

ff*S*Sa. #• ueSoaSj a\oS;3°eo n»66* aXs Xcoa eeo& S0ftd»coj. j|3

ScCao a^oasj^eS: sje3&;5^eax -St S»0e>o 3d SrOfio 4ScS 5*oa ar»6o

385s HiSm SSeo&aboa. 3cSa<>3§ 6ocl acaetfiibiS a\oaar»«i3, 3g> &
e*0& So SBftS ueSoaSj 5\oajpeo es^ "3oiot3 acv&ajSo 3SrV3o «sca5S

Sj&a <y aoSoaSj a^oa^e) aSCba<5o 'SJ°aS S\oa3»eo' (resonant vibrations)

eSjaiSS^eos. qcS 3oAao6* 'SPBo' uSu&S'oa. 32toSo»)»eo (sympathetic

vibrations) SyS Z°&t 3^oa;3»e>S5 SS^ox. (t,g ao3& Sbt&av&o «< ftcS

aiSon»o so (SS^s Ao2 ao3 &r>a» a^oaajoa. s»33Siae5j tir>c3oR"

^iS^.S: 3*Sjraoe»otJa qS^-B &otiOi. qo°K aSoaSo «r>3 3cao|ao7?>

3>\p&o3tx> 3383sSoaSo). 3<3»©J5"& ^albtSg (resonance box) Ao&.

'ejoSceo'- 'S^aes'

Softaoff* <3j3do& »
<
joa^'e> ae-cssan'eo i^jco}. t»s acao '(*>©'

(pitch) tt'S o»a^ cs a-joaa»e aBcssesspSjati d»^jac aoAaoSi* seeco

dj&. «r»o&dSj »oAao«* #« a^o«is^» s°s, ajoas»e s^ajeo s»ocot?'

(fl!wjaa&3. -St (&a:o a^Se 6o4 ^Seye'S 'woacos' (intervals) »otJ»&.

SoBo tS'SjOj ae&ai3»eo ko acAa a^o&i t,"3>o aeSoassaj&i, sjh3

a^s aeowo s&i^eo "&sj &!> «&s «»a t-sajjis t,go»s5"st3 uoao^soo
t,sayi»3 2-g C!»S5'gt3 wgfloSoo oBsAjajoa. t,go»SS'gt3 wgAoasajas

a_5» aeewe aea^!5o»!iao 3e> 'ar^Jeo' (beats) SSuaoB. 3^*^Sdio^*

t,gtoa J>"3& 'Soas L~3& t,"l^»a s'^.saySo 'ar^i' s^a,on» osuaaaaoa.

*« aoo3 Si7»sa, ^>os, oas b^o Sue s*3>ftooaaj&» 'arHJo' •&fo



%^oSs*jj »ai»>oa. «< i;sjHfe>' (j»3ca "asaj& 33 »;S a3W&aa»a^
onto «a»j<nS aajoa.

d»4*,)0c3oJUfo - (PCS&db 3oA«o

S»*»ja£ SoAao Sje ao(aa»cJS) SSgOs 3oao& wSaay. ^IFs* S
t
y3^)

a»a5ea*£SS (i^ca^o »3a ajj^o. eSoCjJ SeAa Sjohu '3o& so»o>: (1)

Sa^Fj (Concords), (2) 4^.^ (discords). 1-3-5 S^jceXs get B^a3o03
sao^ST wsjjifoofij. fct3S «&s Sea spgss sr^« sot (1-3-5-7) 3*a»oa3
aa^-g »%«»&. sa^re^s 3a a^ 6^580 woa>3 »aj& « aerja^

eoiftJa S»Si£" S»T *»5 & '•boS' (common chord of C major) »o*J»cb; t»

3a S^Oo S*ajoSjOo wo2>3 3»a>F S»5[ «£ & "HiSo" (common chord of C
minor) «o*joOj. «tS aSon» ia^ST^a 7S S^o §*a3oSrt5o »oxS s«5"

«5 a CP>ai'3o*5"' T>"a£ (Chord of the dominant seventh) vou»0>. JjfciSgJ"

TSmsST "4^^" (Harmonical major scale), a'tPiaSf ^>3&~ "&^.iT (Harmonica!

minor scale), "SocfiS^" ZjaS" "%_£" llodical minor scale) s^ axPBo

"Si^to « ago*4 Aa^eco. qa SrgtoS aoftao0*a c>a*oga»(!i6c»o
)
Sea»d,

7P& Sj5*3«C «3 3o*SJ5e3j &t> Ao«J»dfca »otJ»cb.

W»06eSb Softtfo 'o»X »<}(»£*<& age'3 3oaoa. o»Ko, a^jOo, o»*o

36 aoAao wcoooesa t.s aejaao aa^oa (a*Kt SjO«j "^J |GCSjo

Aa ax>^d). ajo o»e«©> Aa^ayJl «« ago«* owst |>aa«ico. o»xo

«kj"& S*a^ SjD»oa3 urtj-o e>a5*3-« |SSjo£* K&S <S»Son» 0»Boo
•a as^avbj. a'Sa»e ao^as aj»o se^ot» access gofcoa aessco^s

x&So. *« ages k&>s»3 (d«E3o ©a a^&.

t?»o6cS3 aoftao "&3°o aao4 ajOoaa uw'rtcao^a 6n»a, t»js>D»a,

a^acos* •aaa? ;>ay3a s»ooa°t33 (1) s^ (2) ]$$& (3]f a^&dk (4)

ajfedSs^) aajg^) 200(0(^7) »aa_c8j wa o&i aca»eo «*ss*3«ra (S&oS*
Kj^oSesasao 3d;&. !)S -SiSPtS a>«-0-S-iS-C5-ij e^ S

i
r0»o5e SoS

a>ca>. Sjtpeo «5*s«a ^ajoff6 3jOjF>dtsja « isasofi^'S e^ ^s»aa
s&ffa^aj&j «< a^cpeaj a-a-«-83-a-a-a «s^ (S&ot^ ac^tjo Sc&oo
oeftoa. 'a' «»3 ^aa^eoS4

e*ooeajcS>g «. a
<
58aa»o»dsr,») *a.a (n»aoo'

«sotj»ej. a^as'Sao fj»*JS Sjo\& &o& aoaca> aceoS* (d»eocoo eas^o
^asoff* aatS as-x-a-a-a-a-a w^ '&$$& \n>sx>' watsajaj^coo.

«r«*cBo ao^ao^ 22 i&a >a^u !t>8oaoa3. a-6-«-aj-a-a-» «»3

aa a^eo *i ^a^ as^as^s %"t3a, a»t5 esoao^o, » a^co a^oaa

aow^ (frequency per second) aw""&5 ^•o^S^Si Cw 6oi3»6!7» (Soa -CSJ»3o

a»5*oa. iS



S"i<fcco 4

<J0»» ft

vo4f0*eo 4
o»8>o» 480

&«^»ox 240

8>O|&£0» 120

7 9 13 17 20 22
6 K & a a a
3 2 4 4 3 2
512 600 640 720 768 900
256 300 320 360 384 450
128 150 160 180 192 225

S*i&i>u (n»(Oo) &o(&£oii 160 fr}o8s*e a8CS>03o •a»aeo5,a o»S

>coi«*a 720 a^oospo aectoaso ase^ aaaitoaj. »&S30(a ( ss^io^aj

Sola tffcd*o») v0O*8 («K3d*ocoSoX3 Tb d*o») ^dS»eo SoAo SH3>co

t»B^ Be3o3u*aS a»£5^on» Aowox. saooS" s»o»£»^ 3x5(0 a.s»

at 3ooa 120 a^oea** ae&aso tK»o»eajga5 3oaa 1800 a^o&pe
OtKbaSo So&£ 3«8Say. SoSs e&&o|8 SoC£ST>aS 3oa» 90 Sjofi

sh> ««£>a3o «6 «r>ca.cgas 3oaa 1800 ajoas»e eeckaao «^s»a
aa#g swMxsy. 'StwSj& a30(aa.cga5 3oaa 120 a^oa^e ae-siaso

atiaotsanSA 3o&« 720 »^oSsh> aockaso «"3 sr>a&^ o»Bs«sy.

n»(an»a»»3 e&Kmon* aoa^SjcoSj ao3SoS*S«oo Sr»a ^30 wSo
tta&oa. -* (*i6 <t3a S&CSaSo|4bA «a, SiQtfb |*>S »Ji "3o&> Osta.

sttf* "SjiOiSas aocsanjbe >o«o«>on« %&£*>&, (*>$ «^jso«© s^&oSo

an Aouooa. 'Boasas aja^sj|*>o >o>«oo7?> ^oss, aaja sooajCoHe

t,s aotaoff* 0>a^ aits 3»a§ anon> 6o2 qad eo3 t,st3, «ta ao^a
AS^. «o3eu Sir»aj- S6S> ZxOo SJ»a>K5 8o3eo AooS. ajo^a5,o»aS (

120) qod «o3s>, asa^ a.c;as (240) ao^j* "3oa» eo3e>»>, asoiaaocs

5t»»3 (180) aj*o»s 63} ass as^ aos& («>a 3"&- *« sj»«» ao3o
aoerosjv^ .'ao^as $&' ooupoj. aa^ a^a-a-s »a pdMHSy. (a, a©
(So* ftoa^aj a»(a^oa>a ar>a&oa. a iberj ** axs^oaj a

<
jt3»«o.

£s -isja^. s&$ ows^ikbS arsw. "as aoajass^.oo eda»e3»cajS, (Soa

3o»s ^jS^eo «»SjSx>(e>oa>§ Kstfceo). a>"&3»a5 ar*6on> 6o2 sjhoK*

as^. ao3Si axs^aja^ (160) as (*d da, aa«o»sj»i3a s»&atJ
^-a-aeM!* Aoatf »»joa 'aaegSi (*«' eajasoa. (a^-a-a-s^).

sfs'^asiae* aaojaa^tto^a e-s a^a^ a.gon» &a>5»a o»as w5*a»

ao0*a So*SSJ-»8}, O'SS'ilHa n»aS S30j>eca a.B»aj &a}&3jUa»d »a
a«>csai(*« «sjajoa. •o'ta t-sos, aaa>aa, aassr-ess (1-8-13) Ss^oSo

a»<aooaoo a«>aaj(»>a. a«5*jadSjo a>a &,soa, «ca, aa&cn&a Lioaj
t.^a^ (1-6-13) B»o»o3i3© asa^&jibe eajaxsa.

w



LS ttoOSa &tt3S&3*tfc #fi 1,2,3,4,5,6 T5»««» «KXJHon» SysOSjoO.

«*« ijo663 «m>Sl wSKf j«o» (anti- node) «& Sjoaa a^o«Ke
i£3»a* •»»»»* ^Ko* (node) «S "&&. 0638) ix3aaj& K^n> S8b3
CSjfla wQ^go (the fundamental) «oU*S). «u> tfc^jtf a^J SjoOSeo

S*»j, Sgdtbogr* 5£8k& (over tones, upper partial tones) mSdi rnSbU

oiWfjJ 0j8m» (Harmonic aeries of sounds). rib6 •'3a 3\oao\J <fd3

(p»o fr&sjsxaj «ou9oa «ts^ «• «&oas>0^at gjSxs 1:2:3:4:5:6

»tso» aa^aa^J *o*j>oa>. wo»ea.go a^oaati aecssaao 100 «nu>3

o»8 ajpS>oCr> OjSjo «&a> Oa»t» 200, 300, 400, 500, 600 3£oti>

Aoweuo. s£> ato^aT &65 .Sua 100, 100x2, 100x3, 100x4, 100x5,

100x8 (KSrt&S aoawtaj. JW 3oA* »«J»e» vatfeKPdjS ajajefi1

*»AS 33(40 CSj&cb. STVSSn^fo, Oc3eo •'fc»a Ceases «t •8*Sew0jS

«S8*tJ ssgtgoa aojSJoa.

etf&fiT>tiojSo SPSS SfoOoff'S S^jer&lte (larynx)ai '3& Sea' wS^Q.

SshTOa^tsaoOxe sjarsfa 18a>.ib. >&sj, ^cajeasiaxo aosrsb 12
a>.a?. a>oaj *oo»o». ajxsj»o sos«$a ajaasoKo »»$ asar-to 8,-12/

aocsj aVotawaa, wo>o*o sooeja ejaaeoKo d>8Sj a>ar*ei> '2-4' ascg

*o*»oaa 3a
<
jtjj»»«*oa. xa&ocsse&a »»o»o oaxfla aja>a$e ae>oo«*a

ZJStC* (larynx) •»>{toJJ»«i» Qj&eac^ »j<&o«T» {558x0 AoS «5&e^
acBSiflboa «&, «a n^a aoAo>as (aa^on* •a>sr»e>^a «o*o «a.

bX a^ e,o,e> «a onwas tt*ao»KoB»23» dbsaj&a « 05&^a
•ayeo a»«jjo5«a 9«st» s*aj. anas sr»a,«£a «>a>je> •a36tw»^s»«a
ao(«« erases aijaswsj tj^Jjj a1

"1*^. a^joaoabo a^oaa-a •ks^S
3j8>oa3 d*a£on*3a>8}a. 8*83 O^SttSS (resonance chamber)©-)! 38 3a_)oa.

sw SoAe»8S «K&je) 3»*ja>aaa |70roaaeSi soumS. iprsfcdSj aoAooS*

Aa ajajcaj 'a
t
$oH»' •a^tgjrf aoa^ao, swwb, sa}s <r»a.«£ »ay

oa> 'a^cro' «ei3>&. at3a 'gta&xo' «aoo ot«b» «o&. aa^o3aws»

soWari «T*a. - aasxs

soAootf* *r»ao»ife fcSM3*a? «K&y» 9>a«& a
-

^, «js a*u a»A a>aS

c*£a« »_joi3t3»as ^gxasa an*>5'& t-s sas s^h>. aotooe* a
a
jo^e

swb^s> 'oNfcaj' »a trad a^gsra^s aa°e£* sr^ja aaeasss 'ax^fcaj'

«a"&&. dH0«* tJf a« ajA (mood)ff*a «r»a»a^ (emotion) Q9ga bjo3

uigipaj «igaioS5jot3jr»aj sj^j aoja'as 3^a w d»u0*a 'd^a^o'

•aoa aa »csa. «t ^atrwaoS'ao aofto»as &jt «j^a. s*s»e. «5ip
«po« Afo** «< aaa as^ajaja sa^. aaj)t> sajeo yk/s^tstn %^*a



ara&8c S0«5*c.... a5oa3«3»coj{> ar^O'SJ' eonr* t£3eslb0*& 3&Ib

3J*oes uoj$ SStfo Seos»0S5» *« Cft. aaSotyP Aoe*J»a^ ZjCbjS*

n»^tt>. o»«rf${bB» 'b»^o»joK aaaa^Ti e*aa> 6i*5°
s3»e;S>ai' «o*oir»

3a>«3 «j*a>o3 eaajesjSj 3d^&. "Sy&g *^a»*-

'•loijjdj ar»o(«! sr»iS?-3, peso ac^as.

•jouj* Basto a»»sn» Sj^soo, B&to «r»a. a7KJ»S*oo, ^poj SbSJ>o>

*\j^0«* Ifa&JWS a>atril (S«F»Se Go: 0S>So (S>ST^o«UO|S^SoSS

paja»)*5* ao^as ass^oo, c&wtSjo ***** a^uo *5* aaasj ds>

3oaj
rt
)OoC'a 3>o» »o*» s^o** aaxj& kj*oj3 "a>ajS*eo ao&.

oS'idSueo 3&Ks& pflj ^SovI*aS j)0»8di>S' <J*a. *WJ»jS5. ( Italian of

the East). B»S6" 3*& (Carey) «a '3€oK S^jSOoo' (Telinga Grammar)

(1812A.D.)eT* "tJOoX, KJ^*jS, 033*, S*S<JSr«« 5>oKfcS (fco3»«) »H o8j

C7»a.c* tj€>oK (pa. tusgaoo strtsam 5*&>&o&. ^tt>jS*u»a5 sa^oa
v&& tA'SaSi ar»"tj ejeosS" »»ftpdSr,6^ aonooSon*, SS»0«on», a»K

0S&3 *>*ax»«^oS' »£S © 3<JSjgtJ»a5s»ao&3 ¥8 H^J aeSS^SKSS Zw*>
X 0|0 ( Variety of inflexion) AoSloc So ;SeyS'tJ*a3iJ1>e«»AA3} «?»&.££

SPSS' s*oiJ«F (Campbell) 08 'BtuW S*j9oao (Teloogoo Grammar)

(1816 A.D.) vcS.Sc 3»£ «. pWtoS (sj»gS«e>) |Ho#o «T»Si* <S¥ e*»a.«T|a

«0 ja*saar», 4»ar»KSe;Sir», sw&Xea wcoiJS t-S «P2.S> »oooe)oOa

au^p»o& aaoXaoOa >KSbCo£*» ax»a>rtD A5,£nxu,o»t»ao«& iK>OJ?>

ao6*a «< <r»A5*tJ, JPHeSrtJS qS^i ts&o R*»Xo»t>«5*i5 , «<3V3o5**J

a&CSett»a^ »)§ 3»>Si»0«»S «« (JSoSJo ASSOXjoOa 3&y)*cto. i>S!*ff*a

Xin Bjoff* q«« pish:

"3«»K5 •o&s'S} k*sj :j»t»»>si«5f»»^ •csr»so»»S 3*31 aea *a^ seo

IW'SJS o3» SoincS'aiJS (foots >pt». &£ aaad, ur»S&8o, SSO*icfatS*

pSS SPftoSa aboil'O^S B^SBoo (SP&S B»SS" S*£S*^ OS 1?°*° (?5

ajto)^ "pass «pa,<i*, soa^o (>&aa, *o aa^g »»'3o»t5 ason» a«aX5

aa>co ao»c« 3a\aSoa7? «j,ooauii>ar»oaT «>oa>i3» (5*a«o* aT"0>cco



•ts 27 %««* 3&it> «r»a>»a #3 a«ao tea (WoSocmsa.

3»aa. (a»T>a6~ a.o.^S. a^JTn"* «»3jXj aa& »©aj*ao is&gls. v&m>

ff»5. aj*a«»cai »a 5oAo»S3 (S^So7? SS>j AottwaS 3»«ao o& ooo«

«r»a.S"S5o'S3. €»Sn» 3&>?t)ff* 3e°e» DS* i.5 »CS>)5* aMXi><SM 3H05*

a»A"4 aceo B»t5»% *& «»«>£»8Sjo. awoaofi* S3J «ayffj Sr*S»

*,»,q, »&) a&^a. 3&to •ooStfjo 5eAo»»5 asS a3j a»»£ e&tjojp

AoUsoSX" « SS§ cat^S! S:eS*Sj wotfSoo-O S^O'eJ' &3^oa). 3&X3

»3a is&g'i>. *« «$a 3»a»«$o a»o» a^sso^s "g^03 "3o4otJl

sotxjao-a^otaoa. (d*»aj-3a icaa^dST^o s^off* es^ i»o>^& 3-oj

aoAao«*s a^oosr'ifajs 'a*^' e»x aa^ssoa. (aaj, ass aa, as).

a»s 3B|X»o 'wljS&o' e»3 «soos*oo«»« as ;%oa. (sax, oxas, xasa)

Ssas&^so 'aeao' »3 »eos»8oe»x as S&oa. (axe a>a> axa, ea>x

saajxo...) ss^o-a^ ^ocpoa^e a^ as Sajoa.

n»sar»xc» eSctSS s's'ao 3"S Xsoo *oa. a*©© aa.c&ofi* sr»s

qcotl (3a7HS»"&) Se»Xj«fooa. efVj>«s>X; «il
>
>uO; ^aa^OEKT'ea aso

sr»ai$a»e»R» ar»eoaxp Aoa. (ex>oa; axeo>aa«o; sjnb&^srtjs)

&>aifa»w i3»aaaj^o57^ arKStaSxp 6oa. -&« qs^cpofi* 3SjXs «r*a.& &4

§*&>©««> aojoa. (j^a^a s*ao a3j arKS^ sr»o» ^wT? 6asaa_joa:

(»ax5>«9oXj; %as>3>e>s; aaa>so«.). esc^ 3e»X5e* aaj a^s ae

aibgooo (3oai+'aM>s"a5»B; "39»+ajaa»> 3a^as») aj«i xaaasi»A*o,

&<J»\8»5< t,g (a3cS ^o^cOj^cos. qcot! e^CT^ 'BajXjSj aoAo»ss

jargon" a/ia s*a:o'a3» «ya.7? &rs.

l>bss«oo sjoS B&xj^rofi* i3»o^aoAo»eo ifajj a»|d aa-os.*.. 3,°^
SS SotsoOoS '3oa33»cSi5eo &6iS. (1) i3txa"a)<"eo, (2) S1>u^'&<no5. 5t»a

"ijceo ^5an»i> acaa n»cff» 2Sn»edS7»<r' «o»0ir»a)0»co5i n»afe!b3. ;3«t^

^ason» SJ»05j'& So^n»cSS5o n^o* g««&»u&, q«w Sjco sa©5*



3gaj (|i.«. 848-892), o»s>s»otj ((!.». 945-970), (tfes», «i^.d*s

( l
l.»."l250 (d*o»o), eflbSJ»aa (|i. *. 1386- 1402), Sr-Sga (1*.

1437 |>oSo), OooSo Kd^ew ({£.*. 1509- 1530) SatgSji^oaj (£.

*. 1531 |d*otfo) snssp^rj "iefy.Bg (S&g SS*«J SVXStb. 0»»»*jjS,

»)5)o3> &oses, astga fl»ax»^ stg» |fft> ((I*. 1250 (d*o«o) •3jj»s>

«*Ss*^ "iofyog («&%g2 3tgS3»g«* S*oB&. (i.». 1560a S»oO>

s*i^ aoKowe too aasK> s«s> aoa^ooo* (a»&a ijfe<pe"| soa'toj

wottida w (Ko*o (*.*. 3*«>gl aedoas «©3oOo«,o&. «< (Ko»»

SS 5*643 voaXto (3*oJ» VSalb e&«*S As^om. Soai*j0 (3>So

spowu^sJ 3oa» 16 (&£s*l£ «i4*i3. «#o(«afoe* 3wse»on» ^
»&Soo3u&>S'oa. |i.«. 1213-1255 bh3 t)MS3'&a*8d »)*j So^a*, to

e«rjs* «i "aoOs (Hoqw» (bm<»s. to oe^s# exJgo *•&&. aj«oo^a«

(«S36oae34oa. S65g.8»««rt^co& (|i.«. 1300 |d*otfe) **&&» Soto

'(»oto) sx3»*e'a>s "&&. &3yB/io z& ([i». 1386- 1402) 'sso*

&>&&&)' *$ (JtooS'S* S3,. &SS SHodtoTtowOj "io^B^O}. ~&£S*&i3

Ttor»T5§ (|i.». 1402- 1420) '&&*$ Ooo-axJ ' *3 fo<p«-^ s*s

'»oto aotpau)' «»s5 (Ko«o ws» p»«»a>. «« 'soto aoo»ax3'3

4bS Soto CO^KJo 3>ft B»£»£ (S&go.*\»<JSiS tftoji &SO»«oe (iji.*.

1440- 1465) »»3j3 3a»
i
joSrfij. ooaVfoSgcuttJ Soto BO^KSo Jb8 Boo

Ki«* n»£fr»gSo (Jjvp&j. (qO et3»(&0o). qOSs to«J««rS3«t» •t»4
r"

AdSrtr&S" &x£& ax>4 a*r>a>'3e »«•© tx«po»Sj aS»S>£n> >o&St»
BoiSJoft. «t S6<oS Sj&rtfegS c9oB»&ej^a^0^Sx> 'Soto JW5*£Sdfao'

»'3 ^ofli»a536. ^«aj v*/6^ AstMBscyvdjJSoC* *o&sshs>. «• »oto

SJ^»^adSJ»S5 'q&jo «0«o' «S &r»6» "&&. 3«*jW»o oJ^O030* (l*-*-

16 *IT§) S>Li£ SoAo>o& ISodoiSSKPoj 3t>j '<K5« «\S
>/
o' «p4 ^(oflto

ipWSi. wo4 g*S>. **ObS hit tfOotSo ttiti *(*«8oaa' «^S S*j»j&

(p*«>&. ««dS3O«&o^S3es^»0*S S*o2SSi2 o»SJ»anttg!ij '&j0 Tb»sc»»o*

•^ (She (jio«o (S*«<e9.
<

a»ij'a»SiSn> Ti>««ja^o»nH> a^wso a§«»
aij»B»4tfa. so^os »oto*as 3*3 so& (a>0o3o& ^atL «« s>e>st

3oaa SjC* |Sbg »cA« |»o«ssfs «r>s^ K*o»a6 ao;&3oa *o»xac*«a»'



put 3otoo# yfifro eSS^o |BSPe5*4 'fosse' SojfiS (S'ArS

3>&. <Sd bcpcsws ages ^ (#&&$*$ a3p&si

o&. esis^s

33>fo (foqi»Cj 0»5^ap ftfedfg ((I.?. 1560 $*p)lM '<Hfe',

tfope ffaoosa (17 «o«a) 'ex a* aofpasd,' Ws* ^ ^is'

•3 (Row, BoK&fooo Srt$)$rfiS> (16-17 *<pcc#) 'eGS&fiCpo,'

*»£ 3osu 3»o»(«»ga (|i.». 1900 (ft*), 'shjj ja&saas,' &a

abbas' aospo aspsjsa (17 «. «^ ) 'cm ft&op8»' «&
r^ S»»£ |Xo5»«d. ' sop ttrv&cf Moaa KWcpc^® vo|$8S

"SosuiSo?) t#se© aa»gioip fa&sg «*& as^s tajeo pa

'Soto Sopo'^SP 'Sop ajHWSrf^a bSjotnot SSuSKPoas.

JJ»tos«3fJ ^SiKPo^w, $p& c&o»3o esSoti S635 ifofy

£|Mty O^KOHT, IgtNS) >Boli>d |&tfS.

to aote sdvk&o 5o5j»5* «s 3jhi, 2&3&13 p»&s 3»a»»8$pa,

Q)& 'Soto Sc cWjBO'. etf» giotftf
1
!w5*«o, SSotf, gWe, sna,

frooK, s»o£*a 3»B33 OWo& 3ofi3 &* &?e !bfi «&) SCdSPw

Ml?" tsFttPB' .SoSwea »"3sjtSs iTrS".4. tetoH tf(op&» Sx^oaoi

jKB*|0 SJ^o 3oA8 {Sti} £BtyoCNb. |Ko$Sy Soto ^o Sea»fo.

|)fo$So (S&floSa&oa.



3»&oo» n»a »03«&eSo wSe Sr»c» (Sfcarf! ;$r
,*5Sttaa«j3»jaj. w &J>d

'S'ScSj sj&eo lS°3c&> acs»e>fi» p»a«T»&, «?»DS5i3'j£55. S*oJ30r»dS5S-i Qigaa,

5Mis*oooj «§ «a, qos» §*ofi& gea^s, 3e*s rooaj «a>ea, ^o§«s

5*oa&> s^oajaa <7»3oO a^advss. (#* •o*»a^ foeoo »3^aj*-a»a>£

e*s wo»s«j soleae* n»so tl*vfc). sarofi* ices* ^ o»ar»ia«s«o

-if* 3%rf sag%n* |SSt3oo^>&. ws&a »3Sa v
|S,aj|B»ar'dS>ej»a^ C*0oO3

©js:a»>so£»?^a, a>o sjgao fla^osa, 24a>& as»oKsoS5 «*e<& aepoa

jB«r»S3»xar»a^ dn3eS5 «*o|0, agog, aaj*a»JS» wo«T»oSa tgaod.

14s sjfgff1 Uo»o8 *»&«», flakes' as1 a>oaoa53«a>ia oa>ajo

ao^oa a^a :$j-»iSoj*&>. wa^ae aja^s&as *os*3<js>a, «s^ajs3»ocg«»

-*« wocssj-*a^ (S&a3 Bj^kj. 16a *o»ge* «< «©cKr»a5 <*/^)ii
^acc&o [d»sj> ofioCoa. uc&a (I.*. 1512- 1523 a*^ s^oo**

o»o>05 oeijaso aoj&o a^&a "AaoasSV^Jk. Ttoat»»& aojoas
2jBo >j2u§ aaea^ Sfeoo, 25 '3o4a^«»

1
a»ej (0««o»a5 oonKb sl»|S

s»&seo7? aasO^o&sss^O}. "Sofi^o aajoaaayaj ^^5aS «m!as <s*o

SKt» saja^oSoS^.. a»7«5'3,>o dSr»(<Mr8 cdixu &>ca>5 »oa>a3 m»ar^»

^j'job. 3»ffJ>6 <ssr»^e* a^asS 25'sJo aea*«>5* sss«e"4.»o Aasoaao
o»«i»s (T!«S7"a^ a»ao tsc&^ao oOAoa. o»di>e oa\c»d aoasa cwjiSa
e.3 p»aj»a^ t.s a«o»a^ j?3joa. o»«m>& saaa^ (asreso »3 ajssaftjena^

sr»o» vpja. oS'sm <HT*\ae* •wSoaa©ds>' asrvpas t»n««ws,8aK>

deo:aatj»aS 25"&> aea«i» aj*s»aj>3S675»S} aoa^aea'eo, ab<& aTSo^aS
5sj*e aea«o> ^jsgu^o s»» ls soeateau aesa» aid&gufi3."~e6*a»a

f*a^ oj'axos a»sa» dd&t>4^. as*a»a aaeo^eo a-ana iicpouSo,

aaoo^eono ^oaa ooa»550«», t.s aeso, iotSo aoa«o aao s»S3g«on"

aa^\oatj43. ao'js s^oe* «»cs^8o»<bx», so»«ao»dS3«o st»b» >jaja
«§5* "8>aoa5&a^3»"3. 16 *o»g a>o£ «< *»«xss>o dk*»jj «pj«r5«o

•oo« avtoaoa. «« *Mxsr»as a^j dH»ao aojar»»o aa.dsjoff* q&
(SSo-cso«\d «oajc3»dS3o««> wcxsjvr1 '3oS<a»3»aS aa>oaa sssua^oa.



<*- |>o«J*^ '&8hz°&>
,

e>3«y>&. QP$>$g* Xo&Z&S ?»»gj 3o£>a

(^^030^5^5)3 ~&aoaoo 20 a»es,>"&& js-q^oa. soas6&e» 8j»"fic&«».

SOSdig tst &S7*&>&> SDn*ao. «« SKS<&£, S3S0 Oc&So w'Ss^o

(SP&S »o&3»e J3)?5o3«S3 erf wc&X t-g^.'S ©3 &&f>c&o e.St3 6oa.

wi^CouSj "3aS&>3>ePJ°&£&i erf S"ifc&i, JSCSS^ S&SSse^ erf ajgOj

&r»&>& SStWSx -^"aas&^e^^&j^l oaj&oa S'aa&e*. sr»& (1) as

8&SxJ»a'&<;&> (2) esSjdfc 13) "3asarfo?Hta-=«j&5 (.4) OS 8&"So«#iJ»

&>&> 5) 5*^ 8&>taX$Z'&&> erfsPCb. -OS ©&SSsO»-C31>Oo^ "5a&oK&j

erf y'^o^j Ssp^to dXolP^j&i. e/aid&oa> es&32 SCblSoJW^ w^^&So



tipttfyo (|Ll. 1424-1503)

fltb&ei&i ess e?oa (jj»0«b)

JF(Jr flfo&B&i (8 e&ijBS'oadijf

teto &

1"
I i

4) 5)

&• «i^w iwoi V ap(«OT [joe as)Biwf«oa.



taX£>r><3*&>gu> jj.*. 1424-1503 &«£ s*>o6* 2ehQ3*Q>. ((S'a aoS

°J° 2.***,s"so*r< a****" as^aoa^ao 'aa£S«DS"s esjoeie aoaa^e $»e»o

ts»s> o^a'saess). aaa* e&a» aar-^vj&S* i»3o*e« tfesoja^ou.

3gar» "a*np ar»aoff* iwsipajjaospai ajtSaa^. aar»j*n$6" <Mb;?>c5i

s»e «3 aa$ (Suoca^ sr°Bjtso aa aaas*^ aoaa^tso** n»ae»-2>tMP

wjs^&d&^wfa 5no» aa aa^s* Do JSosl^jjifcS d's^r^D'a^oa as

aoSea c«s (^oofto^Ji). 5g07» spc ^ 3or£rfj&a?ir«e}, sjao

^^spexssr^s aspeajWOj n»ao Artb. TSJ^a <ss»e& sax^*"^ 3*&

said «»o35* ajtjjea rw^ao. <se»"rt »3^aj^p&^eo sr»e» s^aj v^a
'sofiSo' «o*«* aj*jje3 ar^so aoa.

"S&stx^ ^ 8oXKF»&>a5 (s*n»^5ai5aj) ar»a:n»2S't3, «a^aj»o»

o»ar» >$a>5 ajr»ai7?,£;j'>Bb. d^ajsroS «>(Ss»ai>cfa,so tflb ages |d»eo

OoOoa sr'S" »Sja5diicr»
,

3.

«a^Sr'>a»eege3»{k 5*ts-S'St35 as^_a s»5>os» 32,000 (a^Ti "Sotto'So)

soloaeo tsooastij aayjBaasa^a. s°~6 3o>f£j*s&>a *ex&> $*oKnoG*

'aoicys <soo»cr«'a^ "3e>re>jai» sr»o» 3<a>#oa.«« so&yseaj oa^ar-o*

&ge Sj3rHfc3a Tia8&a3«»vr»eb«» o'/viS&e boa 3&ocsao (5»so$o-a»cb.

»3)pr><3*aigx> (sar'fioo^a «aaS' *e§*a<Jia «a?^aooaa §*a^ »ol

ea« ovrS&eo «jt35 a,o»a*jo 3a^«»»a*oa. s*»^ aoe"aj»& iostx

aeau&d^oa. Jj's>ss» aol^aeo »sn Hat ecron* 3a> n>as5ja>«^-cr'03«u

«aa &ar>&<sa ca aeja>«*3,

»{fcg«» &p>o» aofoa so3. 3aa o«ea»S3*e

SoJoaffJ 14,523 ar»(#o exji^o »ajao^o».

aoJeaos s«s ea^arv^Bjjeo aoa^ao** UoSoKSearvtfa^o, Sksfc

a^aetf* o*ar«dS5c»o, a>s ao(3oaa ^ae *as°«» «>oa»a5. at5£* "Sos

oKSo a33«a^o, iorft&sts *aso S"cbSoOjs»^cao. a^osa o«go7? 3a>

«*3S>a aoa^aofi* 'sofoa t^oo' BOooat» sajo&«5>*oa s»s exs^o

wajarKj^&iceo aa sac Sja»aia*,aa, aojoa^-a^ojcsa, a*6S8;j»vPCbc

sa ieoaejjisaj^tto. sa^acPAf* ajeoaefyasosT^S, i^s^a spa.©* Tlogu

asDS cpO 3r>&$ aofoa o»ejdir«s5 »ajar«j»&)^» a^a>ss>^sr«Ji5.

»asir,ai>Sxen»8o aoao a»s6n« *ai s^o^r* ajCoaoo°a}ea°S} <s»a

aa>y*a>ajn» cos ©&>ao«* a6joj»eb. voi s^>. aa^asdSj^ps &aae>a9

a& sa^a e-aafij esajseoavs} sr»o». o»a arsa o»Ro«*a '*6ew *8tw



ayoopsbaa nstx> ^s« ~&aa' *3 ess vs^&ds^ipo ar»*a crop's
CSCUS '*Sex> «6cu ayco^ a»ij« «e»

v
%
/
»« Seff»' w^ 0»»^ «&S0o2oA.

*ai sh30*S ije)buiT<&ff* esotssMb&n* *our» «u ac^a sn>oir*

(I. *. 1487- 1490 Si«S£ SHxaff* &j'^oa>0) SedSsSKB cr>tm> Ae&S
>«ba ao&o«o»dS5o -|i»% •»^ar>o»o>^eSs *o3a. «« se&©Ko»<skeo sos^j

»o«* 'o»aj^«d5soT «3 »«s>|o |sp5>3»<ia. aoa^aoC*^ 'd^jagadb'aja
3»3£0 qaa «§3eS$Si ZSj)pCi. «4 S0!>o?(O»dl>&s «S}S7Vy>ojg©Si CF»0»

7r*0ao<J»&». «o»H» ttS^Sx&ij «aa&>£ SO OCS3 3d5xs»a5 acSOoO

Jija aeo ;&} |3»goa w »o"3to *»4a2ot» 3r»&>. otr «s axneo^al
s*"jo;aa4 «a aaj a&rj^jfc. -*« -3es>oKo»dS5aj fi*aj Tiorttfje

e&ai. ^ooj <T»e»j$so JKjjoa d»cajsr»o aajas s*i»s»eo, wcsu &os

w$0ep«» ^ePo^Ho. atU SouoOoO 14»»»3»e»a»
|

ioa3. «tdtoa 6&SS»
«*a soo»* o»ar«a3«s&&|orM «^aaa«!is. ieossjo tabes a&fo aaoa
«poas»a^o ^aaS wo&o AsssuAoa. •ocs>ff* ae&oKa»d5>a> '^i/Sosu^
sj*& Bdsnsaa a»ts-^' aa s£oae<S3»aj.

'solos e&a'ayS {a&a$ aa.n> (jsogpas wsoon» aa^eg aoaj^a
(Bog»»^ jp&ssres: tss^aT'O'Cs^i sasssa, MtSsa^ 'so sao» io»S3a»e'

a 3S5?b solos es,ose aoaocsso sosj, oh^s s»o solesff* v>«

ff*3j foaotrS} »Sjar»cr»0^o SoSOJSe [SQ»i3»eDn» iottoo 3aSi SctsS
»oA«j»a§ wdba 3&a 5*3"o»a^ so(«»on,2.s' osjs toeb.

1. •a^ar'-a^'O^oSj 3j»e$o 13 «o»§«* S'asaiT'Os spKsaaox*, s\a_3rsj»

co^ec»s8B ervssa So^c3»<jsj'S^ a&&3» «a^ax&^so aj-»ojSj soleac*
loss* usiibe* t>t>p s«&ss. »ja

t
srsj»ago Jaoavte aoa^o &sspcd-

szz?>$ s»s aoSoaeyt d>s<$As oss«us»5j. Bo&^Aa >4 sofca
a»;w£^ Sj^ooa «*© ss •s^SjcSj^ »3jS*s*ooC* aajjSes:. ««

«i)^3a wc&s 'io»sj3«' tamo fraso. ixr>x»zr>iiot> (Sj^so «o»a)

(oO-j MS «{n>ca>o. 7i»S 6St«K£&j3 Solo S >!?o»£»S BSsJb** SjT*
Sjeba^ss^ar-u!

*"

2. BSiKs Solos qS^o (JtoliPSjtjC »S^a>iSs^ «0O»CI»6j^a> 3ija 'SO
asi^'s^ aaajo»^s ocssoSj si^3n»3«a

<
j sjsoogoqcr>sa aa^o.

'aeso' »s^%a> 'ao aa^'aS »o(jiavsr»ao »S(K^jvt»o. »^ o^
a*s st* sasaa. aaaooa:e°a»&^«» as a&fc 'aoios qs

l
ei»a'4

'aBxSjc^'aoa sr>aj^oaeo ar»ao-csoo #* wc^oipSi ooa&sjsja.
s?oa:wS ws^sx&g 'aasacr to»aso»jis' weaii^jis 3aoXs5*.



soies.affj a*s.o «a ago, (raj3*tj) wa^aga, ajerjew? a<s«soao4

Aotiuo. (sea »;5a aAn» Aoeoo aofta a&x&>o«ex> (Sdja 50

&&>, ag3*a^ 5*t> "3o& So&o aaa Ssjr'&i so»o& c*Aa »oAs

eo^sts (»3j3o wts/ia'oaxsaa 3» sr^so). e»a^srsj*&ge 3a»<£ oajo

0«*3J» Sop 63^0. «« oSjCPjOj SJ'JSjifibooS ipVtoSSay. e&SeS

aa«5* areo'flSj i»o»o '»)«r'e>& oj«B) ST^Bi. Bt3a 'ajfi eoco'

wGWS s»n»a o»<fe%«» so) (©cpa>s^s sms^J spsoS* s<fi*t>j

a*©1 scw£ swa* jsoepw (sj« ooceo) spcjOx, qotfss^.3

*3ia- aa -asepeoa^a sr»o»-&3»^eaj.

*a Sote eo^se (S>»J ea^ ladjao. « seas ^Sfoc »3^srsj»

&g» a»aS adSseaearwa^ (3>aoa 'ss.»3«ss>v5 xs^mKijsm'tp

ae&rasa tfooascsy. aas* sgaS "so i>to s'eSoa.

5. 'as sar»asx'3 doadk^o'tS* £>e^g sea aa e^sas* t& s"^s»^,

»»5(Ktfa> SDAoOoa. &oae*aa (Sya'gja «pso. t»d »$ woo^sug

nacpiP a^oosojjoaboa. a«aff*» |Sq»s «psj»al ©a^&a Si$*s

«r»a»ai ixfc-oacso t» sao«^ Ao«a>. swas »©a |i»n*"" sar»ao
•aasjsay.

3<s5sj*&. ^pjas'tj Sorts^je »jeo«*3 oji asg&>.

7. 409 vis* aa.d&o7i> wSjsrKPBi^o &aa »aae d»$go wa&&oa.

3&>fo mcSSjS 3©€* "£}3Sj SagcX "asOftoa. S23g |XoQS°t» \S°hS qOO

saj<5s"3;j» $ck (»pdS)?soo« wa&ajoa *» ocsa. •T'caa'oso (p&s»

soloaoSa A»^ 7P9i3*a^ aoi»aao& »a^ax&^.

?«•«, ««»fca sa sxfc^jo^ &s&«p^g tsxxt^ an so(So»cK3oip sjs

(Sj«6oO, m ao scssS) aoAa eo»^so js^a sgdn* (flcp&s'o'S (acc>ao7?

vi&\a Soo^a^ (Xtros D°a3 soo siitdT* aas-csa& t-s sT^s^aj sa>(ji

«a> ^sro^a ssaa «a^a^&^a. |Suoao (ficwts aa>o»ajg»o'S"ei3^ajo»oa3



jsr»«fa%e» "BoAotSJ t,g sssj(«a, itroaep aefa sao a*5a ssa «<ux>as

aa^a-ay. Sitf $&£» «<&£ esaffj so ^ ajoja. aas«& aa^eSo

o4«-joa 4n»osr'n»e» s'oeo. a<Aa laao-aoff^ s»i>a^ (SaoSoS^as

eajsr^ogoss asaSioaa^ »3 "ScbKoa sne^&oas aeiboKa^ «3
S*tto& SBA Ao&X'lis. 0»*S»S AS OOySoX«;3»aaBo 3S 'w^Sitpij.

Sfir»^oo'ff
6
a>, ^.«. 1546e* §*oaaao (>oao«*a 3oa*ir»05 asgseo(n»

sipwsss "Sorfcsjisjss o»ao 3!>a ^•aaotf'si (««a ues&ao aj->aj:fca

a&>ga*&> s*s^5j-'eK)&) ai«a^ "isva^aj. (afce&ga osmwssS)^ sa

ae&oKajSb was sya&sa -wsj^ (aa^ eoj'4o««3»$j»»), Ties aooSie

cSlge)SeSj-»C» ajfioa A^ttJ. •&« aeJjoKajSs S3 30 0*»<J55SSO »cco3

£»(& aOoSioSo ftOeSST"^ 3S>a v^ff)^ 25StJ»cSS5eo ((I.*. 1509- 1530) ««
ooga^s sas3*j»63o b»oS aa (i»aj -ar-Sastjs s»ac*a3. a»«a»s nwsxva'i

JT>gS C*dS*!& »(na«0o7I» a°ao ddSstxj »;S& »3S*3 wSfjOcSCasa «o*o.
tr>«£*2 sr>£Scr><il>ego a»So s»aSo5* 30&oKa^ »3r6iao'35 SS3ao7T» AotS

saaeejs' BjO"3oao crws^a &>o~f&e (n»j£r»as«e©a,oaiatj> §*oae

ao\ -5o<5*(?io5!»05 qaa^ '»os*>o ae&oKa^'n» "ie^otj^u. sase
e£»cj&ao saa^stsacsox) flsjgawp, wb^oo ascassoaa e#as£~ *e§*a
dfcaTSOfta jr>aaK3§ioS. «« (Koffio afti£?5j€»°a§ &>aa5*>o7tt& »3ca»S§
s^o^soTfaj 6ot5r» c*e"|«dsr»a^ -».aa&oa"r a°*d°s a»e>sioooer>S3 aa

o^7s»0i sj-»aaoat» « soajooff'a »a
<

jaj-*a*tt>£o »o°5«*i aoies<>* 129
aoloafi* »s^a7'<r>cb^e)& »aa^ ao<ii)n« aaoa8©^ aoaRsaba^ rjsjS»gjiK5

iat» «-g 3£oK£S33 ar»-sa &o&. %« ao&oa:

'»&«» aoae "O^ aoKcaaaunoTi

e5ds>ax«6 oeb« 3»ajo>c5*si& «o"«' -(sea)

(»p.gaj soic^aawoj - laosjoo, a>j 88/89- 1980 »od»a« |aa)



(3Q»;3»o*o -*« SO&oKS^, 5aS00;><&3 50 b-S^TSsp »a^a. ^ CT»a>»i

t£*e^n»e.- e»s8" «5. cs©aeA»a 'sa so ed°<sk;s s*s<$k*eS5»' &t fezgoa

a.|aapq.oon* asos>e e&aoesa »3 »«&> as 'spksxs z<saaoo' «»;S

£o«o£* c& ao!boa»a3 a^a^asa oausp&a §*aa&xa as^aos sr»l>

•^aA-i. S«P^ej»ft^ »SsX0o3 aO&oKa^Ss S*Bj5s i-S^Ba S»S SPO'tSko,

sa si^a os«i3'*>aso"t5 &&. ea^oa ^&s»a). aa^oO Ma^ar-cpo^

rss^s ao&o«a^, sase eat&ase etxoa aj!so3«sa ~i>i$$> 3^&e>a 5*&

ajoa. sja^tSS «< aa.da:o ** &e<5*3 sea <soa.

~&£0&a>ci*'tf,8:KS

Ti£5e0i5a>«"j»a5^eD »saj-»& (1.8. 1473- 1553 &0g s«eo<5* 36©

3»S8 3&}33ty a?«a «© t»S}SjNT*Co£e SOS'S SP0£ »ax>a (sg^oS?^!

qWSS G&3jo&^ SOSajj »3 qgCb 3go|Cfe Ao&3»0j. j)S3i 7TO} JW^o
s>&). 5«sa5 ';&&sr"5 /aa;i!,a;3»ortc>, ^ o^axvsas Scoe* ;>asr°j«ffr,

&3»oa»i3T>fff, SWO^S 'fca, «W>/W SiaSoaB' vH OOoBoeo <4o473. *»

«o^a us (Ss^so j)«&j scpb» 3oSt>*$eje iucs sVs's solos 3*aja

S^C^Ho. wod S»SsoS» £o»X£ SSCSSft0»e», *)on»0 BoSSJSx>, 3(S3*eSjo

ao, »)on»o 3j«*»ss», 4o»3»eo s°s°^«u, aa S>» sssass, &a»js eius,

3$us»cpe», «*o|«s'Aoooa&o (<SKa&«), ajjaa a»oao*Si> (qa ©eg^o) «iSa

0v)OxJ»Oj.

-StdbS <DotJ K*S\ g&&o"tj S*ca>JT»fib <F>& wd&a Soti>oaso3»88

au»»j «cposp*3 ac^a-Saa, oos ao*e> jt>oS lu^a^aa sea^
sa 33

<
>)Uifc>5

soa. ^ 'SosljSjo^ajS #«ss>a s«a«r»es, sr>053»»,

&sjo, 4coto(S5->, »o^aaj3(ao, o»<&©d»a>, a^axiirwoso, roocoae,
0(OK>oobc, se%oo, «oa aar^ajOo »3 paxHe sa^o-aptta. wb^o
O»d3seo tfsSfijS Sj'oA, SoXoS*o (n'SJ^oST' AvSoSa»ja». eCkeacd&e

aS^aao3*»o wd&a? >ja5 sa^aa »jo» wOyjeS* aj-»i«Sje>S3 ap°Jtx>

vSSis'ao. »ciicsa»cssjo cfosipoa s^ofi* aod&3KCo5*a ao^fOS'cajS

sr»n« ««<jBoa s*a^ <sr»sto«e ssSiO^ocr'as. J5*^ 45jaoc»«» do^ojTSo.

S0I0S0& O'ft'iiSoo tufi (H'caj&a'iSj. txracO" OOofi* e^
|

iiJ»a»6
>

Sw33'ca3a

(soa^ Joxoo'So! s*a^ ca'osk) a^a aofcseo as^s (S»dssn»a1ii&

uxgbvtr aao^<&^ »a Aoa. aolea «os»oo J.Y. 1540 &>o& j^a
a^o»8s^)e>«*, d»i3n*(B5* »j(a«^»o«« a&aoa.

*"

"SO O&SjC'-O'Osco "Sg S'&TSS -Oa 60bao«,3,'05CoSi tsSjaj^a^Sim

*rt loa^^s^ro SroA wOj^o soAoa. ««ssja
J.*.

1493 - 1553

saasj a^Bspsa sa^acs^. «<ds»s fr*a^ oo^&jij, 'es^ «p£p sa



wj^ro^tto&So STO^Sj. 3SsX>«* 'iioies «&oS»' »3 (Ko«o p*VSo.

3d SrtSoff* &)**«£ S^»oi3»(*a SPfl^ 2oSO»geSs ,1"S: '3&2o>j^
r&

(TPSyijIi ts»So ;»»»).

S^S^ ^5*^ Aajoaofi OS 0&&ercr>&£3. (e.fi.3. *»SS RioJJjuo IV

- 144 So. fSSo. 22.3.1540 *j»i») **& as <F0n>7S wS^Srsi'&go

a(X3«3^ <r,a^sV5*»5jc 3(«3««>«*i»t33 (M^ ;!*»»). ««x& (3$2o K*%0»»5

$&2%e as^srovsj, Tba fitt>s*3«cr>&go a(Ka«es as^o^a*. ssSo 6*a5

(STS*9an»'3 S»flT5%S eSSo&JS*. *&»*>& CinijjifcS} 3S (i>3 atfc&tfST"

&£o) a^a*°& 6oa. TSaatiepjeo s°u?i>^ sjfij^s AoA «*ejso«o &«
«Sj3rvr»Cbceo «S OeSSi dtfj ~3oSt^fj&e& ar^toSj a^Q>o 6oS>.

»a JSeb»«* SiT^S* So<So ttofi u eSa»«xSl>off'» Tiosi^f^a aaa^S**,

csrsfeass^ "so «ojS««vpago a(jsa«o *oa.
** ~~

0>gi»3 Satjoouo S"6 &SO»0jS ajJC^eo, 0>S««eu OesS O&Oeo 371.

ztO&s '>o^5 &«3xpe' «a 'scAa so^oop^o&es'a ajfioSoAsipai.

$«a "ijStfs*&js> "is&rQ 3osu»a>ji43 "so o&'AoKes'tfjas a*&«} a^a*

s^oco 3"S»r>sa 3d»\&. «« "as aovSoKeswMfa (J.*. 1546 ^pot'Ss

«sj*j j»oois«5 ssu&sxsa.

jj*& »i^&S?!i. SC^oSSu, SOSjoaP'ft »eJ*3o, 6a?S6ocSS30, e»3^5CPcr°B$

30(» w3 (Xossho (jp&sa^io. a^aos* ao. s*w& "So»£ a^aaea &r*ej

K0ASa»&>. 5»tK»j sosa^aS 620 sea«<» sebar'SoS' S'oaatJ (i»oo»s

tfS&o&S 3oaw,&, SjoSCo «»$ '3oB» (TPfiT'eiSs a°So 3Jj eSjSx&c,

"Sa aOjSxPCPtfcce oSi&3»©sr'B>a3y, OS "MS So|4 (KajS StcjoKS^,

"SgSj «oa>S OOo'Bo««S^, tfC boxS fi&&«3S3i w'A spO STjfT'S'&^e s»*_

5*Si «e^3oSo»^«o «j6l!tjt» !3o
*,J
t8 v5^»>. •*« o»»o ji.*. 15466*

«j0fle>6. «»SSo 'dd&u&oa.

^•SSjooSWSj SalSe Sea*«» S«SjSTit3 ^Oiii 58a 3o9os»&> tfSiSo

s»o?b03S5)«Bn» Aolutu ^°ooo os^fspjcj. «« aa.dS7«al t-s ?»3So

Ttoaogoft.

xviu



si«$& <ths J$aon» &x$o KiSjStx sawiisifcoa. qdSS s»dS>&a ao&o
£SS eofis»61r»Ao 3eoRuJ» 3>&. q&&> 3esc&3K<5 (3<55"3a »o»lac»dSx)

So J.*. 1544, 15455* esfioS a«0 &o£ lEfoSS te3€> «s3 wiKataH);*,"*- CTCDA WOO ^™ ^ w>w

*oaatg Deoasoa.
J.*.

1559«* §*3ti ocb'3oA*s»«3iia (sea ae^a)

sjdiij -aa dJSo&eT'ci'a)^!) s*so&. zt&aa soa^«o5*s waxfesospcSj

35>!b«*2 £aseoa*&). ST>aitlon»S> **»|3»»S t7»© (36*33 »3 3aj«jSJ»c*c

q%fc eet>sae*s ^soao'tsi^aj go>^s,ayT'»Sn«sj aAyff e^sto';^ »oo
arj& a^a^oe* roasr*^

if*-
1554C* a»ao 3*»&>; a^8oa5*s

»Si:c^"Sjii>sir'g& se^ooio, Tie-^otj'S^.Si (msyoaj (i.st. 1553 e*

3sa7»& TloSwSi^Os

w^aj-Ky&jie sj-«ajja o(&a>e»ou r&saao. ^aa isaoac so

Tb£S OCbSiCvP&ge f&iSxa a*S*fcKJS»gO a&OJS (!.«. 1565n»S*

5T»S» AoSS (I.S.1560 [S'otfo SB"! AS^os 5*Cb<fcoa. &• SotojoaoSMfc

a&ao iSort^jOjSoa s>»r«& a7»udSr»<3cS5e>»s fr<2$s «£«• "fcao

cp>&. «r>*>s a*s3a 3&fo<5* saovss sr»&"i>tt>. 3»sK> saajotf*

»SjSi<JS5C wSSsSOooS) ©oBSJjo&j. SjoS SS^o S»S5J»&.

«r>ga»s aa «&a>o'a»8jgo ecsseo (1) ea^en^p ttosso (2) SoSea

t^ao (3) »o»cai, sS\on»8 Soii^Sta.

Si3S* ^ft, Sog'foa^oja isB aoassjoaaoje* (1) aoa^ao^2) (S»S)«o

(3) yjT&S^) Sr>K0(5) ^jra ta> «-»|i!So*«p>a. (6) (d»o(7) wSoO

(8) a^ej&j «r»a. w3 aaa* ca.4£ ip&s «osso ("fraooa sosa^e

sj^sfto *« aoCSSs, e»«3*eo) 7.11.1537 3»& o»i\ *fcoiba (poojoSa

£oa. j)aa*«»OA» aoi&o ease jSs>sr>as»6ie3a "»a^sj^j^e> »a»

BoST'&o ©5»S\aW (The Minor works of Annamacharya and his sons) JSS&

»o5jt30 (Vol.I) »3 |Xo«o5* 3o4a 3wJS30»5JSJ»cr^ge> SO^T^o (SoiS

19355* (Sc&6o3u<loa. «< «osso aa aej»jo«vj»agesj '«§, «p*>sa



csjsa^' «75 aojao c»sw»a3 s>Bex>n° ssoao&oa.

OS e8:Si©,'-CT*&>ce SolejSea &J"»C» atSiS &WJ S»ooS<5 cfto'Sie

^e»S<SS a»g£»g SP6 S)ax»-XVI SoJ&OoS* »6£ '"^^i SolBSeu

ar*j so5*a>^a »jon»c 3oles«» 1962©* aaiaostsa^..

soles e&cio eSa ^Sos^ sc^eo (jjots swk soa sesames)

4o3 osj ^o$o. qa sofese ey»d»s &oi£sa°o&>X7«e
<
) agjoa.

Soles e^ao- jSO|{f, Sarws.

SolOS e&oo^S 3J&3B3 SB^uiS a»ga»g eS^SJM'Bcgeo Soles

e&ejs&s" aos^* (Kosya^ eooostx BeoSjoa. s&iisfaag} #• wo*»a^

s^g 3s^ti& s»5»i3» wgS'g Tbaoebai<3»-cj*e:g<s) o°S£ (u3«*i) sos^
3o£* go^^SoOSt^ Srw 3S^ofi. SiSiSPS* Stf^o OS «&S30»J»8^eo

ass »o(4 «o3js "sa aoj&xswab^e etsssjas8
-s< 3s>fo [Koipajeooo

st» 3^oa. aaj^s4 so^e^ ^°^a solos e^n»s^ osjsssrj

('tfn»
i
5s»jSj>eoo:«5') 3»jfo soles o^o |Ko« ecss& As^a:oO»i»

3e»Sooa.

»s^S7*a*6j£a Soleseo 17.5.1535 a»t53 esseoasass- jaaas a»oa

soj ssc&s&oa. sole so5*a s*a^ catJ&uj o>3^ooo, ^eoJte, oaoeeo,

soss^cseo, see sus^ 3*o& 3esLg aco^s&oa. s*J^ tp*»(a(Ko

5»eo ^6oKo, Soa»3j'&€£ *3jt» 3«u&oa. o»«S»g 3*0S*jjooo

cr»ar»Sjis?scgo» [ScPtpaS So-j=Oo 3dSsgoo4i* qfi ooAStg BeoSsofl.

•SjSJKrt&ije Sole So csSOoesSiF^ >,gjfcrt» anOS OS8BsS5e»cr>

&^e» as 3Sjfo SolfcS «&ei>»j JJ»e»K&>foco THSeoj SSttofoo Oifc &oi

BOSOM* Jtoa ^'SoSto^S wedkotf* cSoSS (S^ojSSyS SS^oOSlx

3»\oeo«fcS^a. wCotS ooSOH; 5o83 Sol«SoS> S^oS* ^S?a^o5* Se>

a^erff* 6a°aH5c»o5' SS^oStoo Sr»c tsOfloa. ^ AtfdfcAo (^aspd*

o^es^e n»&> *• oo8c»*Sj 19490* gSsfr^ej. .33^ uoScto qe»H

3Sj
r
oSu&S5' a\8,o«» 38dfc&5»a 3o8» fcrtSeSMB S7»(8o SMPShA So

e^osojsoabs^a. sos^js <p5.e*s t,g soles <&£><», «a>sw», Wwi^o
©S5TH35* a|Aeau& Aoa. 'Aa^3»s», "iicssa, (jsjasu, »oae, *»C

;

«sm, a&, «S)3 saiSsSs, tswos, wo, ex»sg^, ess, «a, £>s

a»^S«, «aa'^S«' SoiJ i»6(?'U.g St3»e», SoSo, SCSo Soti SCT>«» *i

«o»Sos^> Jbo gsuJS«r>coj. os eesSjc-cpej^jcoj tti» « 9«r>Sos»o iws

7.11.1537Ss S»o^ 3S^.oO 4ou»65 ^, v
%
;
asp>o^a)^o5r>0 «0(>dSjo.



jpjb o»Jb i»e>aos»t>3i 5"Sifi*3t3»S£ JbOoa CP»d»S "rteSSa CCSSe*-

XV SoajooeT6 (196l)a eS^ar^t^ S0I0S0& ^pas 5>6S«*Sj as

6&&0NS*&go «r>« SoSoSoS* (SCbooaS XVI So^U»»l ^pJsS f>os«*&

S«SO^»p»?*03. "SoU) wo*»eo Sr,|tJo S\So. 3&> o<Sco S»S«Pox3» SoisS

q^e» ijcSoSPo tbO p»ccooSu<5o«l$a "BmOO «o*o. SoAo'Si Scopes,

«Sas»e>, >!pa^o5* (H»"fc age n&ibS* s&vS* *o»e wooSosj-hJS

AoAoa^a
,

3o5f «w«o. soles (acstfoeTja xvi soaj*jo£* (acsjooaug

3Ss?l3 SoliWS q3^0»Sj S0vST»BO»lD5 ?«5»aeS»eo woiiMTHjiS* <fe

«ywo«J« CPft'S&ieo wo£S«y»i»4[* &3»J03J. OSOtl>a5e',-CX»<i>£eB OS «SS3

s«oo ar^ n^O) "SdiMrfsAsj.

tJ*KtSbo iaS> &3Se» S"Siot5S ^>{5j a5(u3»ioM»
v
k,n»&> «3 «dks

1922-230* 2£ (sr>co>ovj»cb. « s-naaj isabos isaepsaeT6 aoStp B*tJ€i*

S*»j 'o»«d'g aS^>ycr>Sigo, SPQ Siax»Cbe oS» gjiboj- 1 Sofijoo (The

Minor works of Tallapaka Annamncharya and his sons' Vol.1) es'S "Jfibfr SoiO
SeKJSjO'ajjr'O^Oj^o B»6 Sod'iSSo^S 1935«* wCfcySoMOiSSo 0O/I0&.

SoS»aS Shtf^o- &»w»t»

3S}Jb Soles qS
l
O»»3 Sjoj &SoKe> ^oBo d»o»eo o^SJ*abiJ»^oas.

TtoestSa »»(&« >eo. ^o£*a ooft'S&eaja d°eo. Sxnaa 5»eo eft B&e
&>a&>o& ^a (3*S>S s5»e"3j eto2:3» m '3oar» t,St3n» &$. &o65n» AS)

o»ft"3&o !ba saoa jo iplSoSjS' a£s s»ftaaj ^e &>o<£ ^cps^ikSj-oO

o-CSy "Soxioduajfi6 aajeo 3S\&5i»Sj«).

i»o»s^ a63mso»as' siajaa O«&»son» «s($o 3as o»ft3sje» ^ "Sos

"fcsfje a*r»£SdSx>, 223 K*3oao'83>jS^ aaa ar»s» Sba, e&aas* 0^07?"

AoSooao awvfeK&a a»a*3^ ^sr,rfgon» («>oO aw(aa >o»s^ as

agoo eaoftoa. *« aoBo^o^s aatpoa :

1. 3SiXs aoloSe^oo 3»0o e.g'^^.ti 40~5>o.£a.xl8 "Sio.ib. g'oaecio^

60a. (p&s aa jj»e sjjip&eo sssosajeo sjcssj^ua&sj.

2. p»a |d»iiS agan» wug&>jpr'B$> tsajea aj°ojS3^a»eo 3»5"a^

3. a»(aaa»so a^aos^. scy>^ csr'ajs'oa. s«s c5»ft-3&«) b>& -oae

ao»pS aa^ a^|a<&> woS csr»asadoa. ad^ooan*, 'spesjb d>^ouxu



y» otDS...'.vi sa»ps vajsoia aoaa so»j 32 ayaaas '»»>

S^Soeu CSS*....' «& eeo«Sx=Sa£ «r>j* SB^o 3S6 artSe&oC. *a

Ap« gisjvrta s«sp8>.

4. o»« <sa«J 'sole aws >»....'w3 aa$o c^^sa^on**, ' Sad

o»*>» <&s^dS3...' »3 aago as* aa^o/wsa A3^. aujaa «wso«*

qa so>»n> saas»aajaa sa^n* *7^. (j»a,a i5®©** o'A'Ssao Saa

ao^sa>"i> s*s«J«4oa.
*~

5. 0»A "3&eo »« (Soa %6S5* Baaaoi&ayS}. "v*^»a. v*^* cajVSaa"

dsassa« «p«d»s •wjSiTsj'ttge &ar«da&ai "aa eaaaaej'avbgea o»a

&2Ji&>&3 33 Oeaaactf»8a£oa w363jS Solca c&a'SaS Sa^joaaaa.

a»(aa >eo 'saajoaaaa' »l! artaea sae"S&oa. *a a*c

smdc^s »o*o. («oase «» oaas» 'aaajoaaaa' *$ b»s^ so»j

dsjij»a3on» 30yj»&j. . (Koase & ** (jioaofi* s»»|3as (S3adS7'o*o

'aoao^dSjo'.

6.aaaa5* sa^o •aofi*d»aofr« '»Sjd5M assort ua-tatSaXa o»ed»' ttHa

wKt&v >ao. a»(Ci8 a»«o *-»»> 'cw>>' •» sjoj s^o^soa* aoa.

5o5*<5o«o wSjabosaoSo "Boa* &>o»or» &&s»s> (3»aa &»£3off
< qa

'ra»«5od»' «3 *>5* «o«o 3Sx>B» (io^tatia aguAoO. qc^K 12s,

15a 34a so»$Jjs> 'owbod«s' «s aaso Ajwso oOAoa.

7. 'solo aae &»a....' »H s*aa^5*sa£oe*s a*«^<>8o '«os*oasau<u

Sett; SSs&S seas'' e»» Sjoa. J te tos '»©&' »;Sa en>ft"4s»«JJs>

SM(aa d'Ooo^aj «-i oson* asr»ao7(» Sjoa. s»s «go son* sjo&aa.

'aoa>' ts^ajHoSi 'wsaep t&>' vH srb.v%o sa©&oa. oxaooaa

-iua aolesoa d»Ad aea es»«» »o aoa 5*4 aao soa»o'3;j»

<Saa»a soa sffrt <os»aosH» a^oJft&aa' «3 •©(d»«ao 'saeo***^

&»0o5''3 ssjoa. ««aanac»o«* qa 'aaea' •'3 bx»sot saooSuaoa.

8. ctto&e i^5o«*a> saajaa a»&oe«S3 sr»o» sjqjeSa aa"** 33\

5job» 'a;' »», •©•11 Ra so»go aa.dS5o«*ao aa"ios 3a^s»oB» 'J?

«s »^4oaao Aoa. i»os» *»so^o S*So 12, 15, 17, 26, 28, 34,

50, 64 ao>£e»n» AS^ ajq^caa aadcailaaTbtf 'aa' aj^gan" sa

"io«s* xtiioz&o tsaftoa. *»a aaow Aa *&§£ 'uoTiea'a 'w.'B.'

bi» 'State's '<S.fi.' «» s'g'Joaao oeftoa.

9. u'A'^SaS^S i»0o€* 13a aa^o 'eo«»a (Jtoaotaao' wS (d»OoiSo »%
«aoa. a»|ae >ooC* qa '«seo>aa«> ^toaouao' »a vsr»at>4oa.

3o5* 0o«o »ajaaoe»^ So^O'o 3a S»ff*oa S»|aca SBadSao** «<

sr«a^ *si>o&3t» saoasaooa. saaa aa&roon* («?•'* '(«' »3
xxii



aocssusjSjOosg o»aS ajjoa>3^ 'a' Kxfcaj) s»acsy. ^oase a>aasj«*

w&ibS^a S'o^^ tfo$'&S>3 a»S Si^ ©oa;3 SKSibiio S»ao. tfOVfl

18a aa^otf* (Ko«so eoifcs spo^^jja^ 'sea'asa a'jsocsso o»as

10. a»(aa d»eo£*a ao^eeK* aa^o aae d»ao 'aa^ooa a)a^aQ»jxsV
«a aufos^a. en ^45jo >0o 'aafl ooe a^a o»eee*eu'.

o»n "Ssooi^a «« >e"3: (a&>a ^oqoS* Sygeoau&oa.

11. a»^ad»oo€* aa)3a^5* aa^o^a 'SoS' a»ao aae '3uax&£ aaaa'

•a ajoa. e»A"8sao a^eoS* «a 'doe&s^ aaa»' «3 doa. 'du&o'

#$ aecsp-ao s>so*& s&s o*a"3s)o >o"& esoftgaoaaioa.

12. a»(aa >&>£* qesar^aaijo^a aae ar«o '«aa'. ^A'Sso^a

iftioS* w vS*o 'use's' »a 6oa. "SmaiJ d°so 'sjo'S aoooaoc&p

3oS* d»eo 's^a 3^a Caracas' »3 se^saoS* »oae>aaa)a>oa.

cfttJ&o >o~&> saMoao^ <£oa. «soaj3a «« Zo& d»c&) «<
is»(aoofi* 5icgoost3<ioa.

13. a^aa aW «ra a*-* aa^a **£« a-aoe* •&&» sa^aacs*'

©3 ivso ajoa. s»a c*A3so££a >so6* *&&a se^aa^' »a

6oa. «,ed»ao€*a 'so(2D»<ar>KaejasSMba e3 sne>^ 'assx*'

»7Sa»:Sj a'&i.&oa n»a 'aa^aa'as «S)*~HS)S a»(aa d*o*^ «<

(KoaoffVb eoAgo&csao aSAoa.

14. a»jaa &*sae* a^T^as* aaco ac^e aaao 'saoes abys aaoaa
sr»as aaouoaso aasaaoeu^a dbcoao aaotueso aa>sr»eo3a aoa

oxSaaa'. 3(Sao»oSj aoaa asy^sss^tatfp «r>s>oa*oo3tf «« >co
vis>5iSo s'tso'SSsoa. o»AT5soa)a tpao 'auoa^as aaotua& aac&aoeu

v$ dswj'oaa aaoujoSo i3»asota 3<&;adbaa'. aeoa aa»a5 s&ctop

a a n«t3 "ftos 3a^c*abai at 'SoS6 dvfi& a'oa 3»oo. ao^o aaco,

«a^oaaASfc»n>^, ac^at), 3xwso stso» ca^o^ ndo-o aays*

a>a^a. ^aja a»(ae>0* o*a ^S&o a^a >eTSo 3ep4oa.

15. a»(aa Shjo^* ao?55r«aago asa ax^> 'ai>ai«»
, «a *oa. o»a

tSsoo d»ao«* «« 5*o '3)3x0" «a «oa. (Sgocio a0(asoaa s»e»

as 3oaa aofta ar>B<>axl, aofta co»^s8o o»oti («ocs»^ sao^S

'stpaao' «i o»aS souoaoaoa. oo&da 'au&e'ab li^aao aa»

aaon* Aoaas. «o&>3a oi>A'8S)o d^'Ssa 'egjotraa a^axo' «£
iwris bessoaoa auoaoats&oa.

16. a»(aa i»ooC* so£aJr>aa^o ao»co saao** '\23H*x ao(ao»dsx> 3^
eaa' «a ajoa. a^Ktsao J^oT*s,u 'jootsa' »a *oa. as>a,



ttoxxpv ijarwas ae*»a<>as ao|ao*sr'&L acsren ;rtj soae^

k&s o»a 3sx> iwrSs i^sooSoAoa.

17. a»A^&«» JtojOtf 3»«&J» 8r>o» 3t>3 setoff* SOco fi*t> So»S^

'j&xsa' •» %s«o»&n> sj&~3±. «* aa© 'auk^' «a ao>aS so&a

ar>aoi? sauoafi'oa. d&s^o, SJ,aJ-•)^
,,3• » a«ib so1* ,a»ao

o»a;S aj^ao sr»=» t,stS Aoa saa "Ati ix$5» frse^o s*»"aj

18. 3»(fi« iwsofi* Sua ejus as$o a^a^so** '>a <&*«»»«' »s

«A SjoiaotfS' <7»3o5* a»A TSSs «>So |7t&oa&oa.

19. a»(M >So«* cJMso ToS* aejo at^a aesao '«os» ag-aojasaao

Buotss' »a *e>a. o»a*si i»eo«* '»oa> «gife(esaao amoks' «s

Aoa. ^c^girasa s ^ays» «gcso(oseso5* &&> «o« «*&«#&

s«e*5 o'A'Ssj sKs'Sj (Kt?oa«4oo.

20. S3j(B» Jwso o»A"Ssa© i>s© spb» •8T& shbK* acsgo 5xp5*i»

eo6* •»»,» S«a swsW »;S *w»^*ir>sj»^. so w(&£ooe*

21. S»|6tf 3»6o «tfa;p£j BSjo acPj© 8iKSo«*35 ««STS e5* SfijO

«*& 'cSx> fino' «a ds>s«o*a afittr**^ ^srfboa. o»A"8*eo sr>a>

'dfl^oaao' '<Bne3Hj aao' «3 er«3»^ tf^. 'Jw* jSootfo'^a

'bo', o!k> >*j<5*» 'aSse' »3» TS'SjOS J>BSx»~ foO oiSjS%*JO s*ao

d&swa aaena'Sj aeoa»&oa.

22. a»(&a JXSoff* «c]» S6* &£Sgo 3»«K* itoSoe* 'c&gee aeo^S^

aaa' «s Aoa. crtsio dofiof* '«j»s»«» soosms^ ago' »a *e&.

aa sso^o** »^ao s'satetfSs «* ^ofi
l>oo«* ata.o. o«atSs»

*«T5j siodj «a35*oao6.

^o««5a» ree

'aofc a t^iao' jajas saoau&oS* astoon* wwsohsj. o»A'dsxi &x$

3^.t54a sh>o sao«o3 sns> 3a^ti&^&. ao^ w&&d5* (Koese, (

oa aeaajB-atSijo} ) o<s»» ax-aafa^tg aoaiSHol^ So^o«* ssb6 wo«

>^»i ^ <»as tfoi* "o:oS "^ A0^ax)v3*03j«» »dsjo>n> *Sj*$

itosjoa. tw 6&&«M«sbjCB [I.*. 1453 soft 4&oa ia^^S ^o^aja.

s«m «• aoaojo»a^ «»if as§n» ^froaaay.



gja^aAso fro^ otf^o SDftoa. »s^aj"*a»&go5 (I.*. 1503 sess

&>oj»as. -as e&awv3»&^>8i *^ so (Ss»eo Kc^&oe* (wot,

»S &£* SoStfjBo) ASBdSsSo aoA %ot»oS »3sS*otj viS&i (1,*.

1493 (dooSoff* oBjoi) JfcowtSS ASSdfcSo
J.*.

1500 (^ctSoff* oM
AoUooBS St!?oasay. OS O&Sxrcp&^Oi o»^oa SjoWBS;?* (j.*.

1493 an38 ««a ao(& "aa oa>aie'CPCb^» soaj^Sa $ez Sos ss»a«s»

ajoiMfc. qOS) (i.». 1473 (>o0»S SjtJ $owaS "S5&S 33ju.Soa.

as asjs»*3»&$eSi «N»n»j3 esjsrsT'jfcMs ^sj^^s^o 3*vrt!a as

0&&o»vP(b^ (SJ»8>8 Sofcs (»0°5«j 5oWS 30 - XVI S>oS>3) SeS

!«aar>3on»'3 Beoajoa hsjs »ea> aoto *»°»>,«»'$*£ sJ
fe
a>2. tfs «»»8n»6

R'SjOn"^ foOoa ut&s so^ao^* eaoas sotes «^a«s^ o»&

Beoto** &T»oj TPeSo T56ao»SS Sa"!> 3n« S»"S TSottJ aoSSjo*e Sdfc

"S«S» AotMoeSsS'SOo JT^dkoTP'S Sjouooa. fcto SoSoS qS
)
c»o4r'»

tf"6 66 SlJJotta SO»jt» •S^STNJ'Cj (M& S5P^>«PK 6ofi4JO «. «PSS&

5*3"Bo 2& S",s$o*o. s»n» 3Sjfa Solos e&rao (I.*. 1525 (d»o«o£*

SeoSu4oC» CSoaSCSy. e3^SXNT«B5£0 SoJsSo) (l.». 1535sr>*51 3»e»

o»Soo3»3 4p<SS s*eoo7P Sole S q^tr>S^ *«!• »es*© SsH a^otto «3&

b^ <j»$» BoSs^ CP/VoSio ibH 3^.oa» (1.3. 1537 Sots Sa»£

eOA ^otojoiSS »S>§"aay.

(XoS (S'&dsr'&VMs

1. q& AiajlFgtf^S O^oSj KT"0yS (HoSo. SolOS e&no, aaajoao

«3a &S5 (Ko«SS« qajS n»3j$<Sr>«B. SB So[SC<K50 &s Sw^'As
<sr*ofo.

2. s*o aa^o aosts^jo^jajs xr^j soisso a&s aassje ^"j, Isso.

3. "BoS* aa« 'a»ae» s3^ofi* aa^o n»s» a«c>s »s^sr,<r»ago sol

£S© (3*£,. »asxn5* Sfi^o oS^SrwOseS: aasotr !*»'S£)»&»r>

33^oa. Sg^osK* SB^o *gg «&o *So wS<£S8Si 33^oa. 38"a»5*

S45^o »S}&PO»&i$eo SoS^tfoe' 3>ol«S e&no ptSSjwX^ sa^oa.

sasto, aa
1

*!*) so»^» fo»se «o|4 "&« «a>5MJN«c.^eo 3os« j»

sola e&a'Sj ai>«r»cSociao, as aa)Sjo"cr«{S5^<» 3SjX5fi
< soJcs

qS^oo 3Sjo«»S 5j»&i§*SSo 3>o».

4. sasajS* sa^o <ss*» siuj^v^oe* sao, soAe oer^seos* (Suoao,

Soto aojag, soAa csj^»33cS, aoto Kot^soo «^ i«obs»^J 'S2.o'

3&^oBt3»aj s^sa^os. soS*a>^a, sjoz, ^oz 65»s»5* sn°^f (gsjon"

SS«SO\§ , w«j3SdS>o, So(50»cSi> SOffSo b'S a»S wJW^Sfl 3S^o4oa.



kt*6} S«*3j 35^06. ap'a 3oS* sajo 3o[ad»as) aetgaoS' sr«js

6-S3 33«Sj 3<mSiS<S5tJ'3l ASSOSjoaa 3^o6.

5. ^SiSHX), qCS oSi, g(5p_ dSy^S53n°^ (S&OT? sa so^aao, gee

&Oo |Ss>So ScA«o£* ;poj 3»es°o &CS3 toga tsUtM, St £ySe30Q°eu

soflsoe* 3»» 5>« Ja^ caw&ejotS saoo &j»^om.

6. qffa 35* aa$o«* ao»a§ aoaoeoaa «r>A? aakaso, 30a .m>5*

satofi* sa^a, sax?, aoifa, epu, ?ra s*a.ffj S^oa> H7*0j 3s^uo
BMoB.

*""

7. aao SifSs %aso ^o« (a"&x£y»o*on» |KJroau&oa. (a)3jaaao, (b)

tex&sxso, (c) -ar-osao. sja s»ej_ s^s* aa^ofi* Aoa.

8. s^asao wTSd o»a, sa>, aa,a>, «g»a$a»o5e
s»"s> &o<S sa^

9. StoTjj S'eoK* sa^o asofi dSy<3 air*5* aa^o SOS) Re srtfoS8 Suoa

as»5j[ kpOj 3Sjtoo doa. <a>a ^s«», faikesu adb&x>, <5«ax«e

#o»e»He «P«o, io^tfa cflM&eo, SoS «y 3o»«», aifcoj&S, (flip

abs, a^ifcB, as 5s>at>s, so»e» »^9oSu<S^. e^aa aao, aasr^s,

3Sf5>a aao, s»s,g (;j8$s) Sj*smd, ao>2jeu, aSs^e>'8sx», aexu,

?r*^«5, n»s»£eD, aoBsms: an»«» s^|«oSu&p_. 'Boas a»B°eem &6&

5B°or» 35\afi'3. esaoiaaao aaaacjo&oa.

10. cSSp? sjhoKj dfl-»g ottj aa»ge» ar«eSB»»5 oMSKoOS "it3^a»8t>63.

11. ^•'St^&cc, a»|fi*aa <pa., sww* w"3 ipswaso dU-^Jefc &00
cssrj cabases* Xe ao°^£ aasgoaex&a.

12. w«ra, «era t.st5* ac3»gff| w^^s aoioa se$ao3ufioa.

13. OS'S "30JS3 a>o£ «»tra «8j aos» £6<S z>a>tf>
t o*Sco, a&Sj, csoa

spss aao, sSjojiua aao, aito^eo aaooSoA'3.

14. bsj&s* stt^off* z&tois* »oaaq»ao a^flosoioa. »«j_ aaas*

aajofi* &saao £*& aa^tsioa. »5Z ff^s* aa^ofi* »o otg

lasxsoSKoS6 aajuiSoa.
,

a^str«^ aa^o6* ass «» -^aioaadoa.

15. z?fo t^*5* aa^oS* |K9$ a*o^oo»« ^oojo s^oao «a»o-aao a=ao

atSSoa.



3»tpc e^o»eD

1. 'solea e^oo' t>H a* (Koqso aw^ajoa. aol^ao (3"&dsr»o*o7!»

2. ScgOS SoftoOS l03e» Soioaea 2cJ*e3o«w;ot3a K&S D»S5 «.

(Ko«So (d»3i5»£o ^otiS* 33^o»3Bi.

3. etsasas 'so*'^ (?KSo b&*> soao^o** as^s*, '(3t»ao' eSa »so

aespeofi* »ofta o«r^go»o soAe*^ ^o55»€£ ss^afioa «o»jj»,

'JS
1

?©' »3a woskff6 woae^aoS^ wom;^ #• (Ko«© e* aayfiotSa

se so(5a»<&on» alsooa 3§^a. soloso e»oi3 «§, |ao»» «««&>

(tiisajjij 3!aja 'aaa&jSo' «3 a£ft>a [aa^svpeo 3a a»&o»^s
ocssn»'S ao^aaay. geawso jjoys aoKfioSjeo s»a, essoaes'o% aoAa

i3o^sa»aje» qajs s6sBCT>e»s»a -e^pti Sofia ^aoaoff* a^aa^oS*

33> s»«U 5j»S 5»oiego5*45J»D»o& aH&oC £« S8o, [StioiSo,

#?« «S£ i-SopS'I Sit^c&Sct'o'S 2lsera3*a»3^ eoftSooatso (Scan*

a$§Oon» Aoixoaa aeoCSSSay.

4. #< (Ko«o 0»« »ot30«"B>S 3t>b35 ^d»0^ S^6Sj^6. 5a3«5* «o»

god* 5T"C° Sr»0 0°<i»o cSSo ioJStJ»5^ ^a iSP'OSsS^BSjS'sWly.

5. #Kb8s 'aao' »7Ja°s^ ^ossajsoo^ 's$e0°i7»a^so' »a a$s«aO;j»

a&>£saiTSa°a »«^ ;r»3»n» so»a^ ^!>oa *« aao eSa foa

aoSe.aw ttSsras* »&%&& (Xtoaaajj. *« (joass 'aao' »3

6. *« \Kot6oS* 'S)©' (20 saga), 'a»|a' (44 aa$o) »3 3ss»e» o»a

o& Aa^oajiso aas <j»0[as ^q»a^o &oa. *« (Kos»a§ saweoC*

sojS SoAa ar-s^adko «s3 (Ko»oS* 'ax>(8' «3 stho jpseatas.

c^<&>s»b aa(S '&»cco»a aoy!j.«J«' »a sx»^a'& sa^a&oa. ('sao

itax&*$% >jeci»a aej»ia.at'- so. sj». 5-73)

7. *« (Ko*o«* 'aeaa»' 'ago' w3 3oa> aj»o«tf* b»s«4 asp^om.

8. '»jpaeo' w'Sa *« moaofi* tjo^o&oa. d»q»eoo7P -k«5p&i &
aro aofta |SSoaoe* a»boa&.

9. *« |«oaso «•»> '»)«»»<»> v&ja 5r>t3t Ao-ja'o, "430»aso, (asao,

«oa0o, wff'Ko w^"iC>5 3i»j&. »« SjtPeai KP>O3i»O"0 0a»Ko &jS

ooq»eon» («&•"* w a\ojeo d'tj^ «PA»3a 'aOnSuo'^ ayO^dSs^a

»\ao. »« ^e>ao€* 'aeoo' »$ ax^s n»aoa^aj »Sa ^»ao«gon»
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K&So33A3 eo3o.

•3a ixp jauooo** ooso^so froa&oa).

11. •« asj«5* setoff's 'a|OSgot»' e»;5o»» sscajs •gS>TJj» qos»

**OoSS©J> te6.

12. *t (Ko«o«* 'eroJSc' t»;J »e00*3 'o»33o»Xo' »3 sduotfo 3»B»&

3i» SWeOjifcoa.
*

13. 'ccawj)' »3 aso saa«5* *o»tga«* :j»aso &od Peitfa&itg

Ste&dboa. SoAtf Sr^gfidko (Sij»;3on» 'Spo'jfc 35>^ w "SotolS

hiJS ScpjoSxs §*ofi& 'cwfeSj' wu* »8 ag^a:

'eons ajo aasj'a^ foasa^c&dSsiJ

«&s i^a^cft^i epaboo^&eto^ii' (»o. ar». 5-2)

«< (Xexir>s^ aUaocsooe* sa^o, c°a coy^o, spjpgso «;to "S^

(km sjdk^uaa. sjcAs^ 3a»£0|>(&o, «t» *p$« aaoa s>^^So

2TiO»eo STCjoW. ifcX'e'aja 3&fa (Ko5rt^ CSpSffri wo|<SiK5 3»CSae

§*»o 5*355" Ss^fi* lp*&JS B&fo l«o«o OSC t)S)tx>Hon> qeSsgeKioa.

«o(«s, mo((J<K5 >ar>^ d»«s&©& bvsos aa.dsr»j^ «oa*s>o1L} [So»s

qg,js7I» JKS80»Oseo SP6JB&3. sjoa>«* 8I\3 Sea *»^ Sa.e&P'eS'

aocs<fi» &w»oS $r>a» txAss&c&aA 6*f$o5* |a»a:us sa.csip«u spc«

SSss'ttSjoO"' 3SS\Oo tsOftoa. *»,&| 3oe»0'<b3 J^oTOSs SSOotl

(SdSsa^o 3c&£&$). «« (Ko«So 6aS5>H3Co wi&o&i&oiaioas wt&jj^o.

Ss(B»a», 9.8.89 «»>i»«5 i^Sj^Sipa



LIST OF ABBREVIATIONS

A.B - Arjuna Bharatamu(Skt)

A.C. - AmiamScarya Caritra (Tel)

AX. - Appa KavTyamu (Tel)

AS.C - Andhra Sabda Cintamani (Skt)

A.Y.G.U.C - Andhra YaksagSna Vangmaya Cantramu (Tel)

BD. - Brhad Deii(Skt)

CD - ChandB Darpanamu fTel)

C P - Caturdandi Prakisika(Skt)

ChAm - ChandOrnbudhi (Kannada)

Dm - Dattilam(Skt)

G G - Glta GOvindamu (Skt)

KAC. - Kavyalainkara Cttdamara (Tel)

KJA - Kavijanasrayamu (Tel)

KS - KumSra Sambhavamu(Tel)

L D - Laksana DTpikafTel)

L S - Laksana SirOmaai (Tel)

L S.S. - Laksana Sara Sangrahamu (Tel)

NR - Nrtta RatnSvali (Skt)

NS - NStya Sastra(Skt)

P C. - PanditSradhya CantramufTel)

SAVR - SarasSndhra Vrttaratnakaramu (Tel)

S Ca - SangTta Candnka (Skt)

S C. - SangTta COdamam(Skt)

S.Dw.Tr. - Simhasana Dwatnmsika (Tel)

S.L - SakTrtana Laksanamu(Tel)

S.M. - SangTta Makarandam

S R. - SangTta RatnSkaramu(Skt)

S.S - SangTta Sudhakara (Skt)

S.S.S. - SangTta SamayaSara (Skt)

V R. - Vrtta Ratnakara (Skt)

YK - Yappaiungala-k-karikai(Tamil)
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SOUND

Vibrations, in a medium like air, cause the generation of sound If a tuning
fork is beat with a stick it starts vibrating creating wave-like formations in air and

.

sound is heard. Sound needs a medium to originate and travel.

ECHO AND REVERBERATION

A sound impression is said to last for 1/ 10 of a second. If a surface has
to reflect the sound waves and cause an echo, it has to be at a rninimum distance

of 1 10ft. from the point of origirtofthe sound and also be equal in measurement
to the wave-length of the sound. Reverberation occurs in big halls and mansions.

Sound gets augmented by reflection on the surface of the walls etc. as it also gets

diminished by absorbents and loss through windows etc. It acquires a balanced

state after its profit and loss work themselves out. After the original sound stops,

some energy will still lie towards the walls of the hall and the ear of the listener.

Because of this, the pulse of the vibration emits sound. This resultsm reverberation

which is only a long echo.

MEDIA

Sound needs a medium to travel. It cannot be heard in vacuum If we

make a sound in a bottle wherein vacuum is created, the sound cannot be heard.

Sound travels through gases, liquids and even solids as in air and earth. The velocity

of sound changes according to the climatic conditions. It travels faster m damp

air.

SOUND: RANGE OF HUMAN EAR.

The range of human ear is said to be between 30 to 38,000 vibrations

per second Sounds within the range of 30 to 4,000 vibrations per second are

considered fit for musical notes.

MUSICAL SOUNDS

Musical sounds are different from the ordinary sounds which are harsh
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While musical sounds are said to be within the frequency range of 30 to 4,000

the upper limit gets much lowered in the case of vocal singing (gStra).

Musical sounds differ from one another in (1) pitch -(2)intensity and

(3) timber The pitch is what we call sruti and it differs according to the frequency

of vibrations per second of the sounding body. Intensity depends on the amplitude

of vibrations. Mild or strong plucking of a string on voia causes difference in the

amplitude of vibration and the note also differs accordingly. Timber is the

distinguishing characteristic of a musical sound such as a vlna sound, violin sound

and flute sound It is dependent on the mode of vibration and the importance of

the overtones are upper partial tones generated.

RESONANCE (NADA)

When a tuning-fork is sounded and pressed against a wooden table the

letter's particles are forced to vibrate with the frequency of the fork. These forced

or induced vibrations create their own waves in the air. These waves strengthen

the vibrations of the tuning fork and because of this the sound is heard louder

upto some distance. When the frequency of the free vibrations and the frequency

of the impressed periodic force are equal the induced frequency is called 'resonant

vibration'. This is resonance or nada in music Again sympathetic vibrations also

create resonant vibrations or resonance Violin has a resonance box.

INTERVALS' and 'BEATS'

Musical notes have certain frequencies But while the pitch of a note is

determined with a certain frequency in western music, it is the ratios of the

frequencies that are important in Indian music The differences between the pitches

or 'srutis' are called 'intervals' or 'antaras' When two musical notes of different

frequencies are sounded simultaneously, the resulting wave lengths of the vibration

being different, strengthen or oppose each other at certain points of time when

they hinder each other the 'beats' are heard. When the first and the second reeds

of a harmonium are pressed simultaneously the beat is clear. When the process

is continued into the third, the fourth and the fifth, the speed of the beats appears

to increase. When the fifth reed is included the speed of the beats appears to

become sonorous to the ear Speedy and orderly beats seem to give nse to a new
note. The sonorousness of these beats appears only after the frequency of 33
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WESTERN MUSIC : INDIAN MUSIC

The Western music belongs to the harmonica! system; it may be called

'svarasampradffya paddhati'; obviously it is the harmony of the musical notes that

is important in this system. The musical notes are of two groups:, concords and

discords. The first, the third and the fifth chords played together makes for

concord. If the seventh chord is also added on to the concord (1-3-5-7) then it

makes for discord. The concords are called common chords. If the third note of

concords is of higher pitch it is called common chord of C major; if the third

note is of lower pitch (komala ) it is called common chord of C minor. Similarly

if the seventh note of the Discord is of lower pitch (kSmala) it is called the 'chord

of the dominant seventh'. Harmonical Major scale, Harmonical Minor scale and

Melodical Minor scale are the three scales used in this system. These are said to

be similar to Dhira SankaiSbharana, Kfcavani and Gaurlmanohari melakartas of

karnatic music.

Indian music has 'raga sampradaya Paddhati'. One of the definitions of

'SangTta' says rSga, svara and tffla constitute sangTta (rSgassvarasca talascatribhissa-

ngltamucyate'). While the svaras and rHa' are there it is the raga that is more
important in this system. Singing of certain svaras of ascending and descending

order with gamaka is called raga. A certain pleasant quivering of the svaras is called

gamaka and these are the raison d'etre of this system.

Indian Music is said to have originated from the Vedas, beginning with

the Udatta, anudfltta and svarita of Rg- veda. By the time of Sama V6da, seven

musical notes krs{a, prathama, dvirlya, trtJya, caturthjmandra and atisvarya were

recognised in the descending order. These correspond to the present day

ma-ga-ri-sa-ni-da-pa. Discovery of the origination of svaras in the ascending order

and its rakti led to the recasting of the svaras as sa-ri-ga-ma-pa-da-ni. These are

called sadja grama (the group of notes beginning with Sadja svara 'sa'). The svaras

ma-ga-n-sa-rd-da-pa in the descending order (of Sirna V6da) are called Madhyama
grama (the group of svaras beginning with madhyama svara or 'ma').

Twenty two srutis (pitches) are recognised in Indian Music and the

distribution of the sapta svaras on the srutis and their antaras and frequencies in

the three octaves are as follows:



srutis 4 7 9 13 17 20 22

svaras sa n ga ma pa da m
antaras 4 3 2 4 4 3 2

tarasthayi 480 512 600 640 720 768 900 (higher)

madhyasthayi 240 256 300 320 360 384 450 (Middle)

mandrasthSyi 120 128 150 160 180 192 225 (Lower)

Vocal singing can operate between the frequencies of 1 60 in mandra sthayi

or lower octave and 720 of tSra sthayi or higher octave Anumandra and atitara

sthayis are possible only on musical instruments Violin can be used between the

frequencies 120 (mandra sadja) and 1800 (atitara sadja)in four octaves My. Vina

can be used between the frequencies 90 (anumandra pancama) and 1 800 (atitara

sadja). Flute can be used between 1 20 (mandra sadja) and 720 (tara pancama)

sruti

Attunement of mstruments to vocal singing is called 'sruti' There are two
kinds of srutis namely pancama sruti and madhyama sruti. The first is suitable

generally for men and those with proudha 'sarlra. The second is suitable generally

for women and those with lean voice.

In a tambOra there are four strings, the brass string nearest to the user

and three other steel strings. The brass string tuned to mandra sadja(120), the

next two steel strings to madhya sadja(240,24O) and the farthest steel string to

mandra pancama ( 1 80)- the combined effect of this tuning is called pancama'sruti.

It can be represented as sa-sa- sa-pa. If the fourth steel string is tuned to mandra
madhyama(160) keeping the previous three strings as described before, then we
have madhyama 'sruti which can be represented as sa-sa-sa-ma

In a harmonium taking one reed m lower octave as sadja and taking its

ascending pancama as well as its madhyasthai sadja gives the pancama sruti In

effect, playing on the lst-8th-13th reeds makes for this 'sruti'. The madhyama
sruti on harmonium is obtained by playing on the reeds 1-6-13 simultaneously.

HARMONICS AND VOWELS

When a string is plucked, it vibrates in segments of 1,2,3,4,5,6, etc. The
wavy part of the segment in vibration is called an antmode. The points where the
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vibration is found at rest are called nodes When a string is plucked the sound

that is heard loud is called the fundamental (adhara sadjam) The vibrations that

follow give out certain nice notes called upper partial tones or overtones. Since

the pitch is dependent on the length of the vibrating segment, the upper partial

tones are in 1.2:3.4.5.6 etc., ratios. If the frequency of the fundamental is lOO.the

frequencies of the overtones are 200,300,400,500,600,etc This is in harmonic

series of 100, 100 x 2, 100 x 3, 100 x 4, 100 x 5, 100 x 6. etc, So, musical

notes are complex sounds with harmonics. The richest in harmonics are said to

be the sounds of human voice and of strings

Aitareyaranyaka calls the larynx in the throat of human bangs, a 'dam

vlna' The vocal chords of men are said to be some 18 mm long and those of

women some 12 mm. long The wave length of men's voice is said to be any where

between 8'-12'and that of women's voice, any where between 2'-4' However the

notable fact is that the larynx of humans gives out sounds with harmonic overtones

which is specially suitable for vocal music

When a person hums a tune la,la^a or na, na, na.it is not the consonantal

sound that is important but the vowel sound. It was Hehnholtz who stated that

the vowels in a language of humans are complex sounds with multiple harmonic

notes It is the vibration of the vocal chords that makes the vowel sounds possible

The mouth acts as a resonant chamber So it is the vowel sounds that are more

important for music Just as the musical notes are called 'svara-s' in Indian music

the vowels are also called 'svaras' in Sanskrt, Telugu and Kannada They are also

called pfanas No doubt vowels -are the prSnas in music also.

A LANGUAGE FOR MUSIC -TELUGU

If music needs the vowels for a mere crooning of a tune, a song needs

a text to sing and give a meaningful content to it While the music with its notes

is called 'dhitu' the meaningful text of a song is called mStu (libretto). It is the

mStu which converts the emotional content of the mood into an intelligible and

meaningful affect For this purpose a language is necessary for music. In South

India it is Telugu that continues to perform this function Telugu poets Srtnatha

and KrisnadeVarSya have called it the best among the indegenous languages

(desabhSsalandu telugu lessa) Among the Sanskrt poets Bhartrmenpha has praised

the euphonic swetness of Telugu by describing the words of speech raining

sweetness as ornaments to the Telugu young women: 'vacCmadhurya varsmyo-
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manfonflnyandhrayaytflm'. Rijasekhara speaks of the sweet evocative nature

of Telugu when he talks of uninterrupted rasoDSsita caused by abhinaya born out

of speech, sattvaguna and graceful movements of limbs:

'vSksattvanga samudbhavai-r-abhinayair nityam rasoHasitah'.

Appaya Dflcsita vocally exults in praising the good fortune of one being

born an Andhra, with Andhrabhasa as one's own mother tongue, assiduously

learning the pr&bMkaramatam (the prabhakara school .also called gurumata) m
pOrvairumamsa, birth in a family following yajurveda as bemg the fruit of great

penance:

'andhratvam andhrabhasa ca, prabhakara parisramah!

tatrBpi yfijusT s&khB, naipasya tapasah phalam'

Hamsa SandSsa kSvya has a commendatory reference to Telugu

Europeans have called it the Italian of the East

Dr. Carey in his Tehnga Grammar (1812-AD) says- -"Among these five

languages (Tehnga, Karnatic, Tamil, Malayalam and Suigalese) the Tehnga appears

to be the most polished and though confessedly a difficult language it must be

numbered with those which are the most worthy of cultivation, its variety of

inflection being such as to give it a capacity of expressing ideas with a high degree

of felicity, justness and elegance"

Dr Cambell in the dedication of his Teloogoo Grammar (1816) says

that his elementary work elucidates the principles of one of the most ancient and

elegant languages of India and helps the civil and military servants on the coast

in getting a more extended knowledge of the language of Telingana and an

improved acquaintance with the character and customs of the fine race of men
who inhabit that country On Page XE of Introduction he wrote:"The works still

extant, however, are sufficiently numerous and various to evince the great degree

of refinement to which the Teloogoo has attained Few languages wul be found

more copious, more nervous or more regular in constructions and it may boast,

in a peculiar manner, of great elegance of expression and melody of sound" (italics

mine) Dr. Caldwell, in his monumental work"Comparative Grammar of Dravidian

Languages"(page 25) says: "Telugu: In respect of antiquity of culture and

glossonal copiousness Telugu is generally considered as ranking next to Tamil in

the list of Dravidian idioms whilst m point of euphonic sweetness it justly claims



to occupy the first place...." Sinmilarly on Page 27 he praised the exceedingly

mellifluous character of the Telugu Language In modern times the

Tamil poet Bharatiyar has called it 'sundara telungu' Prof JBS. Haldane's love

of Telugu is well known. The reason for its sweetness and its special suitability

to music is that it is a vowel-ending languaage. It means that most of the words

in Telugu end~wfth a vowel and consonantal endings are practically nil. The

preponderence of end-vowels pertains to u, a and i. while the vowel ending nature

of Telugu is the primary cause of its suitability for music there are other equally

good reasons for the same. Telugu has yati and prasam in its prosody which

contributes to assonance of sounds, pleasurable to the ear. Yati is, as is well known,

the occurence of an assonant sound at the prescribed spot. The assonance pertains

both to the vowel and consonant of the letter. PrSsam is the repetition of the

consonantal sound as the second letter of each line The 'sabdilamkaras like chEka,

mukta pada grasta, vrttyanuprasa lend a helping hand to the language to make it

more musical. The chektouprasa works like svaralamKSra called 'Qrmi' in music

(sa,ma,salma,ri,pa,ri,pa) Muktapadagrasta works like 'SksSpamu' (sa ri ga, n ga

ma, ga ma pa). Vrttyanuprasa works like skhaktamu (sagari, mamarigasa, rimaga,

papamagan, etc) Ekaksaravrtti works like gandharavrtti. In Telugu grammar vowel

harmony or vocalic assimilation is at its best and makes for easiness in utterance

and fitness for music. Similar is the effect of consonantal assimilation agni-aggi;

bhakti-batti. svasa vyanjanas become easy and change to nida sounds contributing

to easy pronunciation. Similarly nadas become (tiga-tiva, pagalu-pavalu, mSmidi-

mSvidi) nSdataras and they in turn become nadatamas giving the language a certain

tenderness. It's euphony (adagu- anagu; pudaka- punaka) as also partial- varnasa-

mlkarana (mndu + vera: niwera; nera+ manamu: nemmanamu) as well as

'gasadadava-adesa' make for a special felicity of utterance. It is such features that

have made Telugu specially suitable for music.

CONTRIBUTION OF TELUGUS TO MUSIC AND DANCE

Dance and music have played a great role in the Telugu country from

the earliest times. In dance were two streams: napvamelas and natya mSas

Nafluvamelas led to Bradhana nrtyas in temples through the devadasi system and

court dance through the rajanartaki system. NatyamSlas led to the bhagavata

sampradaya of the bhagavatamfilas with puranic stories.

While music and dance flourished in royal courts during the times of

Satavahana-s and Utsvakus-temples lent the support during the CHukyan and Cola

periods.
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Ceflawa (848-892 A.D.) Camaktaba (945-970 AD.) Prolama and

Akkasam (c. 1250AD )LakumSDevi(1386-1402AD.) Macaldevi (c.I437 AD.)

Ranjakam Kuppilyi ( 1 509- 1 530 A D.) and Muddu Kupplyi (c. 1 53 1 AD ) are some

of the celebrated dancers of old mentioned in inscriptions. Eru nattuva, Narasimha

mandalika, Nattuva Somayya and Nattuva Prola (1250 A.D) are some of the

nattuvanars mentioned in an inscription. Bharatam VlrarSghavayya is yet another

who flourished before 1560 AD.

Among writings on dance and music in Sanskrt the earliest to be

mentioned is NandikSsvara's Abhinayadarapana. NandikSsvara is mentioned by

Matanga The work is assigned to the 3rd century AD. and all the five manuscripts

discovered were in Tdugu script. This is one of the 16 schools of BharatanStya

and is generally followed in Andhra. JSya SSnSpati (1213-1255) is the author of

NrttaratnSvali and GltaratnavaH though the latter is not extant Sarvajlfa Singabhupa-

la (c. 1300 AD ) is the celebrated commentator on Sanglta Ratnakara of

Sarqgadeva, (1210-1247 A.D) in Sanskrt. SingabhQpSla's commentary goes by the

name 'Sudhakara' Kumaragin Reddy (1386-1402 A.D) is the author of Vasantara-

jlyam (not extant) mentioned by KfitayauSma. Pedakomati VSmS Reddy (1402

- 1420AD ) is the author of not only SBhitya Ontamani but also SangTta Cintamam.

The two manuscript copies of Sanglta Ontamani are said to be available at

Trivandram palace library. KallinStha's commentary on SangTta Ratnakara is well

known. He was an BsthSna vidvSn of ImmadiDSvaraya (1440-1465 A D.). Bandaru

Vitthala is the author of a Telugu commentary (un published) on Sanglta Ratnakara.

He is credited to have been the recipient of a gift of 3,000 tolas of gold from

Abdul Giyazuddin Sultan of Gujarat. BhandSru Laksmanlrayajia, son of Vtfyhala,

was m the court of Srikrsna DSvaTaya and is the author of SangTtai SQryiSdayamu

Jt is also called 'Laksm'anabharatamu'. Cerukuri LakmTdhara (l'6c) is the author

of 'Bharata 'SSstramu' wherein both dance and music are dealt with. Also.he wrote

a commentary called 'Srutiranjani' on Gtta GOvindamu. Ramamatya of KOndavTiJu

who flourished durmg the time of Ahya Ramaraya is the author of SvaramSlakalam -

dhi. It was he who gave for the first time mSla-janyaraga classification. The present

day vma was his gift to the karnatic music. Another famous author in music during

the period was SOmaflatha (of East Godavari district) who wrote the well known
work 'Riga VibOdha'. It supports Svaramelakalanidhi It introduced the constru-

ction of mElakartas with arOhana svaras in South Indian Music. The seventy two

mElakartas suggest themselves on perusal of this book. The present day tradition

of vlna playing is said to have been introduced by him. RaghunStha bhQpala's
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'SangTta Sudha is too well known to need a mention. Among the Telugu works

Damaraju Somayya's (1560 AD) 'Bharatam*, POlOn Govinda Kavi's (17c)

RSga-tSla- cintamani and Tfiladasa prina pradjpika, Lingamagunta MatrbhQtakavi

(17c) 'Abhinaya Darpanamu' LSpfiksi Venkatan8rayana Kavi's (1900 A.D) NStya

Pradlpanamu, MatukumaDi Narasunhakavi's(19c) SangTtasSra Sangrahamu and

Bhaiata SSstra Sarvasvamu, CillakQri DivSkaia Kavi's (after 17c). Bharatas&ta

sangrahamu are the important works. GovindBcSry, author of Sangraha CQdSmani

is thought to be an Andhra. As Venkatamakhi's mSlakarta-s are incomplete some

of his melas have become janya ragas in SangTta Sara Sangraha and Sangraha <

Cudamam

Among the composers Annamacarya, Kancerla GOpanna called Bhadraca-

la RSmadSsa, KsStrayya, TySgraja, PeddidSsa and Sarangap8ni are well known.

In Telugu literature, many of the ancient poets were either adepts at or

at least conversant with music. RamSrajabhusana, the author of Vasucaritra is a

well known adept in music. His work incorporates some of his decisions regarding

the controversies pertaining to ragas HindOla, Vasanta, Kolahala, Nata^Saranga,

Kamboji etc. Dr B.V SSrada, has done her Doctoral work on the knowledge of

music of the ancient Telugu classical poets with the title "Praclna Andhra

Mahakavula SangTta Pratipatti" in Telugu. The author is a trained musician and

the work is printed.
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SOVNUMU

Today Lord VenkatSswara of Tirumala-Tirupati is known and worshipped

cot merely throughout the length and breadth of the Indian Subcontinent but beyond

its borders also. The Lord has been and continues to be configurated by different

people in different ways. Some contemplate htm as Siva, others as 'Sakti, yet others

as Bhairava, certain others as Jina and some others as Skanda. (Annamicirya has

sung about this in one of his Adhyatma Sanklrtanas) It was Sri RSmanuja who
declared this Deity Visnu in the 1 1 th Century. He is said to have kept Tirumalana-

mbi who had taught him RamSyana, two disciples and 24 ekingi-s in charge of

the temple.

VySsarSya is said to have brought back VaikhSnasas to the temple after

a long break. Tirumala-Tirupati is the centre for worship according to Vaikhanasa-

gama. It is the example for other Visnu temples in Andhra, Karnataka and Tamil

Nadu which follow VaikhanasSgama

In the 14th century Desika and his disciples, Manavalamahamuni and his

disciples, visited and worshipped at Tirumala. Sathakopayati, the founder of

AhSbala Mutt and AnnamScSrya brought the temple into lime light during the 1 5th

century. The 16th century brought the patronage of Sri KnsnadevarSya to the

temple and he visited and worshipped at Tirumala seven tunes between 1512 AD
and 1523 A.D On his first visit he presented to the Lord a crown of navaratnas,

25 silver plates and a gold vessel for drinking mOL Many ornaments were given

to Sri Devi and Bhu Devi on the second visit The third visit made turn donate

5 villages to the Lord On his fourth visit kanakabhts£ka was performed to the

Lord with 25 thousand varShas and TaHapSka village was donated while Cinnadftvi

(the younger queen) donated a village and a necklace. The king himself presented

a makaratorana called navaratnaprabhavali. The fifth visit marked the gifting of

25,000 varShas for gold plating the Anandanuaya VimSna, another 1000 varShas

for pujikappu and 500 varShas for udayanaivedya apart from gifting of a necklace

and padakam. On his sixth visitsome lands were donated. The 7th visit was marked

by the gifting of a pUSmbara embedded with navartnas as also two vinjSmaras

studded with navaratnas, a padakam and 10,000 varShas. Acyutarfiya and Sadisi-

varlya also worshipped the Lord with devotion. From the 16th century onwards



the fame of the temple spread throughout India. This temple is said to enjoy the

second largest annual income in the world.

THE TALLAPAKA POETS

Tallapaka is a village in the Rajampet Taluk of Cuddapah district, Andhra

Pradesh. In olden days this area was called Pottapinadu. There was a smarta niyogi

brahmin family belonging to the Nandavarlka sect there. (They are called so

because of the fact that they worship Caud6svari(Camundesvari) of Nandavaram,

a big village situated between BanganapaUi and Panyam in Kuraool district as their

tutelary Deity). Nadavarikas are Rg vSdins and follow AAvaTayanasOtra. NSrSyana,

Vitthala, Narayana, were the forefathers of NSrayana Suri. He married one

Lakkamba. To this couple was born Annamayya, who became a great devotee

of SrT VSnkatesvara and great Sanklrtanakara in Telugu. He had two wives namely

Tirumalamma and Akkalamba. He had a son by name Narasayya by Tirumalamma.
He is considered to be identical with SankusSla Nrsimha Kavi, the author of

Kavikarnarasayana. Akkalamba gave birth to Peda Tirumalacarya, Narasamma and

Tirumalamma. This Peda Tirumalacarya had five sons namely Ona TirumalficSrya,

Annaya, Peda TiruvSngalanStha, Cina Tiruvengalanatha and KOnSti Tiruvengalana-

tha. Cina Tirumalacarya married one Peda Mangamma and had a son by name
Tiruvengalappa. A brief outline about each is given below along with the geneologi-

cal table.

ANNAMACARYA

Annamacarya flourished between 1424 AD- 1503 AD. ( Krodhi samva-

tsara, VaiiakhamSsa, visakha naksatra to Dundubhi samvatsara phaigurjamasa,

bahula dvadasi) He has many similarities with the Tamil saint, Namnffilvar. Both

were born in Vaisakhamasa, under Visakhanakfatra. While Nammalvar started

composing his Divyaprabandha (Tiruvaymozhi) in his 16th year.Annamayya also

had $ie darsan of the Lord in his 16th year and started composition of his

sanklrtans. Both sang about Lord Venkatfiswara and the deities of other Vaisnavite

temples. The pious believe that Nammalvar was an amsa of Kaustubhamani.

Simflarly it is believed that Annamacarya was an amsa of Nandaka of VisnuJust

as Perialvar became the father-in-law of Sri Ranganatha, Annamacarya became

the father-in-law to VSnkatSsvara of Tirumala as it is he who started the

kalyanOtsava for the Deity. Also it was Annamayya who started the Sukravara

Abhislka for the Lord.
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He is said to have composed some 32,000 (thirty two thousand sa-

nkirtans) at the rate of not less than one a day. He is said to have established

the sanklrtanabhandara in the temple precincts. These sankirtans were got written

on copper palates by his son Peda Tirumalacarya. As Annamacarya was a disciple

of Adivan SathakOpayati of Ahobila, some copper plates are said to have gone

there; some are thought to have gone to Tanjore. However, all the sank&tans are

not available now. Peda Tirumalacarya and his son Cina Tirumalacarya also have

been composers of Sankirtans. Today some 14,523 sankirtans of Taljapakam poets

are available.

Apart from the sankirtans, Annamacarya is the author of Venkatacalama-

hatmya in Sanskrt, a RamByana in dvipada metre in Telugu and twelve other

'satakas. Among these Venkaliacalamahatmya and Venkateswara sataka are availa-

ble. The rest are not extant. He is said to have written Sanklrtana Laksanam in

Sankrt but it is not extant

He is known as padakavitapitSmaha , sankntanBcarya and Hariklrtanaca-

rya. He is the founder of sanklrtana literature, paving the way to Purandara Dasa

in Kannada and Venkatamakhi in prakrt . Purandara Dasa, as an younger

contemporary, met Annamacarya in his npe old age at Tirupati. He even imitated

Annamacarya's compositions .His composition in Malavnaga 'saranu saranu surS-

ndra vandita, saranu siTpati sevita' is on the same lines as Annamayya's composi-

tion in Mi]avirSga 'saranu saranu surSndra sannuta, saranu srtsati vallabha'.

During his life time Annamacarya was patronised by Sajva Narasingaraya,

a dandanatha stationed at TangutOr in Pottapinadu, who became the kmg of

Vijayanagar later on for a brief period between 1487-1490 A.D. This Narasingara-

ya wrote a work Ramabhyudaya in Sanskrt. Saluvabhyudaya, another work in

Sanskrt deals with his life Annamacarya was much honoured by Narasingaraya,

yet refusing to sing about him, he fell out with him, was fettered by the king but

he made them fall down by a song to VJnkatfiswara. The King repented his

foolishness and made amends. This Narasingaraya was a great devotee of

Venkateswara and caused the construction of sflpanas.mandapas and prakaras at

a great cost, besides instituting many utsavas,naiv6dyas and Sbharanas to the Lord.

There are some 14 'inscriptions to this effect. He was a disciple of Kandfija

Ramanuja Jiyyangar of Tirumala. Pillalamarri Pina Vlrana has dedicated his Jaimini

BhSrata to him. He praised him as 'Sri Venkaladrinatha dayB vardhita rSjya'.
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Since the author of the source book in Sanskrt for the Telugu Sankirtana

Laksanamu on hand happens to be AnnamScSrya and since the latter is praised

as 'padakavita pitSmaha' by the author of the Telugu 'Sankirtana Laksanamu' and

since the Sanklrtans of AnnamficSrya happen to be the most important lot by way

of quantity and quality among those composed by the TallapSkam poets, it looks

imperative that his contribution to the Karnatic music should be considered here

at least in a brief manner

1. Though the PotakamOru BhSgavatas and KrsnamScSrya flourished in the 13th

century and followed the BhSgavatasampradSya, no sanklrtans orklrtans dating

back anterior to AnnamScSrya are available in Telugu. KrsnamScSrya's

'Simhagiri Narahari Vacanamulu are vacana-s only and not musical composi-

tions fit for singing the way' sanklrtans are sung. Therefore it may not be wrong

to consider Annamayya the first creator of the musical compositions of

Sanklrtan literature. From this view point, his title 'pitSmaha' is justified. The

word' pitSmaha' means Brahma, the creator. Thus he is the founder-patriarch

in Telugu for the musical literature of Sanklrtans.

2. Relying on the Telugu Sankirtana Laksanamu one can say that AnnamScSrya

has revived the compositions in praise of gods and their singing as given by

Bharata under the term 'pada -niryukta'. One has to understand' padam' as

a short form for pada-niryukta. The pada-kavita of TSllapSka poets is such.

Ciiia TirumalScSrya has indicated 'pada-chchandarnbu' as an alternative title

to 'Sankirtana-Laksanamu' and this supports the above view. It is because of

this also that AnnamScSrya has become the 'pada-kavitS-pitSmaha' in Telugu

3. PurandaradSsa is called the pitSmaha of karnStakasanglta. It has been shown

earlier that he has imitated a sankirtana of AnnamScSrya. The significant point

in the Sanklrtans of AnnamScSrya is that they are divided clearly into pallavi,

(in some) anupallavi and vrttams. (It is my belief that the school of Sanglta

RatnSkara which dragged pallavi to the last three terms of the first two lines

in elSprabandha has become extinct and that it is the result of the school of

SangTtasamayasSra etc. that pallavi came to remain a separate entity). All the

AnnamScSrya's padams or compositions have pallavi. One can take it that it

was he who brought in this arrangement. Anupallavi may not be present in

some. One can guess that he intended optionality to this. He composed stanzas
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of four lines called vrtta-s in his padams. We may call them 'vrtta-bandhas'

.They are called carana-s today. Treating, perhaps , the padam as 'tndhatuka'

(consisting of udgrSham, dhruvam and abhogam in many of his padams), he
has composed three caranas (yjttams) in many of his padams . There are some
which have more than three, even ten caranas.

4. Some musicological writers before AnnamacSrya had said that PaHavam was
not regulated by any rules regardinggana-s and varna-s. This school is different

from the school of Sangfta RatnSkara. AnnamScarya took this pallavi, gave

it a definite quantitative magnitude as 'two lines equal
-

in magnitude to two
lines of the padam' and established it. This brought pallavi an honourable

position and a lot of prestige.

5. Pallavi in the form of a couple of lines equal in magnitude to two lines of

padam gave a completeness to the pada composition and made it an integral

whole. The idea in pallavi is the most important thing. This idea gets worked
out or expanded in the following carana-s called vrttams/ vrtta-bandhams.

Another idea different from that of the main idea in pallavi is not taken up
in the same composition. Thus pallavai has become the life-force of the

sanklrtan, one may say.

6. AnnamScarya has not composed his own name into the last vrtta-

bandham(carana) of his songs by way of 'mudra' . He contented himself by
spelling out the name of his ista-daiva, Venkateswara, wherever he liked.

7. Language-wise,Annamacarya's powers of composition are inimitable. Telugu
became highly plastic likewax in his hands. His compositions make one wonder
whether other poets who wrote padya-granthas (books of verses) could ever

go anywhere near him in this respect. Annamlcarya made his sankirtans

full-pledged literature of unimpeachable standards, though they are couched
in spoken Xelugu. Thus, AnnamScarya gets the honour of reviving padaniryukta

of Bharata as pada-sampradaya. He has the honour of making pada-
composWon complete and integrated by makingpallavi, whichwas unregulated

and outside the main lines earlier as per Sangitasamayas8ra etc., important.

He also seems to have accepted the idea of SangTtaratnakara in considereing

prabandha as a tri-dhatuka. This has brought about a compromise between
the schools of tridhatuka and caturdhatuka prabandhams. With its importance
to pallavi

, the two elements of dhatu and mStu in musical compositions
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attained a perfection and beauty. In consequence the padams became lively.

Many are his broad views transcending caste, community and gender prejudi-

ces. We may call him an integrater of both the worlds of music and literature.

One can remember these points as contributions of AnnamScSrya to the

KarnStakasangRa

NRSIMHAKAVI

AnnamScSrya had a son by name Narasinga by his wife Tirumalamma.

He is mentioned by TallapSka Cina Tiruv£ngalan£tha in his AstamahisI KalySna

and he included some pujas on his (Narasinga's ) death anniversary day -(MSgha

suddha caturthi) in his inscription(1546 A.D) donating CendulQr and Mallavaram

of KondavTdu area to Lord Venkatesvara. Narasinganna has been praised along

with his brothers Cinnanna (Qna Tiruvengalanatha) and Peda Tirumalayya by the

well known Telugu poet TenSli Ramakrsna. This Narasinganna is identified (though

not conclusively) with SankusSla Nrsimhakavi the author of KavikarnarasSyana.

A strange thing has to be noted here. Sfi KrsnadevarSya ( 1509-1 530 A.D.)

who made seven pilgrimages to Tirumala during his regnal years as a devotee,

does not seem to have extended his patronage to the Tallapaka family Surprisingly

he donated TSBapSka as an agrahlra to VyasarSya, his guru When TallapSka was

given away to VyasarSya, it is conjectured, Narasinganna seems to have moved

away to a place called SunkSsula (a village nearer to Ahobilam and in Pulivendala

taluk. Cuddapah district). Prosodical works mention him as SankusSla Narasinga-

nna. KavikarnarasSyana mentions him as a disciple of Bhatta ParSsara, one who
knew Xdivan Sathakopayati of Ah&Ma. The work favours Vaisnavism and is hostile

to advaitajdeprecates royal patronage. It was AcyutarSya who later on extended

his good will to Tallapaka family.

As suggested by Gaunpeddi Rama Subba Sarma in his introduction to

TallapSka padasBhityamu-sSmputam-I, Adhyatma sanklrtanas of AnnamacSrya,

the Sanklrtan 129 (of the Vol-I) makes an oblique reference to the fart that

AnnamScSrya had a son who mercilessly left him and went wandering away. The

following are the relevant fines.
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SRIRAGA

"bayalu pandirive^i paraga jittamu galige

dayamSh tuuga nStmaju dokadu galge

(pallavi)

(Adhyatma Sanklrtanamulu-Vol-I page 88/89-(1980 edn)

The crucial question is whether this Narasinganna and the author of

Kavikarna Rasayanamu ate one and the same person. SrT Rama Subba Sarma

quotes from Df. G.Calapati's Doctoral thesis titled "Kavikarna rasSyana kSvySnu-

suanamu" to the effect that one Sunkasila Tirumala kavi in his work, 'BhSgavata

Vaibhavamu' stated that he was the grandson of Narasimha and son of Raghunatha.

But AstamahisI KalySna states that Narasinganna had, not one son but three sdns,

namely Narayana, Appalflrya and Annamarya These are different from RaghunS-

tha mentioned by Tirumalakavi. This suggests that Narasinganna, son of Annamaca-

rya and Sankusala Narasimhakavi of KavikarnarasSyana were different. The matter

rests there as at present

PEDA TDtUMALACARYA

Peda Tirumalacarya seems to have flourished roughly between 1473-

1553 A.D. His mother was Akkalamma, another wife of AnnamScarya. He had

two sisters by name Tirumalamma and Narasamma. He was a great scholar and

held the titles Vedamargapratisthapanacarya, SrlramSnujasiddhanta sthapanacarya-

Vedantacarya,Klavitarluka Kesari, Saranagatavajrapanjara. At the behest of his

father he composed at the rate of one sankirtan a day on Lord VSnkateswara
Besides, he composed VairagyavacanagTtalu, Snjgara Dandakam, CakravSjamanja-

ri, SrngSra Vrtta ^atakajtjdaharanakavyas, Ntti-slsa-satakamu, Sudarsana-ragada,

repha-rakSramulu and Andhravedanta (Bhagavad-gta) and Dvipada Harivamlamu

(not extant).

He was such a great devotee that the Lord is said to have given him a

boon that He would give dars'an to three generations of people of his family and

grant salvation for seven generations . He has donated to Lord Venkatfisvara the

villages KavanOr, m6ruvakarai, Kuppam, Kflangunram, Mannasamudram, Rayala-
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padu, Somayfijulapalli, KottamuvSripal, Erraguntapafli, Paflipuram and Gaiuja

Timmapuram He donated to the Lord PDndi and SangamkOta donated to him by

AcyutarSya . He even made arrangements for pujas to the Lord at his own expense

on the birthday of AcyutarSya. He gave some lands to Vitjhalesvara at Vijayanagar,

during the regnal years of AcyutarSya. He caused many renovations, got the

Sanklrtans written on copper plates, caused the Pratistha ofLaksmMrayana Svami

at AJvar Tlrtham. Some copper plates have the name Annamaraju Timmayya, as

the scribe of the Sank&tans. The SankirtanabhandSra was fully established since

1540 with two vaisnavite servants, singers of Sanklrtans etc.

ONA URUMALACARYA

Eldest son of Peda TirumalScSrya, Cina Tirumaiacaiya had his brahmopa-

desa from AnnamacSrya He may be said to have flourished between 1493-1553.

He was a great scholar and held the title 'asfabhSsS kavicakravarn'. He too

composed many sanklrtans. He composed the Sanktttana Laksanamu in Telugu

as also a Dandakamu in eight languages (astabhasSdandakamu).

He had donated half the income from the village NSdiyan for performing

the kalySnOtsava of G6vindarajasw8my at Tirupati He had also donated Veduma-

ppSkkam for certain kainkaryas on the day of citra star in citri, mrgaslitsa in

vaiiakha etc.

It was Cina Tirumalicaryawho renovated the temple ofKalySna V6nka{e-

svara at Srlnivasa Mangapuram
1

, caused the pratistha of a new vigraha He has

also caused the pratistha of a .vigraha of Annamacarya, (his grandfather) along

with BhasyakSra, DSsika etc. He got the icons of Annamayya and Peda Timmalaca-

rya sculpted on either side of the first gopuram of the temple. As we enter inside,

to the right is his own icon pointing to Tirumala with his right hand. After we cross

the first dvlrani, on the first pillar to the right is sculpted the icon of Annamacarya

pointing to VenkajSsa with his left hand. On the third pillar in the same row is

the icon of Peda Tirumalayya pointing to VenkatSsa of that temple, with his left

hand.

The DSvatarcana vigrahas of TaUapaka family as also the tavalams and

bhajana cirutalu (pincers, beads strings etc.) are, even today, preserved at this

temple at Sflhivasa Mangapuram.

l.T.TDJhscnptions-vol IV-No 144 Inscnpatum dated 22 3 1540
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PEDA TKUVENGALANATHA

He is described as 'satvika subhamEirti' and 'sanglta satkavitvSdhika'. His

cous in RevanOri Venkatarya says that the Lord used to dance as Peda Tiruvengaja

nStha sang But he seems to have left the mortal body before 1546 A.D.

CMA TIRUVENGALANATHA.

He is the author of AstamahisI KalySna, Paramay6givilasa, Usipannaya and

AnnamScSrya Caritra. An expert on Dvipada metre, he could compose one

thousand dvipada couplets a day. He instituted dharmakaimkaryas to the Lord on

the birth anniversaries of Annamayya and Peda TirumalScSrya as also on the

death anniversaries of his paternal uncle Narasinga, elder brother TiruvSngalappa

and his mother Timmalamma by donating the two villages, CendalOr and Mallava-

ram (in Kondavldu area) with an annual income of 620 varShas This donation

was made in 1546 A.D and an inscription was issued.The weaving community

elected him as their preceptor by presenting him a sum of ten thousand varShas

and requesting that he and his descendants should be their heriditary preceptors.

A copper plate inscriptipon was issued to this effect.

KONETI TIRUVENGALANATHA

He seems to have led a luxurious life He is said to have known kayasiddhi

and lambikayoga He was the recipient of Bollpalli and Olapalli, two agraharams

near Addanki, from SadSsivarSya of Vijayanagar in 1544 and 1545. KOnBti

Tiruvengajanatha himself donated some land to the Deity, CennarSya of Puspagjri

(Cuddapah district) in 1559 AJ).

TmUVENGALAPPA

Son of Qna Tirumaiacarya, he has translated Amarukavya into Telugu,

written a Telugu commentary called BalaprabSdhika on NamalinganusSsana and

a Sanskrt commentary called sudhanidhi on Mammata's KSvyaprakSsa. He has

donated a part of Ambattur and Tuppil agraharams in 1554 AD. for the

kajyanotsava of GovindarajasvSmi of Tirupati. He has donated Nallattameri and
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PenccambakJcam villages to Arujalapperumal of Cina Kanci in 1553 AD.

revanOr venkatarya.

Son of Tirumalamba, daughter of AnnamficSrya. He -wrote a kaVya,

Sakuntfflpannayamu and Srlpadarenumahatmyamu pertaining to Lord VenkatS-

svara

'Peda Tirumallcaiya's sons seem to have flourished until around 1560

AD and not till 1565 AD , the year of the battle pf Talliko^a This famOy has

served the Lord at Tirupati for hundred and fifty years in examplary devotion

Tajlapaka is a by word for poesy in Telugu Annamayya is inimitable and

unsurpassable in poetic composition in Telugu
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WORKS OF ONAmiMALACARYA

TaJapSka Cina TirumalicSrya's works are: (1) AsJabhM Dandakamu (2)

Sanklrtana Laksanamu and (3) AdhyStma and Srngara Sanklrtanalu.

Of these, AstabhM Dandakamu- a composition in dandaka metre in

praise of Lord VenkatSsvara composed in eight languages namely (1 ) Sanskrt (2)

Pr&rt (3) SaurasSni (4) MSgadhi (5) Paiiflci or Apabhramsa bha?a (6) PrSci (7)

Avanti and (8) sSrva desIbhasS, was got inscribed on copper plates by the author

himslef on 7.11.1537 (Hevilambi samvatsara margaslrsa 'suddha pancamiBudha-

varamu). It was first published by the Tirumala Tirupati DSvasthSnam authorities

in their publication tided " The Minor works of AnnamScarya and his sons" issued

in vol.1, Tirupan' Devasthanam TallapSkkam works, in 193S. This publication was

supervised by Pandit. Vijayaraghavac8rya..This dandakamu seems to have brought

the title "astabhasJkavicakravarti" to Cina TirumaMrya.

Cina Tirumalicirya's sanklrtanamulu also have been inscribed on copper

plates during the life time of the author. Sixty adhyStma sanklrtanas and one

hundred and nineteen srngara sanklrtanas have been printed m 1962 m Tallaplka

works, volume XVI under the editorship of Arcakam Udayagiri Srmivasacarya.

Sanklrtana Laksanamu is a small work of seventy one verses ( and twnetyfive

sandhivacanams or prose linkages) dealing with hymnody.

HISTORY AND SOURCES OF SANKIRTANA LAKSANAMU

From verse 15 of Sanklrtana Laksanamu in Telugu it is known that

TSJJapaka AnnamacSrya had composed a work called Sanklrtana Laksanamu in

Sanskrt. Verse 17 reiterates this fact and adds that it was commented upon by

TSjlapaka Peda TirumalacSrya, presumably in Sanskrt. Verse 16 states that Cina

TirumalacSrya had permission from his father Peda TirumalacSrya to compose the

work in Telugu. Verse 17 states that Cina TirumalacSrya embarked on composing

the work in Telugu verses following the Sanklrtana Laksana in Sanskrt (tad

It is leamt that AnnamScarya's Sanklrtanas have been very popular even



by 17.5.1535. Some copper plates with sanklrtans are known to have reached

AhObalam, Srlrangam, Cidarabaram, SimhScalam.Kadiri etc. Some palm - leaf

manuscpiripts are also known to exist at Srtrangam and Tanjore This happened

as the TaflapSka family took it upon themselves to propagate Vaisnavism of

Rarnarmja school.

Being a witness to the popularity of AnnamScSrya's SankWans, Cina

TirumalScirya is said to have got his Sanklrtana Laksanamu in Telugu inscribed

on big stone-slabs of four feet width and seven feet length in the temple of Sri

Venkatesvara following the campaka pradaksina order. Not only that. He got

engraved on similar stone-slabs some examples of how the sanklrtans were sung

with svaras,s2hitya etc. It was Sri Udayagiri SrlnivasScSrya who discoverd these

stone-slabs in 1 949. The exact number of stone-slabs thus engraved is not known;

but only two such slabs have been discoverd and preserved

A Sanklrtana in Sanskrt is said to have been illustrated for singing with

svaras, gamaka and sShitya. Terms like udgrSha, melSpa, dhruva, antara, abhoga,

uga, Svrtaniyama, jhampa, ata, rDpaka , tivada, Sdi, Ska., jySvala, adi jySvala are

found on the slabs as also pallavam and padam. StT SrlnivasScSrya opines that Cina

TirumalScSrya could have got them inscribed on the stoneslabs prior to 7 1 1 . 1 537

He has given details of this discovery in his introduction to volumeXV of TallapSka

Geya Racanalu, containing AnnamacSrya's SrngSra sanklrtanalu (1961) as also in

the introduction to volume XVI containing sanklrtanas of Cina TirumalScSrya

(1962) Two things are clear. Firstly Sanklrtana Laksanamu seems to have been

inscribed on the stoneslabs though they are not available now. Secondly writing

music with notation, i.e. with svaras, gamakas and sShitya was prevalent in Telugu

as far back as the beginning of the sixteenth century. The four photographic plates

published m vol XVI of the sankWan series are incontrovertible evidence to this

fact.

Though the stone slabs are not available for checking up the text of

Sanklrtana Laksanamu in Telugu the copper plates are available. Cina TirumalSca-

rya got this work inscribed on copper plates also during his own life time. But

the date of inscribing is not mentioned.

The texts on some of the copper plates were got copied by one Sadhu

Subrahmanya sSstry as far back as 1922-23. When the paper mss were found

in bad condition, some were issued in print as The Minor works of TallapSka



AnnamScSrya and his sons' -Vol.1 dunng 1935 under the editorship of pandit

VijayaraghavScarya

EDITING THE TEXT

Two slightly different texts are available for Sanklrtana Laksanamu in

Telugu . The first is the printed version The second is the version on the copper

plates Though the printed text is merely the copied version from the copper plates

they are not indentical. Some mistakes seem to have crept in either at the time

of copying from the unclean copper plates or at the time of printing taking the

text from paper mss. in bad condition Now that the chemically cleaned copper
plates are available for verification of the text (at SV Museum on Temple
Art. ,223, Govindaraja swSmy North MSda Street, Tirupati) the printed text

available is corrected, adopting the text on copper plates as the standard original

text The following are the details in this connection.

1 The text of Sanklrtana Laksanamu in Telugu is inscribed on four copper plates

each measuring 40 cms x 18 cms The writing is on both sides of the copper
plates. The date of inscribing is not given.

2 The writing is in the old style with pumanusvaras for ardhanusvaras and
duplicated consonants etc

3. The printed text shows 71 verses. The last verse on the copper plates is

numbered as 70 only On a check up it was found that the verse beginning

with 'nSlugu pSdambulu noka caluna,. ' has not been given its serial number
32; but is given after the next verse beginning with' visamapadambulokarlti'.

It must have been a scribal error

4. The copper plates have the verse beginning with 'sanklrnavividha pfipa' as the

9th verse and the verse beginning with 'madi dSDapSkayannaya' as the tenth

verse. The printed text has them as 10th and 9th. The order of the copper

plates has been restored in this edition.

5. The copper plates begin with the following caption:' Srirastu Sflmate RamSnu-
jayanamah.Tailapaka Annamacarulya Kumarundu Peda Tirumalacaryulu vSri

kumarundu cina Tirumalacaryulu anaticcina sanklrtana laksanamaina pada-
cchandamu' The printed text has omitted 'aina padacchandamu'. It is a very
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important detail The author has given 'padacchandamu' as the alternative title

of the work It is the 'pada sampradaya' that the author is mainly concerned

with

6 In verse 8 line 2'lanmyunadapanga bflta yagu dallapa' is the copper plate

reading The printed text also reads 'dSlapS' without duplication of 'la' But

both are incorrect as Prosody gets affected It is corrected in this 'edition as

dalulapS' which restores the correct prosody Similarly in verses 1 2, 1 5, 34

7 The fourth line in the verse beginning with 'sankTrna vividhapapa' ends with

'sankatamkamulu valadu tamanum valanan' The underlined reading valadu

is common to both the copper plates and the printed text But it does not make

sense The word 'valadu' is prohibitive in its sense meaning ' not required'

The idea that even people with a complexity of sins will get free from miseries

from the God of Death if they sing sanklrtans of God gets restored if it is

read ' vadalu' meaning loosened and got nd of It is corrected accordingly

in this edition

8 Both copper plates and the printed version show the vrttams as'vr' without

indicating their particular names Similarly the glti-s are shown as' gf For the

convenience of the readers the vrttams 12,15,17,26,28,34,50 and 64, are

shown with their particular names indicated ' ma' - matteba vMdita and so

on. Similarly 'aja-veladi' and 'tetagto' verses have been specifically indicated

as'fi ve' 't6 gf . instead of'gf

9 The copper plates version of verse 1 3 is 'bharatSdi granthambula' The printed

text reads as 'bharatfldulu, granthambula' Obviously.it was corrected at the

time of printing with the impression that prosody was affected If the whole

is taken is a compound 'di' can become a guru because of the conjunct

consonant' gra' The author has only the work NStya SSstra in his mind and

not the author Bharata . This is supported by his use of Bharatamu' for

NStya&stra in verse 18.

This edition has adopted the reading of the copper plates

10 In verse 14 the printed text gives the last words as 'tat prabandham amjta

dhSra boh'. The copper plate gives it as 'amrtadhJra b6lu' The copper plate

reading is adopted in this edition



11. In verse 8 -line 2, the printed text reads as 'tetamayyepadamu'. The copper

plate gives it as 'tetayayye padamu'. As there is no word- form 'tetamu' the

copper plate reading is accepted.

12. In verse 20, the last word of the verse in the printed text is 'badade'. The
copper plate gives it as 'badade*. While the first reading relates to 'krtis',

the second one relates to the subject ' krticeppinayStadu '( the person who
has composed thework of art). The copper plate reading is more appropriate

and hence accepted in this edition.

13. In verse 23 line 2, the printed text reads 'manuju satkavitayu', whereas the

copper plate gives it as 'manuja satkavitayu'. In view of the fact that the

first line 'samprad&yagata jfiSnasahitudaina' qualifies only 'manuju' and not

'satkavita', the reading of the printed text is accepted in this edition.

14. The prose link that follows the verse 37 in the printed text reads 'munduje-

ppina nibandhana nSma padambunaku navayavambulaina yavantara pada-

mbulaku nanukulambaina pallavi ettidanina". This has caused much confu-

sion as it purports to speak of a pallavi for the individual words. The copper

plate reads 'rribandhanamapadambunaku navayavambulaina avSntara pada-

mbulaku namarnbu leyyavi yanina'. The latter is the correct reading as it

purports to give the names of individual parts of a nibandha padam The
next verse expectedly goes on to enumerate the names of the dhStus

udgraham, melapam etc. The copper plate reading has been incorporated in

the present edition.

15. In verse 40 the printed text gives the last word as 'munulu'. The copper

plate gives it as'ghanulu'. The context pertains to 'SkhSpadam' which is found

in the works of historical times, like Sanglta COdtaani, SangTta Ratnakara.

Any reference to 'munis' is inappropriate. Hence the copper plate reading

'laksanajfiulaina ghanulu' is accepted and incorporated.

16. In the prose link after verse 40, the printed text gives 'prayoga sampradaya-
mbetti danina'. The copper plate reads it as' ettanteni'. This latter reading

is accepted and incorporated as it details the mode of using pallava and
sikhapadam.
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17. The copper plate and the printed text give the first word of the verse 44

as 'vugamu' beginning with 'vu'.This word seems to be a shortened form

of 'udgrSham'. As indegenous Telugu words are not supposed to have initial

'yakara' 'vu' 'vD' 'vo' 'vo', the form 'ugamu' is taken if only for the sake

of the modern reader.

18. In verse 51-fourth line, the printed text-reads' (pada) yugalamuga'. The

copper plate gives it as' (pada) Yugahununa'. The latter is accepted and

incorporated as the locative form is appropriate.

19. The prose link after verse 52 in the printed text reads 'andu ardhacandraka

padainbetlanteni'. The copper plate gives it as 'andu ardhacandra padambe-

tlantSni' 'ka' is a diminutive particle. It does not go well with 'ardhacandra'.

Hence the copperplate reading is accepted and incorporated.

20. In verse 64 both the copper plate and the printed texts give at the beginning

of the third line 'vistara pada vadamula'. Though the poet might have chosen

'vadSsa' for' pa' even in an amrSdita it is shown as 'padapadamula' for the

readers' convenience.

21

.

The printed text in the prose link after verse 64 and in the verse 65, gives

'yelapafa' as beginning with 'ya' sound. The copper plate also reads

'yelapadam', 'yalapata padambu'. This morphological form with initial

consonantal 'ya' is retained only to enable the reader to distinguish between

'ela' of 'Saprabandha' and this 'y&a' which are two different things.

22. In verse 67 the printed text reads in the fourth line 'bbfivajftulu valkunam

paddhati'. The copper plate gives it as 'bhavajfiulu valukunarti' without

resorting to the snycopated form by dropping the vowel V. This latter form

is accepted and incorporated in this edition.

DATE OF COMPOSITION

It is not known when exactly the work Sanklrtana Laksanamu' (in Telugu)

was composed. The copper plates also do not specify when it was transcribed

on them. Internal evidence is available in verse 16 that the author's father,

TaTjapSka Peda Tirumalacarya was alive at the time of the author's endeavour as

the verse speaks of the author getting his father's permission. Peda Tirumalacarya
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is said to have lived till 1553 AJD. This can be taken as the latest limit.

Cina TmimalScJjya has had the good fortune to receive his 'brahmflpade-

"sa' from his grandfather AnnamScSrya who lived until 1 503 A.D. If it is presumed

that Cina Tirumal2c5rya was in his 'garbhSstama' (7th year of age) at the time

of his upanayanam he may be taken to have been bom around 1493 AJD. and

his upanayanam taken place around 1500 AD. Peda TirumalScSrya could have

been a youngman of20 by 1 493 .As Cina Tirumalacarya receiving his 'brahamopa-

desa' from his grandfather is recorded in one of his sanklrtanas (adhyStma

sanklrtana 39-Vol XVI), it is reasonable to think he would have been some thirty

or thirty two years old, to become a scholar in sahitya and sangtta so as to realise

the greatness of his grandfather AnnamScarya and make an effort to pay his

respects to him by composing this work in Telugu. It is a testimony to this aspect

that this work runs like a panegyric in the first dozen verses or so, to AnnamacSrya.

One may put the composition of this work around 1525 AD. and its inscription

on the massive stone-slabs some time before the inscription of astabhasadandaka-

mu on copper plates in 1537 as Annamaearya's compositions were popular even

by 1535 AD.
PARAMETERS OF THE WORK

1. This is a work on hymnody Sanklrtana Laksanamu and Padacchandamu are

given as synonymous titles of the work by the author. Padasampradaya is the

main concern of the work

2. The first verse is a tribute to the galaxy of pada kavi-s who have sung Lord

VSnkatSswara.

3. Verses 2 to 12 are devoted to Annamaearya's sanklrtanas. Verse 1 3 describes

AnnamacSrya as PadakavrfflpitSmaha. Verse 14 speaks about the need for

knowing the laksana and laksyas. Verse 1 5 records Annamaearya's authorship

of SankWanalaksanaminSanskrt. Verse 16 and 17 speak of PedaTirumalaca-

"rya {father of the author) and the fact of his having commented upon the work

and the author undertaking to compose the work in Telugu verses.

4. Verse 1 8 touches padam as mentioned in Bharata's Natya Sastra, prabandha

in SangTta Ratnakara and dfisafla in Sanglta Candrika and Sangtta Cudamani
and SangTta SudhSkara. The need for devotion to God, humility and knowledge
of tradition are touched upon in verses 19,20,21 respectively. Verse 21
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commends obtaining Divine Grace or learning through a guru. Verse 22 speaks
of poetic compositions with knowledge of tradition leading to realisation of

God.

5. Definition of Padam, vrttam as a four lined composition in music as defined

by Bharata and these vrttabandhas being the three dhatus in a musical

composition are dealt with in verses 24,25, and 26 respectively.

6. Language regulation for padam is given in verse 27 and dSsailas in Kannada,
Tamil, Tdugu, Lata and Gauda languages are mentioned in verse 28.

7. Padam is taken up under three heads: (1) Vrttapadam (2) Nibandhapadam
and (3) COrnapadam in verse 29.

8. Verse 30 to 33 deal with Vrttapadam in their variety as sama, visama and
ardhasama forms.

9 Verse 34 to 53 are devoted to dealing with nibandha padam in general Yati,

prSsam, guru-laghu niyama, tffla with dEs*i and m&rga bhSda, dhatus, udgrSha
etc., Pallavi, sikhapadam, padam with four, three and two dhatus as also

Skadhatuka are touched upon. A variety of padams like astapada padam, pada
malika, SarabhapBdapadam, concept of muktaka (chedyaka ) and ku]aka,

daruvulu, jakkula rGkulu, Salu, gobbflju, vakyamulu and candamarnapadamulu
are all enumerated. The two lined padams are also enumerated and ardhaca-

ndrapadam explained.

10. Verse 54 and 55 are devoted to cQmapadam and «|»g*nHhi

1 1

.

Colloquialisms, language appropriate to the character, proverbs and idioms

are justified in padam composition in verses 56 to 59.

12. Verse 60 and 61 define adhyatma sanklrtanams.

13. Then, vSkyam, dawvu, candamamapadamu, yelapatapadamu etc. are dealt

with in verses 62 to 66.

14. Coalescence of words is touched upon in verse 67. Vase 68 extols

deSpadam. Verse 69 speaks of how they can excel. Verse 70 deprecates

insipid compositions.
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IS. Veise 71 deprecates plagiarism.

IMPORTANT FEATURES

1. Sanklrtana Laksanamu is a unique work as it is the only one of its kind

available.

2. As Sanktrtana-s and Kirtana-s are the main stay of Karnfitaka sanglta its

importance to it cannot be over emphasised.

3. Though Padaniryukta is mentioned by Bharata only in the context of gtta-s

or prakarana-gltas, though 'prabandha' is a later concept found in musicologi-

cal treatises like SangTta Ratnfitcara and though 'desaila' is part of this

prabandha concept, this work amalgamates all the three into one padasampra-

dSya. One can certainly trace the origin of a devotional musical composition

to padaniryukta variety mentioned by Bharata as'devastutyatmaka' without any

upOhana and pratyupflhana (using oflnonsensicalmusical sounds). Neither the

classification given by Bharata nor those of later classics like Sanglta RatriSkara

are extant today. So it wiD only be a practical approach to accept this

amalgamation without entering into scholastic arguments.

4.The work mentions mfirga-desi bheda in tfija. This may be suggestive of the

use of mSrga taja-s also as late as early 16th century.

5. Though Bharata uses the word padam as 'svara tSiatmaka' in the context of

gHndharva and Sfirfigadeva follows Bharata in mentinoning padaniryukta,

Padam can be taken as the short form of the latter and equated with klrtana

or SankTrtana. This author has used 'padam' in the sense of a klrtana or

sanklrtana.

6. This work is historically important because of the fact that it uses the terms

'krtf (verse 20) and 'mudra' (verse44). Sanglta SOryOdaya, a musicological

treatise contemporary to the present work, does not use the word 'mudra'.

For vSggeyakara mudra it says' svSbhidhSna vibhQsitah'. (vide, 'padam sodasa-

mSbhOgah svflbhidhana vibhQsitah s.s. 5-73).

7. The words paHavamu and pallavi are both found used in this work.
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8. Sikhapadamu is mentioned in this work. Generally it is not heard of today.

9. The author gives the names of dhitus udgrJha, mSlapaka, dhruva, antara and

Sbhoga to what he called vrttams. Ifwe take vrttam as a four lined composition,

they refer only to the parts of the song called carana-s. By the way, the word

'caranamu' is not used in this work.

10. This work mentions 'yEla pata' in contradistinction to 'dSsaila' which falls

under '£l£prabandha'

11. The exact meaning of 'citra varnarhbu' in verse 63 is to be explored further.

11 TSnaka rSga seems to have been used in the sense of 'tanam'.

15. The Use of the word 'dhStu' seems to be on its way out SangTta SOryOdaya

mentions svaras primarily and states that some scholars call them dhatu-

(ranjakah svara samOho gTtamityabhidhlyate, tadeva kaiscid vidvadbhir dha-

turityabhldhiyate (S-S. 5-2).

EXPLANATION, COMMENT ETC

In presenting this work the verse, its purport and the explanation are

given seperately in Telugu. The English portion has the purport of the Telugu verse

given followed by explanation etc. Transliterated text in Roman script with

diacritical marks is given at the end for the non-Telugu readers who wish to peruse

the Telugu original. The main aim is to provide the Telugu and non-Telugu lay

reader with as much information as possible. It is to be stated that this English

version of the Introduction is not a word by word translation of the Telugu version,

but generally follows the same. Technical intricacies have not been touched upon.

It is hoped this work will be found useful.

MADRAS
9.8.89 DR. SALVA KRISHNAMURTHY.
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Verse 1.

Tr. The illustrious leadership of poets accrues to the lustrous string of

pearls ( of individual distinction) of the earlier gem-like music composers (of

padams) of holy-conduct dear to Sri VEnkateswara.

Com: This is the poet's first verse of auspicious beginning with 'SrT

Leadership of poets is ascribed, in this verse, to the earlier holy music composers

(Sanhrtanicaryas) who sang about Lord VSnkatSswara A split up of 'prabhSvaha-

ka + vinayakatva' renders the facility of remembering Vuiayaka also The word

'Sri' along with the meaning lustre, carries certain other meanings too. One of the

other meanings is 'tnvarga' indicating the gamut of the entire worldly life consisting

of dharma, artha and kffma. Isvara means the over-lord capable of rewarding and

punishing. Lord VSnkatSswara has the power either to reward us with what we
think wordHy-good or progress, or punish us ( in our mudane-life). He is fond of

His devotees. Remembering the music composers dear to Him can result in our

worldly good too, it is suggessted. Again, 'SrT' means Saraswati, the Goddess of

Learning. 'Vem' is the mystic sound syallable in 'VSnu Syamala VidyS," capable

of giving literary talent, in Mantra SSstra. Thus Sri V5nkateswara is the Lord with

the mystic syllable 'van' identical with the Goddess of Learning, in His cheek.

This suggests that it is only natural that the music composers who sang the Lord

should acquire leadership of poets. No need to say, the author, with a similar desire

for leadership, has chosen to utter the name of the Lord.

1.Though the leadership of poets is attributed in this verse to the

earner composers of padams it is not difficult to guess that the author had in his

mind mainly his grandfather, TaljapSka Annamacarya, who is hailed as 'PadakavitS-

pitamaha' or the creator of poesy of devotional music. Ifwe take the phrase' purva

padakavimani' in its singular sense one cannot help remembering Annamacarya

Then the phrase' vara harambu' ( the valuable pearl necklace ) springs to a new

life. When Annamacarya, as a boy, had his first dar&an of the Lord and recited

the centum of verses composed earlier by himself, theLordis said to have slipped

His pearl necklace on to His own sacred Feet and blessed him. 'Varam' (boon)

is fulfilment of a desire by the grace of Gods; 'hiram' means a string or necklace

of pearls. This item of the Lord presenting the pearl necklace to Annamayya is

described in 'Annamacarya caritra' composed in dvipada metre in Tdugu by

Tajapaka Gnnanna (Cina TiruvSnga|ana{ha), a brother of the author of

SANKIRTANA LAKSANAMU, thus:
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'o»«o' "ISoo e^ao 36"* 38<&53ja s»8o. was 3»"rt<3S5S»85S*Sa»

s»o»6. d»a*j»as (n»i3»ss) wSosr^oon1 sr»oja s»s^o d»o. -$« a»t>s*a

SJ*o«£ mdSi&os 'SrtfcSj' «tou»&. »c"rt S'oeT'a fldST*o*
,

»3j (musical

element) 'c°«fc3j' eoCJi. s)<3« STHfc- Q>& Hr>£^S spfT-TteSjH^ S6^o

«^wa> (^•as'Sja »oAa *\<^ (HwiPeTjaaysAa . ^oa^a 'softa a>s

&J»eo B^ews aayaSa. v~L (I.*. 11-13 *o"ige Sj«^ s«©osr>*Ja3

3e>au2 d^jSsjS 'SoAa aSsd&avs'Sj^ (HoaoeT'a 'K(T>Q>SlSt>'Z3~& **%&•

Ogeoot^So CTtabPCBjej e^CPeoj 3»*aj Oj^oS 3«Sir» 33pS;3. [I.S.

13*o>&sh3 '*<*
rt
a»ja soAa co^kso' (a&aasa |Ko«©. ««

*JKoao€r*

3S^u<Sa SPTUSSssVJ e^CPea &»§ Sl'^jP^aSS S6;3»ajatJt5, (sees) fcoa*

3»1!ess5sssjal »}«§, »a«g a3go s*s>o a»^goo ^^o ses> 6oo»o.

<f£gds»eaS*3o eCQ°a§*iP>e» woti cs&SgVasea 30& 6oc»8. SSj, »8
ass, aa.ar«6 ajo 3o»e» sexjktoo §*»o ^oa^^o 36dsr»o. w;&|d»

d»a <ft^oos'D'«B, i5»y»a «!goos»cP8» 3©s> SfHSjxes (d»ae>co aob»©.

»>«wj»a ea^eo, ap»2 »&«r»3 socr»o»jo «j»a aldfw 3t*a sa«7»aa
6cs°ao dos°S.
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"A* the nambi was doing the ritual worship nearby, the boy, in great

devotion, supplicated for the grace of the Lord by reciting the centum of verses

composed by himself earlier in His name, and the Son of YasOda, (Sfl Venkateswa-

ra here) made the string of pearls adorned on his body fall on His feet, thus showing

His grace. The pnest, seeing this was wonder-struck and coming to the boy happily,

offered him "sathakOpa " (AnnamScSrya Caritra -page 26)

That the author Ona Tirumalacftrya, is meditating on AnnamScarya, who

is a composer par-excellence and author of Sankttanalaksaaarnu in Sanskrt, as

the Leader of Poets, is the point here.

2 'Pada-Kavi', here, has to be understood as 'vSggeyakara', 'mani',

a precious stone, indicates only excellence here. So, padakavimani means uttama-

v&ggeyakira or the best music-composer. 'Raga'in music cannot be known by the

mere knowledge of its regulations, a composer of a libretto-song is needed. A song
is a composition fit for singing. Musicians call the words of the text 'mStu'; similarly

the musical element or the musical setting is called the 'dhStu' Thus, one who
constructs or composes the words of the text and the musical element of the song
is called 'Vaggeyakara', 'vSk' representing the words and 'geya' representing the

musical element. Ancient treatises on music contain the classification of 'Vaggeya-

karas' into a threefold division of uttama (the superior), madhyama (the middling)

and 'adhama' (the inferior) types as also their characteristic abilities NSrada's

'Sanglta Makaranda'contains the qualifications and classification of Vagg£yakara-s

and gayaka-s (singers) in the 4th quarter of its adhyaya (chapter) on Sanglta Again

P8rsvadeva's Sanglta Samayas8ra' considered to belong to the period 11-13

centuries AD. has in its 8th adhikarana called 'gitadhikarana', not merely similar

information but also the mode of testing them. 'Sanglta RatnSkara of SSrpgadeva

(13th century) is a famous treatise The characteristic qualifications of v3gg£yaka-

ra-s as enunciated in this work and as explained by its commentators, Kalhnatha

and SirhhabhQpala may be stated thus

In order to know the right and wrong form of a word, a vSggeyakara should

have knowledge of grammar; for a command over the language he should be
acquainted with dictionaries like amarakOsa, etc; he should know prosody for a

knowledge of sama (even), ardhasama (half even) and visama (uneven) verses

He should have the expertise to make verbal figures of speech like anuprSsa



a»ovj»e c5»a33 s>&a1% sc&so i*ao w«sr> a* |a»s: xt«ojs

j>SjSco 6oo»S. l5?0"a (St509°!Ji £0lo3 ¥£S*»o »^SS,"2i:S viptXI'So

Aon»6. So&3 *\j^o Bm&sS'S 64Sto 3»& 6oO»6. 3ja~ ha smpgaH

'ye^so'e* Ttec^osoe. ^^"ass «^oo (n»(«o) aock>. (&>a sooo

0»&e<Si> 56es»So, £CSyfc\tJ*a O»o Sfia»So, £><?>« tST'S'SsS MJP^ajo:,

33uar>S'3i3 (ftupaio: »3 So° SOa^o 6oc»a. S.i5^"a55 Sr5s»s»caie»,

S3 S»S»ce&>e>& SoooOovia S"& a'aSSuocS). |3"AidiPo?»aS SPe^CS
[S*«r>5'33i3 fr*aj (se«s dope. |*»s$o7s» >««e«s *s aoc»o. #k>»

7W&e»n» 33jts&S ^ awPiSjej SS^TP dCfc 6o5°6. S0»S3dfco f*»o

cs^usa^o 6oo»e. 3»o»ffJ (i»^&ii57? Ao7i§,,e& &K&£i&» saa33»a»

S»3»B. »BS3a_>&H» «0S>S. BSaSpw Sl^So 63«t*tta7!» doS°&. (t»S»

3tf£& B»<Son»S5 s>Coo). Sso^SSs SPOjS SyoeS} &&}§*&ob« o»2j

Sea (5ao0»e^ S>OjCon» SP'oj *£ 6oo»S. 'fldSr'oS'ajiS iyabSjS: §*«??

se^oS *S 6os»e. aeaa seajso 6oo»o. sp3} (Suoo»^ e&o
26wao5sd'U5 SS SPB» £fo^on» SSSsoStJtasocO. %(S»7P Ao»3\ SOiod

«S 6oO»». Seo SJq'SS RiW»
i
y&e& eSjSooSKe ha ao»ic»« (so»o

ae aaga) *ooh>. asoje s*^ o»o>ds»4£ *e% 3& b» Kk>so*"S>

^•4 iocO. O»7?ofc, 0J'SS'«& e3 Mo^eSo B»a eoa^n»o5< accjpod
asjo^o *oo»e. sj'tpjae aa*yH» §"e& -03s»^a esuiz! «sq»so
dos*e. qti foej»e» goa»a> 6a& «r>"3?cKos»esjiSo^"

ajos 'q»a^)'& »JSggn» spo^oa 'ar»a>' <K53£* sx>a§'&s» &o£

'SSp&^'JSj 833^on» So^oSSBft 'qmb' 3S,dbo«* Jtoottr&T? 4o^3»&

A

'3&sa' »st? S5s°sa esco5jss^& ia&o&i. 'sos sa' »stp aesr>sa

«oa5asj«iso ai^au&. ^aax» ao^o-aa '©•aj^'^'STKfc' o^ss d^cJSa

ai^.o «$3»S}. jj^a«as 'sjOs^jjs' «a "&s>. (sp&>: so. eo^-3

^lojp.^ssjo. »iSdSj»S" £|«5. (&aj«t8- 1976)
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(alliteration), etc. as also the semantic ones like upama (simile), etc. He must be

knowledgeable regarding rasas.&rfjgSra, etc. as also the emotional affects like

vibhSva-s, anubhavas and sancM-s. He should have knowledge of various countries

to know the intonational peculiarities (kaku-s) of PancSla, etc. He must know many
languages to enable him to compose 'desaflS-s' (music compositions called

HB-prabandha-s in different languages pertaining to different countries or regions)

He should be acquainted with all the 64 arts like music etc. He must be proficient

in nrtta (dance) glta (song) and vSdya (playing on instruments). He must have good
voice. He should be knowing the kya in its druta.vilaifrbita, etc., modes, the taia

like caccatputa, etc, the kali in its soundless forms of SvSpa-s, in its soundecj forms

of dhruva, etc. He must know the six types of svara- kakus and deii-kakus . He
must have great talent which makes the subject on hand impressive'. He must be

able to sing sonorously. He must be knowledgeable in desi-rSgas like SrI-rSga,

etc.He must be a good speaker to hold the attention of the audience in an assembly

To enable him to act as an adjudicator in any competition he should be very

objective, devoid of personal proclivities of attachment or hatred. He must be a

man of mellowed temparament. He should be good at observing necessary

proprieties in order to maintain the build up of sentiment or rasa. (Impropriety

is the cause of the fall of sentiment). He should be able to compose in sweet words

musical compositions like Sla-prabandha, etc. without resorting to plagiarism He
must be able to construct new musical element (dhatu). He should be able to infer

and know what others are thinking.He should be one whose compositions display

not merely the rules alone but his genius also. He must have the ability to compose
quickly too. He must have the ability to compose and construct songs that imitate

different musical trends of different compositions. He must be able to produce

gamaka in all the three tonal pitches called mandra, madhya and tara without

fatigue. He should have the capacity to do the alapa in its forms of rSgalapti and

rQpakalapti, with their variations. He must have intense power of concentration

not to lose track of a sequence. One who possesses these qualities is uttama-

vBggeyakara or the best composer.

One who can create 'dhatu' or the musical element in abundance but

dull in the composition of 'mStu' or libretto is a mediocre composer or madhyama
ylggeyakara. Again, though one is good at both 'dhatu' and 'matu', he is also

mediocre if his musical compositions are not impressive.

One who can construct the 'matu' or libretto in a sweet form but dull

in the case of 'dhatu' or musical element is the worst composer or adhama
vflggSvakSra,

One who is a vastu-kavi, i e, who can compose with a story element
is uttama. One who is a descriptive poet or varnaka kavi is a madhyama or mediocre
one. One who takes the 'dhatu' or musical element constructed by others and fills
it with his own composition of 'matu* or libretto is the lowest and worst type
Such a one is called 'kuttikara'. (vide SH. 3 praktaadhyaya, Adayar Librarv
Publication, 1976).

'
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Veil SX580o» too a*ea

aovSoswiaaaj

ffers ;jay>xcuaa» aj&aaa*&gs". 2.

80O ^ 3oStJ»3©3e Jbfi Sfio 3Sj/? w S£5o AaTSr^Ss'ajoa!

n»^ii-8< 'Sofi* aa^off
8 ss aa& o»an»&

)
Sol£3i,cri&ca>

) aa sac
ota'a^ar* «o»s <wsd»s «s^bdfc>g& HamU "45Voi»3»ja». •ajar
^oj^ vSj&d&j, •a^&digon'o", »a^d&»B£, trtSjdWWfc, »aiarS3»0t

»s Ibe^sso 4oa.

1. 5*8 aa$o ano afcys *a& n^dk s«a «^«!j»o^ot» qsys »»j

2. 'aao' 'asaaa'^oa enaoos*
-

Sostj»-ae>aoTi aa^oo a© aao as
(tfaaj i^o*^ SfoSoas t^ »Q|»r»dJjo. 'ajaaa'asajajBi a»ec

i*s>& oaoga [»a^aao (aa^so) &r»cr> aso&oa sais aeso

S8j5)p, ^a&7,
)
»ao«$aj^ wo»a (aa^ aewaj n°ao tffcaoMooa

a^Ps wc^t&o. « (o3*jsao uaoe Sf0y3'i) sajs aao soar'

aoa^sTisoa!) oQifr&rio. sa^ajcsssj Setf* aao ao»s>a& aa\o£sa
SPC kJSlTM a»a.

3. 'aao ^auo' 'esaSn TSc&stoo' eSs 3a:foo a^arfBo. dHj& aaaafc,

o»c»sj a&aa <*oo»cj. (seaaus sa s»uc ^vspfi4 acs«ai sao»

«jOoV&: * w * "

"tmobjo css>ajdSp jffso »j!5«p«an»a^sSi

aao as^ tfia^sj a^jtso^a^wssSi

6^.oo a^egjao aajBjo aaaoaaS

aagoo»»ogoci aayso ojaao a^aSm

»o»ooa »«r>ooa aj^sssoa aa^Sa"

so«eo3 i&«J*£a? Seao *wjj s^aSn"

(atsj. *». 32 «?•£- 25, 26, 27)



Verse.2.

Tr: As TSUapaka Annaya sang the Lord of the Effulgent VenkatSdri

through his padams of ashtonishing skill and excellent poetic qualities, the padam

itself became the lastword

Com: In this second verse the poet makes a direct reference to Tallapaka

Annamayya, who was not only his grandfather but also a SanklrtanacSrya and

creator or grandsire of Padakavita. Traditionally AnnamScSrya is varioulsy referred

to as Annamayya, AnnamayyangSr, Annay3rya, Annayaguru, AnnayScSrya.

1. All the qualifications and skills of the best vSggSyakSra enumerated under verse

1 are to be comprehended under the terms'ashtonishing skill and excellent

poetic qualities'.

2. Padam becoming the 'last-word' could mean variously: that thepadam attained

revered excellence on account of its use in singing the praise of the Lord; that

it sings the Universal spirit resident in SatyalOka and who is described as

'satyamjflanam, anantam, brahmaV as tha last word (tudipadam) refers to

the highest abode of Heaven; as Brahman is Snanda, the padam suggests itself

as the seventh Heaven of Delight; that the Padam attained its acme in the hands

of Annamayya is clear enough.

3. 'Singing a padam', and 'marking daru' are the expressions in Telugu. A song

is called 'padam' and tSla is called 'daru'. Bharata defines padam, in his NStya

SSstra to this effect: gSndharva comprises svara, tSla and padam. In this, padam

is evocative of svara and tSla Any small meaningful syllabic composition can

be called a padam. It is of two kinds: nibaddha (bound) and anibaddha

(unbound or free). It can also be atSla (without tSla ) and satSla (with tSla).

(N.S.32ch-25,26,27).



'sje, o»«, ao»e^5a>aa Voecj'asa 3d^ajso», o*o»5j apas
o»caS «&<yason» 6oi s&$ 'aao'. «&b S)*]kaa (wesoOTwa

ajHaeS* SPOjoa) 3 ^oa^j^ 'aa' &<&Ovb&otao&. »& Sug&A
wIDoaasfi ?o& aiywn* AoBacSy. «P$o5* 5P&, o»«o ^5job» 5r»a»

Aoaaas)'- »3a qs^a »C|d»d»o. 'n»oae$'aj3a ape &ofto»a5 "&&.

&& aoAca^ VcSo' »otJ»&. n»oas$o KoS&jeo (aayftoOoa; »n»a

ao|Sn»(SS3o. *n»So' spTjdks^&eD 5r»8joa. n»i3»3ig>Peon» &p6\3 »oao

8«M aB»©Sr»Bj\ StSiJ* 'SOo' »SJbch3>S»oU5oa. acBo»«™o «a£pt Qo

S*3o 3*a2 w(*efcon» S8ytSi»aot3a aao. 'aao'0*a «$aotfa>3 aTHoO)

m&&e» 'spas' eot3»&. so^a^a sjcpoS* >safta itoro**aj 'c^fcay

(music/musical element/musical setting) «0U»&. 0°«fcwa «k£ n*<So aoan»ao.

#1 Sugn»«So S^a^S (Saoq»o& (ao»e>5i) Ao& u&u camn"^ 'aao' t.Si3.

«gias»*sTcs apo ?5o» ««aos"asa arts aao «a »\ao. 's\So' «p«©

tSS7VJ^ga)a,»)0^o an»G»dfoaja, ;r»tj£o (3S*S£ SPn»&SBeja:a ae$a3»e».

S)a^*s ao»©a<J5» oes»«»n» &Q&. aao «ol> >o wau»as tfS

>,s^o. (qs^.a fcS tr^Kd «aaco. aofta ^^ofi* 'd»o' «<S a»o?r»Li,s

aao t,sii 60a. a>a apaapeo d»uas w d»o$pi.so7? d'OwttSfSB}.

(auop»»S ai^a w&> »07?ffJ 'd»o' t<si3. »aaoD»n»«) S>a 3o5* 3ji3o3

a^ato^a jpc^o^Sj 'd»o' «a "&&.) »ts o»c«cycdS3off* 3a\«2

^asoo Ao»eo (1) aagsa» ^2) aaa&gs aw (3) ea&gs a*> »a ajna»

S0*«» (5o. 6. 5-57,58) &t2£* »om« ifesoc taoo &6 Sr^oa'ajaa

'aaat»£o\ aja sse aao &j» soles aao. ^n* aao »;Ja sTaae

»W3 d»ts sajoioS. (wtaaaasa'^ lea «ss^ soloes »xrj »C|i»c&o

tStsaajajHs.
~*

n»3»Sjsr»oon» sp6\s aoaaa»aS sota *\a,,
L
Ko5i°^ isaoaa^, a&aj,

6>asa» t^a aara»os»3a *&. ja»oaax>, aaa« *$1% aaao«&a*>p
satoajifaoa. soAa ^ ^cj.^ 'iojst. (SBoasa' , sal^atjao*
'ia»si»aa'-& *&» Aao ««5ao«* '|ajaa" softao'j? iejjaua^fcs^a. lea
*ga§ aa v^sIxpb* aaaxts» 6a

A
a. aav^ foas^ ao^c&ofi*

'iea"^ 'aa"' «auo 8&. agusoe* o-ad'^ajsoi loae^ ao»esoo
ws^a. to»a^o& 5j0oaoo»aj foas; ao»eaoo (a&g-jbT aon»^ ^a^a
Soiacdioe* foswj^oa; ^Oa 'ao»ae' wauaip ^>a. t,o>

)

«*
ar
ao»

all foa' a»oj3o(ao»«siio t,st5 <&©a. awn^ap qz5 aaa. cpaxyao,



What is called gandharva has been put on boards by

gandharvas; it has an ancient tradition Gflna is that composed by vaggeyakaiae

(music composers) Any composition of meaningful words suitable to music

can be called a padam. It came into existence as a prop to svaras and tflla.

Musicians and singers call the meaningful words of song (or libretto) 'mStu';

the musical element sung with the notes sa, n, ga, ma, etc, is called 'dhatu-

G8na composed with dhatu is mbaddha gana or bound music. Compositions

meant for this bound music are prabandhas These have six components and

'padam' is one such It is clear a padam is a word or words expressive of

a certain meaning. Nrtta, by definition comprises t£la and laya; nrtya interpre-

tation of a padam through dance; nitya is imitative delineation of emotion

of all the three worlds PadSbhinaya has long been there m nrtya This is

evidence enough to show that a padam is a song, called 'pSta' in Telugu or

'patfu' in Tamil A precaution is necessary here There is a technical term 'p8ta*

in music We should not confuse that p8(a with this. That 'paja' is one of the

six components of a prabandha Sound syallables produced by hand on

instruments called avanaddha vadyas or membranophones like mrdangam are

called 'pata' (ex dhigi-dhigi) Again, prakarana-gitas enumerated in the chapter

on Tala are of three kinds namely(l)niryukta (2) pada niryukta and (3)

aniryukta (S R.5-57,58) Among these, padaniryukta is a composition consi-

sting of only devotional text and devoid of upohana and pratyupohana

(meaningless or nonsensical words) This is stutipadam or Sanklrtanapadam

Thus padam ^isdevotional song set to music Padam, kirtan and sanklrtan mean

one and the same thing Prabandha, vastu and rUpaka are the names given

to a nibaddha padam in treatises on music. These are synonyms Interchange

of prabandha and padam is also seen. What has been designated as dhruvapra-

bandha in technical treatises seems to have become 'dhruvapadam' and is

presently called 'dhrupad sanglt' in North India Interchangeability between

kirtan and padam has also been in existence. A kirtan is called 'pad' in the

klrtankar sampradaya of MaharSstra. In Karnataka, klrtans in dasasampradaya

are called padams For example it is well known that klrtans of Purandaradasa

are called Purandaradasapadas There are klrtans in the vaisnavite tradition

of Bengal and these are also called 'padavall' In Onssa there is a school of

dance called 'padavatklrtan' tradition Similar is the case in Telugu also

Padams of Ramadas and Peddidas are also called RamadBsuklrtanalu and

Peddidasu klrtanalu A kirtan is generally in praise of Visnu in the form of

Krshna etc In the South, Rukmiru and Krsna are worshipped In the North,

Radha and Krsna are popular When erotic sentiment, nSyika-nJyaka bhava
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"sao»a» acw»& tPS3o»S3 ioseo, "a§o»ss loses «3oo as^S. 4bs

«r»a»»S JMMS «Si \p>s»vp sqys%& 'stf'&'S Spo& *jon*8 (aca^

nwosdb oSpKcibs ec» «3 wgo Jxs^ioa. aajtf&foff
6 sa&olb »<

383:(PeTSo R*30»5O&. 3&X>£* ST»B« *jon»B |3$»;J»3 es&SdSraS 3{«5?P

sr»&S«* As* a>»S» 3w&. wrl 3oO}:&9&s>S o^Ktrw, *»£SP*»^,

fi&dS'e $)«*»& Sjflbelb ie 3oib c*oi7'& 3"3 ScycSoo 3*&>S£* ASjlg

ssjo^as.
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and smgSra became important in this worship padam acquired a delimited

sense of indicating a musical composition full of erotic sentiment and fit for

using in a dance performance for interpretation. One finds this connotation

of padam in Tamil Nadu. In Telugu also Ksftrayya Padams and Sarangapam

padams are such. They are used more for the purpose of dancing than for

mere singing. We know these are not called klrtans. Similarly, one cannot say

why, the compositions of TySgaraja, Syama SSstry and D&sitar are called krtis

or klrtans only; it does not seem to have been in vogue to call them padams

at any time.
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».» issstocaajofeaotu «$sas

sf«.N a»aaa»«B smcsS a

SPSSSmos SJ5jS»(« SeSa<S3,3,

|

0»SSS»o> «p*>sds>a^<&s«sa»i" 3

Xe.n BoaS&ucu &&>a%>
gOB&taco 2«weS3}e<S!Sa35 too9

Soesaaaeo Ssff^ S

S*ob*S2u<» o*gd»Sd&&|tfb2£S»j" 4

tffioeaeo e33»Af

3*Sot»«D 0»*i*S db3}dkSfiSS»<5" 5

Ve.it a&fioww d*C°c)3

o*n o°«>s •ajapj^ee SoSw-sess Sea scsooo 3hys aolea

an-to acotteots «a-

&&>& coxot 6ot3v». a& toerwsaj^ a«ia *>o». (B3»jjk

xa^ aa^ ^.% foceS* a%.aes> a©u«o». 5*$3Sff&s ffsea&TJ

*a *o»& 5jo^j»» a^ 9K&5. i&x sao» scs^e awa^.
sosxo wtfasistSa. (c)
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Verses 3-6:

Tr. Tallapaka Annaya's sanklrtanams (devotional hymns) on Si!

Venkatacalapati may be delineated thus:

They cleanse our sins; help configurate devotion to Hari; generate

all the miraculous effects of all mantras; protect those that sing them (afford

satisfaction to the singer-musicians). (3)

They are colourful to the mind; break the groups of bad qualities;

are fastened on to the pure qualities of Hari,the progenitor of Brahma; act

like miraculous collyria (aSjanams) in spotting the treasures of wisdom.(4)

They are essences; bring the grace of Hari like an unrelenting

shower of rain; become ambrosia for all the Gods; act like pleasure trips to

many countries. (5)

They are verily the Vedas; enunciations of scholars inPuranas

musical notes of poesy from the vma of Vara; those that have pleased the

good people.(6)
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S»(JS Sao|0'e5' aSJ'3'jWS (S<PSo AoiSS »$|><J5jo. (dHbS SC&o

«0»(&!4i 33 ibfi SB&jTaSytea «S}Sx&$& 3o5«j leo>"& wdWS

'So^a&So^' vH &io"iagb*$S3fi «5«oO d*?!su. StoUt &ol

«PSagSts. «« eo¥o «S}3rspBg aO(a£* <$$S$o2u&oA). foaol?

6o<i SO S^d»e Kjft> ^eoSoS'sSt^SS Sec Bs»e, wotsaeo ,0t3» a^etf*

d'sfinCJ* «MJ»Tt igS83»a} fo3 «Ku»aS g)S S»f*><SSTH». 3orfc*$8

SokjSa frgo&dSiS) a&3>Xn> &01ioCSo"4j S>&> 3sa©oa«Ja S'toa

ae^oa. cjfoa io "4 *oa«tt> rejaaoa^ 2.so seaajo ss!

'Sos'ltfs&so a85^ao»5Sjr>«. ea^sxs^aoto qa^al »a^3oa«a»2l

4d»dSr«a^ (3*1 saojaoTP 3"i} '4o»o&, Ss^ »a^aon» 3"ij ajtx«

epcsp, s^sonja^ao?? Ti^ s»o»^>& a&P|ao airfftg). jjh3 3*8aca

2>a qcotJa e&oo.

1. *sj»5" scag*' «3 pKb^tooA 'lea' »3 aaoajtJoa. ariStfjc

RjeroS} d»a*oS> tea. «a a«aj7P aa^seo. 'teao a»a$i |3«so a^
§«• iwwkao' <»a ^pojjo ssr>to. 'soSoso <skss5* foe»se^ s»ar^o'

«s ^sa^aao. sKSo&a "Seas, kjcposs, fceeas mo 3ds>too

aoteao. ^a o&s* p»«sss aa^aaaeo te>. asas $§e* 3a\U2 (*so,

a^eo, a*a-&aa, oejs, Soaa, o»s$, a*$, *»aja3a»«» (ao)tea$*3

•oao^adjcssss aa^aasy (S.». 7«o»g a>oa (I.*, I7*a»g osoo»s svs

a*fo$* $£ Aa^iaspso afiaoa3 ad^©. e&ntrviktS* aav^ t*o

(I. ». 10 *o»03'i5'l affS%dioe a»aoe&$*2.o6. a^aCj q^epajoSs

a»aao|an»essio s*3«n»a5 aojoa. (stgosotf* u»sa b$i&tsg&>o aajoa).

asa^^e* feasts ao|ao»<sr»aS o»o cfc&j&oa. n»£>3a", asswS
aoO $sseo aaa3»s«a§ s"8»o. -& teas^e soiacc&o** srcsadk sop
cwsiaja,

3»fy6 ao^j3»«S)Sjs 3o&> ao^n»dsr«coij^a». bijfi* 3»eadS3

a0(ao«}o tejs/aotea ages as^Mfe assay, sw^fi aoiao»ds»
«aaagea ^doas&ot^a. * 'lea'a 'aaas:' •& 'a^sa' «a *,aoo
saj. app. r« 05, «&«pag^oa aaaos «saajO) 3>jb». fcooaja aj>ia

aads»s^a A« 'aaac^'&a aoAaeo^seo (5-58, 59) z%$e>. foa,
aao aar»i3»^ «a »^ . g^g &,&£*& ajcoaocpaso '«aS3»ar»'e«j
ieae*, ao»oa e»oo 6oa. o^es s»cwon« asa«o»^ foaca" o»^«*

15



Com: Those who sing the Lord by singing the patterns of Annama-

yya need no other mantr5pSsana-s.(vide verse 23) It is suggested that they

have the miraculous effect of mantras. (Saluva Narasmgaraya, patron of

Annamayya for sometime, put him in fetters for his refusal to compose a

padam on him Annamayya is said to have addressed a song beginning with

'sankelahduvela' to Lord VfinkatEswara when miraculously the fetters fell

down unlocking themselves This incident is recorded in A C by Tallapaka

Cinnanna, a brother of the author of SX. These sanklrtans are the easiest

means to spot the treasure of wisdom like coDyna in spotting the buned
treasures of wealth. Singing Lord Venka(eswara does not merely bring the

Grace of the Lord like an unrelenting shower of rain but also gives the result

of worshipping all the Gods It is only the Absolute that can give the results

of various other Gods. VBnkateswara comprises all Gods Annamayya's
padams are in no way inferior to the Vedas, Puranas and KaYyas which teach

us the way to get fulfilment of our desired objectives and avoidance of the

undesired by their commandments, friendly advice and affectionate sugge-

stions respectively This is their literary and scriptural value

1 The word KIrtan is from the verbal root' 'kjit sarhsabdanS' Singing the

auspicious qualities of the Lord is klrtan This .singing pertains to Vjhiu.

often Ancients have spoken about the singing of Lord Visnu 'Klrtanam

mumbhih prflktam, hareh ma pragayanam. Srtmad BhSgavata says' sa-

nklrtanam bhagavato guna karma namnam' -meaning singing the names,

qualities and miraculous deeds of the Lord is sanktrtana No need to say

that this is part of devotion to God (bhakti) Among the nine types of bhakti

all others like sravana, smarana , pSdasevana , arcana, vandana, dasya,

sakhya and atmanivSdana get covered in sanklrtana India went through

the bhakti movement from 7c AD to the end of 17c AD In South India,

MahafSstra was subjected to foreign invasions even by 10c AD It had
to protect its own religion and social structure. Nathasampradaya seems

to have helped in this direction (In Karnfitaka Vftasaiva movement of

Basavana came up later) KHtankar sampradaya came into existance in

Mahafastr a Devotees like NamdBV, TukSram gave a fillip to this There

are two schools, namely NSradlya and Varkarl in this sampradaya.

Naradlya school may be said to be much closer to the klrtan /sankTrtan

method VSrkarl school imbibes more of bhajan paddhati with the

audience joining the klrtankSr This klrtan is also called Hankatha Bharata

has defined padam as bemg evocative of svara and tala SR calls a

devotional panegyric padamryukta (5-58,59). It is clear that klrtan and

padam are synonymous Purandaradasa's 'devaranamagalu' in Kannada

16



&fafi&,
OSi^a. Ss3,0»

v^/
SerjU»o(p>a t&p (jteXPffJ CeS^e! S\aje Sffi,

foe»»A" T5MBe»§*a AatStPOOo aj»§n« c^S^e S« $S I weouSTboa.

Bo/mf^a Z^3 aoi&Ft&xrf* ** <Sl>toe^ 'aeWMD' »a
f

Jeaea gns*

«ooKS). »oa s*»ot!r*a 'solos *ga»,' ao»^£a 'aaaa' sapsT-es^a
aoapgo. «* 'aaa», |auoaa>j' aaps-'gspoiSa 14 aa^ot^a "SosT *«po

2. 'assspi" (jrc&a qfl 3je>(a.' (jsjjssjsm Assaosoa >a&d s»>2a
s&s a»(8s») «a %^£. aao|a i*^o 'jus aa$i£' t,st3? s>e>|Oo

asyap eansgtk. «s&% "S&spjf 3a^a»&. 8ao±r*5po° aj*3«ao itao.

jfSSs sp^ asutiig aa»o&ajn» eiocsao ajacax>. ga&e& asaao
tgn» 85»3too eUSSxs. Sx>L»if§ Sfc S«0»^ (effect) wJ w&apaoaa
tai (iaferable)S»a «a aad"S> 6& SSjJSSs S^on« AoSa>. »Sjax&cn»C

»oJese& swjaajo aa^oo ^.s ata.o. «o3s»as. aoicaeo ffooa
d»aa»&5a. sm^s t»s sees a&aom t*j» 3»&j» axijao (scened

3. aa a^o^so ajs-fepaj a«8s«as »oaae>5« »a ao£ »«jt>3>

to<5> 3eoSjS>otJ>Si.s«ta>Se»K5 SotSS ao^jTa 3p3 »o«aSa, (S<lSooS»&)

Sws ca artJ »oaSa», 3fi Co^dSo K*t3a*S o»a ap3 eoaaau
3jo»e» aaias eoatfS. aj^saso juso. o»a^ Ow&^tj'as 'eoessu'

a»«i*a»<j55o. 3a ^ffja, Sjo»crt£&, s»3»$t£& Jtoagon. rt^sooa
ud &^ traa^ goa& stJat»n» cpioda *» acestoo a*s.o. s«

s^sooda'3 ^a lo»o&, aja»at)&, s»o»^o& 6s*6ias«3a acre aaco

4. soj |>cm«» i*(Sa &»o. »a a)gs>a tspa3os»s esa asa«o

6>ao spo». •& jaar»sKj»as estT'Sraja Ad»e3pa^ £*ao3a 3ao »a
S»eBM3»j»aKo aejCSSo. "flo»eo e?d»&>"a.(JSPei:, eots iTS&tfa &&S|xa
spdjsasnsa, «a a»a;o& tpa^n* ao^al scja '(%>«*>' S a*»cao.

aoAo «»^
/
oii

,
a3 'ipoBoj'3>3o2 soA«r>a5 6o^ »jr>a aoiao'cajo ae

»a ej^iij-a.eiin' aa^ejioa. 'ma'aj^Sa &&-!*.<&>&, esa spc 3a^o4oa!

«93^5PJ>^o Sofoseo l

n»So'. oS *Oj"i,c&Peo- eS7? wS^aPvPcbco'S

^Ss aj&>a;& sr-ojaa. in3a "3»e3*Joff, aiil end»ej1!).es>a 3t\ati
o»oa. »ay&} ess^ajesj^ "is a30(o»©& u»a?o;K, ja^ «sjo»S}. ws^ajeis^

aoi^sw «3»^»ot5* ae^3»a5 aa^aaa *»<&a «j»a. se»\aa sc^c&o.
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are called kirtans as well as padams. Krishna is a popular Deity rn
Maharastra and Gujarat perhaps due to the proximity of Dwaraka
Rukrruni and Krsna are worshipped in MaharSstra, KarnStaka and Andhra,
Gujarat and North India have taken up Radha-Krsia cult The devotional
songs in the Vaisnavite traditions of Bengal are called padavaK and klrtars.

The point is that sanklrtan and padam are synonymous That this padam

and the classical term prabandha are also synonymous is confirmed by

the author's use of both the words in versel4

2. ' MananSt trSyata it mantrah'-'that which protects the practitioner because

of meditation', is the etymology of the word 'mantra' MantraiSstra is one

of the esoteric disciplines A mantra is to be kept a secret always Even the

name of the preceptor is not to be revealed. In japa silent repetition is said

to be the best, repetition ofmantra being audible to the practitioner is mediocre

(U is called upSrhsu) ; repetition of mantra audible to others is the worst method.

Also the power of the mantra is to be inferred only by its effect (kSrya), the

mode of its working will not be clear to us The significant point is that the

powers of mantras are attributed to the sankfrtans of Annamayya Not merely

this Sariklrtans are to be sung full-throated This is against the japa metho-

d More significant is the point that these sanklrtans give the miraculous effects

like mantras despite the fact that they are sung in a full-throated fashion

3 Treasure-hunters are said to use various lands of collyna to tmd the spots

where treasures are buried Ointments applied to the eyes, a betal-leaf or over

the surface of a thumb-nail are within our hear-say Treasure buned is

concealed An anjanam is a miraculous easy means to spot it out Similarly

are useful the padams in visualising the wisdom treasure concealed in Vedas,

PurSnas and Kflvyas That is exactly why the next verse says the padams are

venly Vedas etc.

4 All living beings desire happiness It is of two forms fulfilment of the desired

7nd eradication of the undesired. That is Veda which teaches
,

(u.) » supn,

mundane method to this end This is how SayanacSrya has.defined Veda Ved s

Tapauruseya, not composed by men in mundane fashion thej
,
are saj to

hive appeared before the sages who were seers and heard by them.Tins «

t traditional belief In sangtaiastra afco f^^'XtlS
'gandharva' because of its hoary tradition (anadisarhpradaya ) ^^42
Eenous tradition called 'gana' is said to be pauruseya on accoun

t
or

s

JeSSon the composer^"^
obviouslv 'sSna' and hence human creation or pauruseya wnen uiese

«
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3?e» SpaoSuarifoSja. s»&%e» ^Sq»Son»(l) SjOS'&J5)(2) o*Ks»&%(3)

«S$p>H S»SM§> (4) ^*3»&JJ) (5) !^S"3i% C6) dfco|3 S«So$ «sS »<fe

Bs«e». S»5aS§) «ot» «Sj3 3s»So. t-S SjSotf* SS5S*5 iSjOo^dSj 5j0s»&^).

j)S o»Ko5* aej&aboa. £>a ows»as sjis>«y> \6ir« »a o»ks"&§. t»s

3**^ SSacS <j*& e5*S»&J2). SSjJiiajje to'&DS CPtttr1 a3a.o H&S
»i3a ^(tfs>&%. in, ioSj^a "ZxtiVZ d&0(O»4£ (SdfiS 33) 0»?to»jd5:

(S»[Ss«*%. -tf^to &fs»& 3^£pe» 4^5oSK«lSa «»3;MSy;k.

6. »3^ssjvpbj£o sofc^ so(aB»«js» «*o|S3*»3S (S*aa 5»4Ss. (J.sj.

»o§s s aa sao* s>a°&3»&. «<&» ocssoaj 'sscss»o'a 'a3\d»'e>a »oa»ej.

««&» eaooa 'S»Me aca-o Sx$sr»«»' 4s^ej& aaoaaaa eocs^. -etc&a

SHiofi* 3,SS3jr"0 <T>KSifce> [S!b&«o. S^Sp>tf»ex«» 4% 2NW&P0
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Annamayya's padams are called excursions into various countries or regions.

This description is meant for drawing our attention to the intonational

peculiarities (kakus ) of the sankntans. These 'kakus are mainly six types' ( 1

)

svara kaku (2) rSga kaku (3) anyarSga kaku (4) d£&a kaku (5) ksetra ksku and

(6) yantra kaku. Kaku is modification of sound. A shade of one musical note

in another is svarakiku. This occurs in a melody called rSga The main shade

of a melody or rSga is rSga kaku. A shade of a melody in another is anya-rSga

kaku. Shade c-f intonation found in different regions or countries as being

natural to them is dSsa-kaku. Ksetra kaku pertains to an individual human being

as his body is also considered a particular shade. Shade of melody that is heard

on vtaa or flute is called yantra kaku. Here, one may say, dSaa-kakus are

intended.

Sanklrtana sampradaya of Annamicarya was not new to the Telugu country.

KrsnamScarya of 13/14c. AD. is the first one we know of in the bhajan

sampradaya. He is the grandsire of Sanklrtana Padakavita. His compositions

called 'vacanam -s' are estimated to be more than 4 lakhs. During his time

PotakamQri-bhagavata-s were well known. It is learnt KrsnamScarya recited

his vacana sanklrtanams in the presence of these PotdkamOri-bhagavata-s
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So. ii e^n&oea SfiSac

a^o&oeo <r*3»S 3*53^.33^ 7

Cii 0»Cd»g »^arsJ»&^o Sa^aaeu S353o«$a5 e^woj 3"&^S

aagae^aj s»S»2a, 3e» 35»33 &gs a&j'a'e *x& ssasoda, >,ga>

3»^ii sa^aa earf esa^aa spc fc&soaajoa. so^a^o, »s

C^S^o wS} 3»&S &PO» &)i3& BeaSo. Sa^&a K6ft Sa^&aS »3«d&32

saa, s»s^o , sajj.sa, so^s^o eSjcoM. sa^o, bb&j, a&Sij »;5

ajr«a» «3o»«» \h*aic s^T'3'S^ sassjaaj^cos. es<
fooa'ap?t>ejBe a^oj

tis sjssI^ aa^&a »s*j(Sr&> i?*K!»a'ai3 wsoeso »a «oos«es>o

aseo. es^&pcpeb^s aa^aa^s aa»e» usofio sa^ea t-s »0(<&°<fto.

aae-aa oc iocs* fca>n» &»h 3"Sj»a a>6*$ »e^><ss». ses saa

eSSs&e 3"efi* ad aoJSo^os S«&05!» S»&»'4sa 3eSS3(r> £gl
wJSi«!S^O'a

»0^d5:o. »^S)dii^& »a3S»!)S3^ eoasS ^ST^tta '3»a atxeo 30

Sexstsos, sasaae:' ^o^am -ws&o-aa <T°t» sa^o ^»>g'&. aa^aje:

s»sjms» sjgsjjw. s«^aa ass;©* d*<^o s»&. sa
!r
aa

,

Jocix& ^oa
a»£ &SS)» 2w& aa>d»&. w^ssjdig saa«» asaje in&,e>ois. sjoa
sj^ai $•&. »a a-gas tSososo ayaje^ajaa aa^an. %a«o tia,

*$&» atfeaa B^-aa^ %aao 3><&3 v&°. 'ssa» ajjjo. »•'
ws^jj>2Sa a$n ^sgas a^e «a jsr»(ao s»s 'a>fy.e m

1

&s6o^3»&'
(aaco^^fea a%«.) »a &po» »go. &*&«£(&& 4M«ca&s*j &&
as»; ay-fcrjasa e^a^a. ^sxh^ ao»e> s»io^a aaNu&oaK&s
« aso^a as£,s iswsrtKs »* ^j&tjsnbtf* e^a^a. ajoia-4:
&sa. jbo^jco ag aMptro &sa (as^&oa. <* aeoto a«s .

3^(8 *»^,o«« 58» *§0 o»o»s5) d»e<r>:b.soo.otJa. ^«*ij>d»a <$aaao3
Sjoa. jjg^a fi^ oc^tssjo !ja.

21



Verse 7.

Tn The 'satkavita-s (excellent poetic compositions ) of Tallapaka

AnnamacSrya are exemplars and protectors of padakavita; they make bad poets

shed their pride; they are verily the graceful glances of VSnkatacalapati.

com: Satkavita brings to the mind asatkavrta too. We are aware of the

usage of the words 'satkavya' and 'asatkflvya' also. Composed with and helpful

to the purity of spirit (satva) poetry or a poem becomes sat-kavita or sat-kavya.

The three guna-s called satva, rajas and tamas condition and monitor the nature

and conduct of all living beings. Alainkankas explain that the mind untouched by

rajas (principle of activity) and tamas (principle of inertia) is itself satva (principle

of self-abidance ) and its excitment is enjoyment and bliss. One suggestion is that

AnnamScarya's padams, excellent compositions as they are, are signs of bliss

Another suggestion is that they exemplify the best way of composing padams.

Protectors of padakavita only means that they protect this genre of compositions

from their name Retting sullied in the hands of incapable composers. It is wellknown

that SrMtha, a major poet in Telugu and contemporary to AnnamacSrya depreca-

ted padakavita in one of his catu verses by equating it with old and saggy fornicators

and widowed-whores. Thosewho are not satkavi-s are called kukavi-s (poetasters).

They are incapable of writing satkavita. Such poets shed their pride on seeing these

compositons. Such are the compositions of Annamayya. (It is a characteristic

feature of Telugu literature to praise satkavis and deprecate kukavi-s). Not merely

that . When they are said to be verily the graceful glances of Lord Venkatapati

it means they are purifiers and donors of bliss. 'YatEr drstih kav£r vacah/ (the

glance of a yati or recluse and the word of a poet ) is the adage of the ancients.

The glance of the recluse and the word of a poet are said to cleanse and purify

us. A poet is also described as 'varnana nipunah'- one who is skilled in describing.

The sanskrt word 'nipunah' means not merely the skillful but carries the etymologi-

cal meaning 'a thorough cleanser' (nitaram punati iti nipunah). Whether we take

Him as Iswara (Siva) or Krsna, Venkateswara is the master of YOga (yOgeswara).

The padams of Annamayya have been described earlier as mantras. In mantra-

iasto, mantra itself is the deity and when it is uttered, the deity shines as effulgent

light. Such a light is generally referred to as kirana (ray) in a technical sense So

Annamayya's padams, mantras as they are called, represent the Lord Himself as

Light and become his glances, sui-generis. This is the great idea here.
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1. e&w&a^ao sotfa^seepa <n\£,33a ego. q^.B aa ea3& aosa

2. »oA«o«* *jsjtgn»;S £s s^d? Xwr^Jb aye- Zto So^ba»d3J^u

n^eco. B&faS* & 3re&s &so 3*0^07? cSstJsoas «*3»o (jj. *.

1145)<5r*»> eso: JbO >e&e5 ^a^SiS {KSJSffJ, Jfc£-3*&3 &£r«e

Sio^so^ss 53w&«&oa. ecoxjp «« ~&n ao(Scy<&o (1. «. 9*o»c

&o5» §*ods»«>o 6o4o£S3 &PB» 3;3o SSc&oSSCSjj.

jJ« So(3a»c&>o sa^ssa aasaa «a 'Soa. es>e>. 3&rfb6* aa^saaa

sqjs fo6o% sasaas o°tat 3d»^e.' ^aspffj ^*ajooasjff| (p&s

3D»£e» saaacMs. (S.«. 848 jtuJ aoaeoxa »goS ^aao6* 'aei

sV (I.*. 848-892 ^»oo% «so« Swsspaa^a sojsjspo *»aao£*&,

(S.«. 892-929 (d°o«6j a*&Sgfctoa aO^SC *»33o£*S> '5aS>' 3a$o, (l.if.

927-934 (&»oa3j cSSag&eoS 3oa*S ^SSoff* 'ajq^SiBeo' S3uSo»oaj.

3«£* aa^saa 6osn> aa saa ^a&r»tj»as ato. aaab «r>a,5s

(1.3.10 sjrgn'tSt *s6*(«oaa»a^tJ3 aeo&sja. '<ssp"ayko?te s^oV
»3 10 sKrCiytS aa;$ [jioaoff

6 ,

sr>ovXS7»6" "fccSia s&Kapa&o' (coa

63r,8"vJ8> 3so«3 <soaayj) "Se^udoa. (i.«. 1000 ^oaaj aocsr'e

s»sj3»» Rr'aj^S) «»»3o5* yed^T? 3o3S£7»e aa^eap© «3 aoa^a
Sjqjeo saesa>a3i3»^o». aa^ »oa& »»&% cS's-ajoa'S} s^ff* 6o2as
aoovSsciij.

cS<s so^csipaSSoaa aasse^o 13*o«e -ase "3©!ba Sreo^es S*a>3

'aodfpca^ a&(a'£* "Js^uioa. a3gs»&a ao<S0<>o»a$i> 12 *cr>g3»a>.

3&fo3?o0* wO»a^3 ao(3CT>dSr«a3 (3550 &&>. wd&S S^fi^ 3»ao£*

"Keua£*&oaj& 'aya^a aaa»cu, (3o*a aa&ueo, sa$a aaauw, <sso

B3B3»e», ^oSOaaaueo, aoaSSS, toSOS aaawes' d»&*CSs aa\Sse»

aoosojes Stesaes. (aofio»a»a^ ad(a. 513 3jo.)
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poetic compositions (padams, exemphfy the taC-SKiSS
2.Like m music we have marga and desi traditira,. ,- a

languages too In Telugu tins marga-desi btoon appeS^L fW r°
US

an inscription of Desati Panda (1145AD) andWrl£P^ !ar
.

thef"st l"ne m

Des'i tradition is of two streams: Padyakavita (poetic composmon mindigenous verses) and pada-kavita, (indigenous music compositions) I mZ be

££ Si??*"" *^ hM n0t *"*uiKd the same ««JS aspadya-kavna Verses composed m indigenous metres of prosody are seen in
inscriptions. Addanki inscription of Pandaranga (848 AD.) contains a 'taruvoia'
verse; srsa verses can be seen in KandukOru inscription of Gunaga Vi,ayaditva
(848-892 A.D) and Dharmavaram inscription of Caiukya Bhlma (892-929 A D.);
'madhyakkaras' are recorded m the Bezawada inscription of Yuddhamalla (927-
934 AJD). The existence of versification in the indigenous (dSsi) stream precludes
the absence of padakavita and suggests the coexistence of both. Telugu is known
to have had a work on prosody as early as 10th century. The Tamil work
'Yapperungala-K-Karikai' (10c) speaks of a prosodical work in Telugu by one
Vanciyar (vanciyar seyda vadugaccandamum). It is only in the Gudur inscription

of Viriy&la KSmasani (1000 AD) that one finds the verses of carhpakamila and

utpalamSla marking the entry of Sanskrt metres into Telugu. This suggests the

prevalence of indigenous metrics alone earlier in the Telugu country.

Pada kavita of desi tradition is mentioned in Panditaradhya cantramu

of Palakurua Sornanatha who flourished at the end of the 13 century. Malukarjuna

PanditSrSdhya belonged to the 12th century, he was the founder-leader of

aradhya-saiva-sampradaya in Andhra. Palakunki SOmanStha in his work on

Panditaradhya describes that devotees of Siva accompanied Panditaradhya on his

journey to defeat Buddhists in argument, singing tummeda padamulu, prabhata

padamulu, ananda padamulu, sankara padamulu, sanja varnana and ganavamana

padamulu. (Tummeda means a honey-bee. The word occurs as a refrain in the

songs of that name The bee represents jiva according to Bhuvan&warT samhita

Parvata means SiTsaila, the abode of Lord MaDikarjutw-a saivite pdgnm centre

of great importance, situated in Kurnool district of Andhra Pradesh Parvata

Padamulu are the songs sung by devotees while climbing up the hill Sanja varnana

means description of the evening; gana varnana means the description of the

pramatha-ganas-both important to Siva as He dances in the evening and pramathas

are His attendants. The rest of the names are clear enough).
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dar.w awjoaano p^otto -asywp sqp* aa saas, »&£*•

ai^aW att.V 1402- 1407 jp*J aa^o "aaa 'reportf

4j4tt»r *» So^KJKtoo^ 8KB, &«*. 6a»3SSO»e& -fi^OOJoft;

s»a «syNJ^a*ja»- ttotyg **, fca, to, «^.e 3o»e& t«Ba,

3»aa, aiwybaa «&5«b& 3$oa.
if*-

I453 ^ *Soifas ,
*°5*«s

ey*>'0* aesaa& «»|?<JKsrKra>a as aaexa«» aaysM.
if*. 1550

i*** o$a "aga '«&» dsssopo'e* exa 3a»«& a&iHSoe*

s^^u* ok^sj ^^*^^^ asjoAoa. |f
*. 1600 |^>oa%>

aeurtj eox»»|« 'se^aa^ w^wsbV ( ago a»aa e^n^)

5°ap(«e>toa»£a 3»j8Bo"« Jws «-s 37>a$Ke>a>3ja5, «a
5
oa (jtesos*,

2«epetba dbas* 'aa^n'aja aaya&oft. 3joxCT»©3a »ote f^otf*

3*&<j»o «ew>& o»* S6«p».. (f
*. 1656 shS wa^sa 03 'wa^sb

dS3a»'«* «|«sa "Sga ai^a e«a, &gj?svg
1
a»s& »aoaaocsuo5*d»i»

eesHS, "So4d»u, oawsu, &s*jo, eg cso|as«» oS a"fe. eaaeo a&\

a»a>. aae&an^ ds&jwfc&a»a^ 3343 aa sa«r> ^0*1 a^esac

1% (fca aof^oaoa |l.«. 1656 «o»j* ipc; ga oai5S»at5i)^ '«^»

a!*'. «oatMa^a: 'ds^n*aot»a5" Uex&j aaotaeu, a&aje>, Ho&>, aa«o

eaeo, ajorastoajeo, $*g3owe», asaa, SjSa, (flaa, aabfi^a, ega&eo
aa dsraw «waa^ds» «xS:(aar«Qosi*> sti§ &j«j a>aje saa eaaw

Ij&aoaa es>a £»»e saacoaxs'. (I.s. 17 *o»g aaoa^aa >»!s

SosuoaMasa da 'e&o <J6*a:cJ'e* »oAa so^sw^ «&>» $e«r>a^ aiooo

£to3 aepoS, ar[«r>»&5&t«g33 'a'Xcpe5* jr>aa &pe»j©a e3 H>rw&>

c& «s&>?toon» <SoG»e>;5 3Jyj t»a (PKQX^eS1 3oA3 6fiS 3oa£ &ou»c»

xa>s d»i-«| aroa e^ooe* o»ao adve*. (<&. 95*. 3-425, 426,

427).
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Ancient Telugu prosodists, though they went on treating Telugu as

one of the PrSkrts, have been mentioning at least some of the indigenous metres.

Yet they cannot be said to have treated Padakavita in a comprehensive way.

Kavyalankara COdamani of Vinnakota Peddana ( J402-1407 A D) mentions ragada

manjari and Udaharana but not Yaksagana in the deli stream Verses like kanda,

slsa, gtti, and different types of akkaras, tnpadi, caupadi, and satpadi are treated

as also taruvoja. ChandSdarpana of Ananta (1435 AD) treats the 9 types of

ragadas which lend support to a lot of padakavita LaksanasSra Sangraha' of

Citrakavi Peddana (1550 AD ) teaches how the different kinds of ragadas can

be used suitably for talas like 'tnputa' etc. in Yak$agana. 'Sarasandhra Vrttaratna-

kara' of Vellaturi Linganamanlrt (c 1600 A.D) gives padalaksana as 3 kamaganas

of 5 matras each plus 1 sDrya gana of 3 matras, with prasa both at the beginning

and ending of the lines, with caesura after 2 gafias in each line Metrically speaking

( 5x3+3- I8matras), this is Kamata Caupadi only but for the nomenclature of ganas

as smara ganas as found in music treatises like S.R. 'Appakavlyamu' of Appakavi

( 1656 A D ) repeats what Citrakavi Peddana has said about ragada and Yaksagana

but also adds UlipKa (lullaby), pendhpata, dhavakm, suwala (pounding song),

'ardhacandnkalu'. It was Laksana DIpika of Vartakavi Raghunathaiah (after 1656

AD) which not only mentioned pada lakyana and Yaksagana laksana but also

brought different types of songs under one head as 'ma&ura kavita'; Padams,

daruvus Bias, dhavalas, mangalaharatis, sobhanas, uyy&lajOlalu, jakkularekupada-

mulu, candamama suddulu, astakas, ekapadas, dvipadas, trmadas, catuspadas

aXadas are the songs covered undear this head Laksana Siromani of Pot api

^nklmmana Kav. U7c AD) makes a mention of SR. and Arjuna Bharatam

fronLll«l that 615- are padarns and that they should be m accordance

SKfSSSK* areU up with rSga, a. etc he .legates mem

tomusK , severing their connection wtth hterature (L.S. 3-425,426,427).
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$&<& aaaueo a>&&

so. ii sols aa« £=a a

*oS<>8oS2»e» Sfieo ¥3i3ja SoSS" 9

So. ii SiSCO*^ db&idb

^SSSjjqj ^'Sog^i&SaaMO: 36d&>^ 10

So. ii S3 oCSO»6 d35o&

up£"sat)o« sac

0&o<} o»O0 jpflrtS&oScfcc^" 11

&>. ii (<tofc3, *\^,SS»3, %o»o SJS3, Sje^a £«Soa>3 i

o^fll1 s*H&a«w5, aa$ ss5o(p»ootto3, fc&3i
*~

<fcS3 3n»jo5jo)i3> "SoSU'iSoaO d3tt0»ttj (8).

Sen»2jeKon> SSk 3*33 d>di> aoa«*4 a&feife »r>eS 5r»c »3c*cBj3

iba (-»4)aolesw >a# ejfcs»asg set $<& aa'ceo fc> «o sp^w
afi^o^. (9)

O^JPS^aS) s^oasa swsirf* ^Shoa ><S»oox3 (w d»&sn»05)

2<8S j^spss s«»aQ»o aoaao^j *4ySost3Srfca d»o»e> ( essissjyjsc

5on») 385s &>o». (10)
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Verses 8-12.

Tr. Taflapaka Annaya's padam-s are a surety for the eradication of all

sins. The judicious who know the benefits and sing them get the protective care

of Venkatacalapati.(8)

If (these) Sankirtan-s on Sarveswara (Venkateswara, the God Almighty

) are sung even those whose minds are burdened with an amalgam of various sins

will be free from the fear and sadness caused by the God of Death . (9).

If Taljapaka Annaya's padams are sung with devotion the Feet of Sri

VSnkatesa, bestowers of various riches productive of pomp and luxury, will be

realised (10).



ret aa txxpo saafi* ato»ra
c
p'E o»a&» ajtootfoa spEkpbo.

(11)

*\&eo, %0'e» S$e», 8,ad»0«eo, wKSiP© a&aeo, aeo a»0|O»o »o»«s,

fcabee, S)<fc«o, 'eSoSuKtoaa 06 (Ise ca^es, ££(JP«) a^ar* »ofio7?

4o*J«eu>. (12).

a»$. ii oaaaS* ae^ofi*
,«»

(

^&§'aa»' wtJ^o aa^ |sl. »+a<&

S*3tt3oS t,S a&Sj- w ePfiTJssJftS C5&>3&eo /!>0 9CS>aao»coa5e>a «Co.

'•a^ds+s^aesso' «3a go£* a&a> -s* 5*o aay&aj kpsj Beta

vKiJsaj /ac^oSiw »a «so. »a^dSj <sSa ac§ jpcSj aajaj£*ax>eaj 3s!s

wdka aoisSeo do^S^OS "AoSU»i5e>3d iSsao^S »Q\£p&o. «aj£5<J£>cX5

3fi!b wdWS Sn»eo 3»Su»al d^So 3aoB»aI i£a SouoiJo? >j2o

«sg30Oo(isa. >jaS aa Ska tsssotj aa e&e Lis $5 i&c&aeo wswa,

as6 aa^sj 'o»«d»s <&»^dS) aaa»eT!>' wa^o spo» as^

jfa,. a>>gd*sa^db aaaueofe soieae'Sa «.g »so. aaaueob d»a»e3a

3oS* «go. «^c& SO»oJtoa (jSHWl wd&a 2B°c» >&«$ ^SoSlbSjBsa

*^r
*
s"5ai

^,5r,*'5ai ^ocas x&jo. *» aa$o«* wsjasrtgas, Soaa"

3aa»e3 5*i5 aa stgas tfo:
;
^ao «a eJ we^soasa aoaa^aa»oa

1935 3h3 as^jsoa»o e&jao d»B*a§ oa^o??*~»s6o^«aoa.

aerofi* aa^off* Sostj^seae «a^a*a>$ j»upS aaooa sao»e&&

s»sso, ^ae a»A$e&a» s»aoo aa^oAoa. «a^&<&$ '^obkj asosso'

& *Jp(6 ^okjpsjsS w^oaaaj&j a»ja» {F& ts&so s^ajsMfage

a&a 3a Ps*^ oo&Jisjv ssotAsa, »a^ax&£ *)on»e soloaoss S*a&

s:oo (i»dssaja»a 33»aa "asayS'a afcj Treaooauj '»a^&pe£ aeja.'

42a>>6* »efiDoa»i 60a. aoloa«^oo b^stspcc i»(a eas& s*63o

ao^a oca s»aa»j.
***
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The Enemy of Demons, (Sri VenkatSsa ) having fallen for TaDapfta

Annaya's poesy of pleasing phraseology became un-interested in the utterances

of others (11)

Tappaka Annaya's verbal innovations are beautiful. They become

Vtdas (the infallible scriptures), sSstras (sciences), purarric stories, essence of

wisdom, rows of Sgamas the very contents of mystic formulae, ethics andjnorals,

pieces of art, the very secrets of God's charnber-Pleasures.(12)

Qom: There is a pun on 'annaya kovidula' in verse 8. Splitting it up

as '5 + nayakfividulu' yields the contextual straight meaning of "Those or such

judicious scholars'. 'Annaya + kflvidulu' is another way of splitting the compound.

It means those well-versed in the compositions/personality of Annaya. It means

those who know the devotion, personality and scholarship of Annaya and sing his

songs will get the protection from VenkatScalapati How are these two things

connected'' The Lord is devoted to His own devotees. He is more pleased with

devotion to His devotees than to Himself. This is a concept well known in

Vaisnavism.

In VersdO there is a pun on 'padamulapai' in 'tallapSkannaya padamula-

pai' Padamulu means sanklrtans; it also means the (two) feet 'If ^ets devoted

T he feet of Annaya and sings his sanklrtans, the Feet of the Lord will be

rea ised'MS another meaning. That Annaya after leaving his mortal coils h s

Shed Vaikuntha, the abode of Visnu (salokya) and assumed a form sonto to

Hi, iSrCDya ) "is o be understood. The te« reading as 'sampat padamulu »

!™,S I Wtpradamulu' in view of the fact that the two words Sspada and

St^conTeSadj.^^^
Ipadamulu' means the same thing and appear repetitive.

The 1 1th verse speaks about Lord Venka^ara being capped by

Mnamayya'^ofpleajngphrje^J-^SSSSSff

L with KnsnanW's^^SSS^tS^ nd dashing (with

slightly posterior to AnnamScSrya cantra.
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fcs^cgvd, ?o\g\fl - &3sf> S»&CS:\. *<3'& $or\2^*3 a piece of art «s>3

58»oo»3S "JiuOtu #&&rw O&fotf* 3»5s5iij5*^ 'SCjpoBo' 0^ D»SSo1j

sja a»c« "as&TtJs art*.
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1 Versel2 qualifies the padams/sanklrtans of Annamayya as 'krti-s

Etymologically, that which carries the skill is km, a literary work, a musical

composition, a painting, a sculpture etc. This particular usage may be the reason

for this nomenclature sticking to the compositions of Tyagaraja and others later

on. This is a much better word than the compound 'kalSkhandamu' currently used

in Telugu which is an uncouth translation of the English expression 'a piece of

art'
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13

14

ion SCO'S ^EoSSonso

BOSOMS «^oiio«o 'SoSoCP'b:

US SO i« S «&£Sm

aa^t»n asajjao^cfiVs.

se*a5 a»a>*&car»a awsjo^ao3ea^c»

o&zT a>o03 so^ootaa i«3o|p»»oo aocw»aj

SOSSj^So *\^a^8a»71» cn>aff2Wa35" 15

OBoaje»SxcSS>e &8&0&
8ifcjtP(tooS oeff'scaaos^

dS7,3*cdSwo8CSo(& &>&&»8aua 16

Sin assr-ar^dfc sar»»"3j T3©d£o aj^o»a33» (Ko«saa5"

a&ao r^ac^^aaol>3cac^$&>eoEDs5' 17

WuG&io vStii JJ'OMVSp .SitfSBa (KolJ»6* a3a,07S» 5r»5p&3

<r\jyjsya>3 ac&araas iosu'csead JeaeiS qs^eas K^aagac (S3,

(wocos »3^aj»;j*c$i>) ertj>Ko*&«j»a>. (13)

ae5S3«r!«r'55a»3s wSjdSpa^&i a&^s aaevsa «^o, e&es*© 66

«a»dQ°Qa9 iotxoa. «c«JSi (dtj>ojssiiocsj&otj»&) (14).

KsSoaj^ &«ooa »aafla o°«>3a^ e*so£* aoieaaj «o«07? 3dk

K*oas3»j a»&aj csoo «^o»sj waj^sjo?? ao»j
r
jo«pa.«* sajo&

a»ajo?r,

^»oo:7t»sj, »»^|«oqyoi5^ot3S aj-»o sa3j«ar»ojr?a5, o&&j_an»«b

tfo a,a w'3T,ao&atj:n»S5 (KofiBx*d«3 3jt5ocT»& (15).
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Verse 13-17.

Tr. The great creator of the poesy of musical compostitions (AnnamficS -

rya ) defined the signal characteristic regulations of padam extensively codified

in works like NStyaSastra called Bharatam, etc. as also the model kirtans on

Venkatacalapati. (13).

If one can understand the modality of the examples and regulations

of padam as enunciated by such Annayarya as described above and compose, such

a one, even if he be a green-hom (lad), will become a maestro, with his

composition being comparable to a gush of ambrosia (amrtadhara) (14).

TaUapaka Annaya, the top preceptor, intending to freshen up

sanklrtana, brought forth its governing principles in Sanskrt in such a way that it

afforded pleasure to the best of poets, that it stood in complete agreement with

s*astra and that it drew encomiums from connoisseurs (15).



o»gd»39
il<&>5>

e&Stoc&^rf! r&S«P}&. wefrS «a^oiS3 to&frii

dfcottj. !$& ««» r&&^ Tbg3»iS&. oae&jcSa vt "Sa>Hea»B-L

sfKto|4 as^oiws onntaoS1
aaxvson* jas^od ar»«»8n»a (Kos»&\,

waJOSSTka arHooS* arOT>ap>& «3»^r»^3ov«5 a»^, 3ai&r>S jsvj ^
(3«>fo«*) sa^sr»&sn» 3d»&. (16, 17).

n»£i !«paj3»8o"i> (oSfy Sj^SO. &3SSXP Lo»S3>& wots 24S5S

°*i
a
i

»)^oi)xo»es3 «0|d»&o. ca>C[d»c&'^s ««art5 eaas^a sjoa

jscp^aJj tpaay; &ooaa sstfo acarwb^utJ a»ac£>j. »3"|a7vr>

&3©§a ee>oa>s aa^as ^ays sj»'3ae«5 ^ 4ot»oa. »»^ajc&^

a&«a3aj5fc» d^oto. 'sapspmajfise Qipaaa» o^dsr»&^s apa*

aaxr«&©3oar<' Twsysvi aajiM s^iffi 'wa^arM^ 36(8' 3§jav6.

aa eoja^i»cr>copl (1537) s^cmbjo «*>3o5* 'wortssacp !>«p&3»&'

«g>a "aga (1509-1520) <s»osoo Boas:, skews e&&xa> sa^ oaea>

asos3»ag& aa o»«n»oa 'sasss» Urs^'aa tea 6oesacbj. pan^
ajss s»«s"ajin»e»; soojo «&, ase, 0(«, so&e saonea 3*e» es»«».

««d»a>5o5*as, (ea»£&j>a» jaao^a^ s^oaaus sa ^(asea^ a^
>a» «a>saj 'yagsajettja' 'ss(ca»^' 'soo» bo«a&' qo»ja e&&>o»oO

aa«enjH» aejaaaa aa^aiSy. a"a>3» wa^asdSgn^ aa,<&o«* 'aasaa»

ionba-ajo' a«Bsaj3«o6* aotoo&ii. «*3ja7vp&g» 32,000 Soleaw,

ajao^uoi5o7i» is&ibS* capcjfcejo, *)o7?ea3ot3a, 12 *as»«o, »os>\

8ofi* lSoSu»(a 3J»3*8^o, SSe «r>a,^ jro* (aooo»e» (ft8(auoCe»?)

(P»*»&j.
»3}aj*cr*5<j cs©(8 aas a*^. 30s 3&fo tplfisps* aoaoaj»a

^aawB* "is^og ^tpdteMjios aoaL^a, s>c*o, [»cs\8, "a^a^ie
«pa.ff| sao»e"3«p(Wia (1053ad). u|J3Sa (C1150) S"a^ga>0'5sj&, s»a£3

8:8^»oB); 9ac5atfi:^ (12/13 C) %»o(0SSo»io°aj3»&; 68^3 S3(aa»i eSja

(afcaTt. ^i^^a o»8 sa3wj»«par»3b£& gps sa«pfapaj3»>2. ««>s
"aga

l

*»o(as3o»j)«paJ3«isj'. »a^ax&| 'aasaotfapaja-S}' «awc4L

35



Here flourishes TlUlapaka Annayarya's son, TirumalSrya who h the
preceptor for all 1 am the eldest of his sons, Ona Timmaya b/nLe. With the
pemnssion of my fafter and bowing to his feet, I will enunciate, for the pleasure
of scholars in the sastra, the great scnpture-like teaching of my grandfather
commented upon by my father, in accordance with the original and its commentary
and in the form of sequential Telugu verses. (16,17)

Com: The word 'pit&maha' means Brahma, the Creator. The compound
padakavita-pitSmaha means the creator of pada-kavita or poesy of musical

composition. This title-like compound may originate either because of the creativity

of one's compositions or because of their sheer bulk or quantity. To say that it

is a title of AnnamScSrya, the question as to who conferred the title on him has

to be answered. There does not seem to be any evidence even to say that SlUiva

Narasinga Raya, who revered and patronized him quite for sometime, bestowed

the title 'padakavita- pitamaha'on him. A.C merely states that Narasinga Raya

listened to the captivating padams praising them as 'unseen and unheard of Cina

Tirumaiacirya (c. 1 537 A.D) knew about the presence of 'Andhra KavitS-pitamaha'

AllasSm Pcddana, in the court of Sri KrsnadSvarSya during the period 1509- 1 530

AD Familiar with the title of Peddana, Cinna Tirumaiacarya, perhaps, thought

it fit to call his own grandfather ' Padakavn2pitamaha'

Brahma, the creator is said to be four-faced; andpoetry is classified

into four streams, namely as*u (extempore, vistara (extensive), citra (the wonde-

rful) and madhura (the sweet one). As Brahma, the Creator, creates the world,

the poet creates the world of poetry. Such similitudes seem to have ted to the

formation of title-like compounds of 'kavibrahma', 'kavyakamaHsana' 'kavitS-

pitamaha' etc. However there is no doubt that the title-like use of 'padakavitS-

pitamaha* is justified in the case of AnnamacSrya in every sense He has composed

32 000 sanku-tans, RamSyana and Srhgara manjari in dvipada metre and 1 2 satakas

in Telugu VfinkatacalamahStmyam in Sanskrt and various prabandhas (gtta

prabandhas?) in many languages. A.C. bears testimony tothu
i
In Telugu rterature,

Srayana Bhatta, mentioned in NandampOdi inscription ( 1053 A.D) «»J*«iJV

Era' in Sanskrt, Kannada, Prftkrt, PaisSc. and Andhra language* Baddenakav

cl 150 AD ) calkd himself 'kavyakamalasana' and was referred to as kavy

V.. 1

1

w n.u »/.

H2/13 c 1 held the title 'Andhra kavitapitSmaha It

rwTtwn'lt
6

Xii^ c^'tirahma' Kamalanjha,atya the

aLZ nf%rfn5tha was also a 'kavitapitSmaha' AOubi Peddanna held the
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&S5*d»tM «*a,t7,4> d*o£8co BajfofT* |3!>go. SoS^jtto, (S»S)iJo,

T\rS>», arflo, *&**a, £-*«, »S($c*o, mo(«so - qs tfj^j^oa ws^sa

3*rpa>. cnyTwsptfso s£e«* t^aa a>es»fi>;i«su> wa^^saa*

!&&. «^<T»iH?3^)ffJ SJVfcgS SotSsPtta wfi^c&o. "SoCSsSoa^ «»S3»^

t^J avas 3"aisr>*>a} «&-**&.<£ ao^ssBo. jwjossns^ssr* '•a^ip

sao»^ftc»&»'. ««aofca «&ejsb wo»s o»gd»s asfia3SS>cKr»ttg& w»
wS^r^BoSSo 3"jj (7-11-1537 3»tts) uofr&K&a 3^.oOi3«iSs. s»n»

jjaa (WtooasS »3^SidS$& awT'S.eB iR>"j Ao&oo »o«rt5£&. »0

ij»Tl(&5^S3 6oS3e&5 ar-KijasWS.

SVP^oK* X>6<p$* 'atftg^aSSaeo aa$Hoea»' »3j%&> aaaw,

3ay35* Sfico^i* 5T"!5o, e>& {Sjj&ea'iSjtti eseoS'O^'Ji^Si'S 8SaV4,o

30&5a^S («t?ch3H>. <^So ttoL JisS'Ss'iSo; «a 6("*stSr»aon» iotxofi.

Jfgo, ftjOj, 8P3o, 6So, Ko«o »&r»l3a £a»n» aatfasuo, -CSOjoS*

&»tx§*Stjo, SoilS* ^Pttoo, J^S* &&&PSUO, S»S»5* 3»S3 CtPS

tx>Sg &&&Q& 2s»6o, 4(ciSo SecKjifcoa. 6(3s»S^ Safi*S>S £»«•&> 'CSo'

»a!»CbS»U>oa. 5,Ss,^5<SJSoff*S qo|&&B3?lb3 8*;3|3doa 3CS"!o3eS"$

Cib»S5<iSon» apfiyj'i'o ©©aSSeSjoi" |a"Ax&o. B3o3a STOSo&k. p*So&)

eaoAss. (a«r>a S>5* fc ea«,;5p'5*e» as*) »a weos-e&e ts$(3»dfoo.

aaw^aajoe* sa asj 'aa ©areas' n» aajra^&s. as a&a>

ovj*^"" as* d&>&ex&£, aseajj*^, eifcswS&a, ospjfidja, osos^,

tea* s^eosao aoa.

a&TJs" aa^oS*
,

3ea7•aJ^dS}»aJ•aS3
, vt&u aoa»a» «ota «*8|o,

3o(3o»«&o e» «Kgeo. SOSPiSj^tSSsas^ SSuocal S'w'Sfio, *%.,)&

z& «<S»o, soa»^ao|ao»ds» «"S ajpaoas* »«niwspox» &axsxro»,

(Wb©Woa>. >8Sm» a5o& 33j3u> (jCpoaS^.
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Along with this, 'asta bhSsSpSnditya' (being a scholar linguist in eight

languages ) was well known in Telugu Appakavi (16S6 A.D) enumerates (1)

Sanskrt (2) PrBkrt (3) SauraSeni (4) Magadhi, (5) Paisaci (6) Colika (7) ApabhrarnSa

and (8) Andhram as the eight languages Malhkarjuna Bhatta, author of a part of

BhSskara Ramayana in Telugu was 'astabhasakavimitra'. It means that he was like

the Sun among the 'astabhasakavi-s'. According to the inscription of Pencukaladi-

nne, NScana SomanStha was a scholar in astabhasS-s Nissanka Kommana also

was 'a$tabhSsakaviffl pravtaa'. TSljapaka Cina TirumalScSrya, our author of

SankMana Laksanamu , has composed a dandakam m astabhfisa-s and had it

engraved on copper plates on 7.11 1537 So it is probable his grandfather,

Annamayya, knew many languages. It is also one of the qualifications of a

vaggeyakfira. That in verse 14 the words 'padam' and 'prabandham u' used in

the compounds 'padalaksyalaksanamulu' and 'tat prabandhamu' mean the same-

thing and are synonymous, may be noted

In verse IS, when we understand bhavajfia-s as rasikS-s the implication

is that they are knowledgeable m AlankSrasSstra which may be called rasa- sSstra

Modification of mind is called bhSva. It is in the form of excitement This

excitement occurs as a result of auditory, tactile, ocular, gustatory and olfactory

sensations and activities. The distilled essence of this excitement is called rasa.

Fine arts try to convert our awarness of mundane sensations into a bewitching

enjoyment of rasa. There is no emotion sans rasa; no rasa sans emotion, (na bhiva

hinosti rasah, na bhiv5 rasavarjitah). This is the thinking of flarnk2nka-s.

In verse 16, the author calls himself 'Cina Timmaya'. Cina Tirumalaca-

rya was variously called Cina Tirumalayya, Cinna Timmayya, Tirumala DIksita,

TimmS DIksita, Cma Timma, Cinna Timmanna, Cinna TirumalayyangSr, Ciru

Tirumalai AyyangSr and Tirumala.

In verse 17, there is the phrase, 'paramfimnaySsamSnamai' the compo-

nent ' paramamu' carries the meanings, the first, the best, and the most important;

similarly the component 'SmnSya' means the Revealed Scripture (Veda), the

Teaching (upadSsa) and the tradition (sarhprSdiya handed down from teacher to

disciple) So the phrase can mean the Ancient Veda, the best teaching or the most

important tradition. All the three meanings are correct and good. Readers may

choose the one they like
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»oAa *»^(?io5!»u5 »S|?is?oipe. <»&& 'a**^**^' se . as ecss»s»oo

(I.aj». 100-(l.<. 300. ^s>wo «S wo-CSjp. <ja spu^aS o»»S

gv*»fe«)'!S soap^g8e»3^oj 3«ua>3^ s»e («oqp<» s'ss&b.) sxsaba^

artoSi treS-cM-OHoeS* ao'&Ptta, St»Sa ego 3Sjar> JPO^r^o

aogoa (Koas&a <Joas& se^aa^ »a »so»a§ «as»5©6oa. s»a u»u^

flA/oS* 50<5\e a&CPO'J'to, acS5*sr, c5J""0BeB SaoSaj; f?5\a&%©3* 5£

sstt&ajoa. »o&3a oss* t,s aotfajoja^s JW^ eaoa^sa ss^sag.

acPcOSP'Cb S^o, OOete. S'S'eifioaoSacSj. Cj^o (Kofio So(J13
, »imSi3

242 ^s*e>5* ©&o3oa. $a (1.5. 3-4 5. smJBB «KK>8>. asSofoa

'wpgV ao^aa. a^ (I. 5. 5-9 5. &^a^oaou»03. r©as> (1.5.

5 «o»g »3 s&^«j»ej. ac^aa a»&s^ s*&5j&a e&oi.o'caoonsjeS

(lis) »t»S>a^iJa e«5g ssojS 'aoAaar-casd'. aKassswas o»«jS^

T&sSj&a S*&>&. (I.?. 1134-43 StfSe&fcoOSPO'. w^a 3^d»ea)l?5»e»a

l

X>oAa &0°SCo'. 3"0d»e»& Si'O'Ji/Ce'. (1.5. 1175 |»>»otf&oSJ»&J.

(aJbaaaS 'softs so^kjo' estsaosjaa. *»e
A3;S)&

se. (i*. 1230

^oaaj eas. aa§ aoja5)oK$7»dn»& '&cso'aj'S sp^^ (|i.5.

1380 (^»o.), ^a^aov&o ((1.5. 1446-65) wito acpjo&aa ss

sp>tt>» 'so»aa' »3 jr>^3»a^ |5T.p&. >jsvcZ5^a '»ofta»sjcJi>>Bo'

&aofoa, ^'SsSj&a, $*«* "&6^
r
ot»oa; Sx>W;to»<J (Jtetpa^ 5'©>6n»

"is^a^e* x&s aaj 1140 -1380 (4.5, sx^s»o»j es3n» «padj&.

atjs* ajsaplese&ose soAoeo^sca^, aoAaao(asa;, soA«csjtc»sjda,

soft«5oo»so»a^ 18 sa^off* so&ii? "4ff^jij»jj*». s»a seo"^ aa^&sj.

2. aag-ass awof1
'(puoa'sj^a n»sa1a.o. a»ea»a soAa&s

Coao^a n'eftse&noff' '(aaoaws a^Si' (»ofto»p»$<& 4a»-34 £)
«S(Sc3p«o. aoAaee^soofi* s»g7pa»as (Swoso, a&aj, craso «3

"a» *pa»^Ci ajo^sj aogo acasSfaciJ

3osg(«<&o aoas^ ^uo5*, as:, «r»as&>"

(soft.sc^. 4-6)



1. In verse 13, Bharatam etcetera includes certain other treatises on drama,

dance and music. Bharata is the author of N.S. Thework is assigned approximately

to the penod 100 B C -300 A.D. This is the earliest available treatise on dance.

Music and literature are also'treated in this, in so far as they are relevant to dance.

Though it is known that Silali and Krsasva, the authors of Nata Sutras existed prior

to Bharata, their works are not extant The word 'bharata' is sometimes said to

mean an actor, one who could sing with bhava, rSga and tsla. This makes room

for saying that Bharata is a fictitious person and that N S. is a compilation of the

work of many writers. However considering the fact that N.S is remarkably free

from inner contradictions and self contradictory statements as also its keen powers

of observation, one can believe that it has been composed by some great man
Next come KOhala and Dattila. Kohala's work is not extant. Dattila's work, m the

form of a gist called 'DattQam' in 242 slokas, is available, This is thought to belong

to 3rd/4th century A.D Next comes 'Brhadd6si' of Matanga This is assigned to

the penod bestween 5th and 9th centuries A D. Some think it to belong to 5th

c. A.D. Next comes' Sanglta CudSmani' of Jagadekamalla, son of Calukya

SOmeswara Jagadekamalla was a reigning monarch between 1 1 34 A D - 1 143 A.D

'Sanglta Sudhakara ' is the next work, composed by HanpSla Mahlpffla who ruled

SaurSstra c 1 175 AD. Next comes the famous S R. Its author k S^arngadeva. It

is thought to have been composed around 1230 AD. Sarvajfia'Singabhupala

(c.1380 A.D) has written a commentary called 'Sudhakara ' on this work Again

Kaflinatha employed in the court of DevarSya U (1446 A.D - 1465 A D) has written

another excellent commentary called 'KalSnidhi ' on this S.S.S. of Pfirsvadeva

mentions Matanga, Bhoja and SomSswara; and it was SingabhQpala who quoted

PirsvadeVa for the first time So the work is assigned to the period between 1 140

AD -1380 A.D. Among these, the author of S.L. expressly mentions S.R , S.Ca,

S.C and S.S in verse 18 without mentioning the names of the authors.

2 'Prabandha' is a particular form of music (gana vis&sa ) in bound

indigenous music (mbaddha deii gSna). S.M. gives expertise in singing prabandha-s

as a qualification of a smger (prabandhaglna lusnStah } (S.M.Sang. Adhya .4-34 si).

S.R gives three names to the form of bound music namely prabandha, vastu and

rdpaka;

'sa casmabhih puraprokta nibaddhaihtvadhun&cyate'

samjnatrayam mbaddhasya prabandhO vastu rupakam'

(S.R.4-6)
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'|3oo$,8r>S!Soa<& aogS»£W>'(«<JS>ay («aS8e»o. 4-1)

*S3S>\p&oS>. JuJB* (StX5««go KS, S»S£, (3aoO»eS> o»Bu&fi}3^.

aota Afl|auo0*o5, •T'^iSuoqhs, A^dWSjJiTHj. 0r,3KS:'3& ow©!)

ad&a>oaa o'Xo'coS* *»«wso3ds$so. s&s«5a s&-aos &so£* spo»

3. so^eoR1
S4Sy> t-sacson* «»}&&$ aoayeotf* 3!^a aat^o

ShOS ws<3,ce& w&SOoO <T& 3&K)£* [p&a^ Solca q^oavS [Hoes'

al* 'wsswotjaaj^dsw^' aj^&oaaa^j. (jio«3a.ts» aaaJ, aaosvss)

««|Ko«o (3»di>u0j<fo^a? bgsirfaso&so jn^&tjaja^a? aa,«&(sasTHs

3»o 3ouo$o 3o*ot3&? w3 3»t3a 'j»&t30$3&jid&o' «toU>&. 3ofea

3»ajsaa»»l «^«^ci«<» aa,«ssjo, afi&&j» |fr$ (sapsSo. 3»<$£&»«s«pao

1-WSo 20 o»«+2!Wi>%», 2d»Bo 80&0+

4d*6o 12«+2fo.2to, 3>S5o 16e3»+2fo, 4i

5. S&<S£* StS^o Sol^a <&aSS (Maja»S^o. eNttPO (Jtog*aj s°^Pi

aoO» «o|& «&&M* &ry>(?!o$ o*s>^oj& »&&6&p ss&an» aa^sjvso**

oaTsj,eon» Aa^aa aajsoeosgoo. «s^&>dfeg aos^aijoSo o«^>s»*sj.

o»a4 q& cipoaoseoo »acaS atjsata»;j» 's&»V 3>aaoo3o

&u^o«^2j>a^ dnJa^aa «3&spc» c*^,(«o«a)a ««nd»<a>o.

SttSa>oP3>&&). o&i2s*as aa^soB'^. o&u&spos aa^uowsay.

aaj&s^ «i«|d»ds>o raa^aoo* aj>en> ioco.
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PSrs\ad6va's S.S.S. also gives the same names 'prabandhO rOpakam vastu

nibaddhasySbhidhStrayam' (Adhi 4-1) Among these, the word 'prabandha' is used

in the case of gtta and vfidya . That means there are what are called gTta prabandhas

and vSdya prabandhas . The name rupaka is used in the case of alapa and certain

prabandhas Alapa is of two kinds. ragfflapti and rOp&kalapti. The latter, rOpakaiapti

means alapa for a song in the prescribed raga and tflla. The word vastu is also

used in contradistinction to varnaka. Vastuprabandha is distinct from varnakapra-

bandha.

3 The 14th verse, one may say, indicates the 'anubandha catustaya'

(the fourfold correlation) of S L: both his grandfather's work in sanskrt as well

his present work in Telugu. The subject matter of the work, its contemplated utility,

their relationship and the readership for whom it is meant, constitute the fourfold

correlation. Here the regulations of pada-compositions called sanklrtanams and

examples of the same constitute the subject matter Acquisition of knowledge and

ability to compose the sankntanam-s is the objective. Their relationship is that

of the objective and the attempter. It is addressed to all those who are interested

in learning and equipped with good powers of receptivity and retention; even boys

4 Among the uneven verses (visama vrttas) in Sanskrt 'amrtadhara'

is one. The number o! syaHables (aksara-sl alone is important in this metre. The

first line consists of 20 laghus+ 2 gurus. The second line has 8 laghus + 2 gurus.

The third has 16 laghus + 2 gurus. The fourth or last line has 12 laghus + 2 gurus.

The author does not mean this verse.

5 The 17th verse constitutes the statement of the author's aims. It also

suggests that his work is as authoritative as his grandfather's when he says that

he, having been permitted by his father who had written a commentary on the

same work
, would follow the ideas in original in their sequence and .render them

in Telugu verses so as to please the scholars in the science of music. Annamayya's

work is not extant. Though it cannot be said that the Telugu work is the translation

into Telugu, the author's intention to follow the order of sequence makes this work
also as much a scientific treatise as his grandfather's.

6. 'VSkya ' is defined as words used with the intention of communica-

ting. It may be a single word or more; it may be addressed to one who is present

before the speaker or to someone elsewhere. But the meaning should be self-

sufficient.
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7 Wsolea «&b©' •& g(oo»»i •»&&«* if*3 o«ga»s as©

pia aae^a (KowsS sr>^»o3&3»Ba 16, 17 so»^» 33^3. o»$

*«& «SjSirsr«c c»(aa»& o&fotf* ajaam pkwfc. -s«o»\#, araaa>
7T03o-K5a»B2 'Ttt5a&a*rcr>{lgei> 50»S£ 7r»oSovW»ea 33*3 o»a»&as3

.josJr3e»' '7o*XjSCSSS7>&3>AoH»' Mo-03 3BS3. wSpcJSg «^oiXoqj»

28 "so«a>ax3M»&^ai 3*$e*$o (SMSsao wcsmso sac&a &3^ h»ob»3j

arosjoa. 16 se^s 'oo&S"' 'aojA dwsjssa&as' «&sr»txo «s

v"Jir»aoo iotj'S'Sa s^o.

43



7. Verses 16th and 17th tell us that Cina Tirumalfcarya's father was

Pcda Tirumalacarya and that the latter had commented upon Annamayya's work

in Sanskrt . TSUapaka Cinnanna (Cma TiruvengalanStha) was the younger brother

of Cina TirumalacSrya and he wrote AC. in Telugu in dvtpada metre. A catu verse

of TenSli Ramakrsna ( in Telugu ) states that while Cinnanna respected dvipada

composition, Peda TirumalacSrya respected padam composition. Peda TirumalSca-

rya's commentary on Annamayya 's work on Sanklrtana Laksarja in Sanskrt is a

solid indication of his great interest in padams Like his father Annamayya, Peda

Tirumalacarya has also composed 'srngata sanklrtanamulu' as also 'vairSgya

vacanam&lika gttamulu' The words 'alaru' (exists happily) and 'tandnyanumata-

mbuna" ( with the permission of (my) father) indicates that at the time of

composition of S.L. by Cma TirumalacSrya, his father Pcda Tirumalacarya was

alive . The implication that the latter would have approved it only if it was in

accordance with the original, is obvious
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18

SuSWJ-Jwkoeto Soles SWbS ae5»o(Sa»<&o SgOSS

iiiSasAiS) »©A* SO»^SB |atxx3»0»gd&a»a 3iSS5<a>£CeeS»

&a»aa aoAa cso|&s»#<r«> e&oiss aoJ^ec^lodsjab^ctjaas}

sa^soAa aoo»s5 (Ho$©t»Soas a>4[
r
ecaeo5,ott>c»fia»

AiAho»73 oxS^ctSSS Sitkj'SjS <S8ti

s»eS)ct»cs a«*o«^S3 aSo& aa*>

epssolesasS "fi&s
1 a»j&^ «• k*»j aeaoiatM&o 0f«*3dSo"fc

a>a». •»* 'so'sb^a 'soAacw^seo' iSuoQ»Q>^&of4 3»^t5&oa; '»oAe

Xo\C>S'e*' 3? eSs 3^atfo 3»«o jdbe&oa; Softs JSo(&SS* SoS&olS

'SoAa iST'onisd'S 3tfo SeoS>5'Tjoa ; 'SoAa Saq»seo' «*Ss 3a^o4o&.

«« soAa («o5°o!^otJS sarvajs «sea ssauTJ s»*o^\a^«* 15 «3^

dbo** ajaaco, sr-gaeo, »e»«s aeo auass "figa* «&e» aejsso

3dS5B&oa 4MSti3>.

a»5«^o«so «<aa^o€* soJsals aesss, soles ao|So>dS3o aas©|a

o»c&a>a S^o 5fe3^&. *6&81Sa. «* 38ao(30»dSJO <S6ife» S*Uj«*

£^•00 »o4 a&i^OO tKP&dSiajS 35JC -MSO^ KjooO SoAseo^SOo,

SoAa £o|&9, aoAa csps»Sid, SoAa aapseo aotS *»^(Ko9»«» 3§i

1. eotfo *oL eoaaaa (attoon* ^aewfcs^ srto^^. spos*

oadS» S'ao n»^se»ajofi*ao»n»«» qo&>6* aa^eiz. ao»»S souo&oo

Sja, CSTSJ, »»o$s»a j^ereo 3J>^a ««j»£dS>o 15 «S (Xo»» 33^tt>.

&S> SHi^f^/o srt, fi\*nc», u5*o» aM^SaoS* ©GSss^a. bOx*

s4a»(4Soo«* ar^'ob *« 3a,dko 15 txpgsixye* Aoa. fi\»ej»o» e5*e»

aaiJSoe* 14 tKy^Jkotf** aSsoa. JS»3 (KoSSB. 3*5& 3>h&o\lSn d*6

wS»»j 5js»63:

&«• IgDC*^ S>0S^otKT>g SckSS»1S i

assoc* sea»$ SogpocySj csr'oja'B

45



Verse 18:

Tr: The great pada-tradition called Sanklrtanam is being explained. This

pada is spoken of in the chapter on prabandha-s in the beautiful work Sangjta

RatnSkara; enunciated under 'desaila' (des'a+ela: indigenous 612 ) in S.Ca. ; its

correspondingwork S.C. also waxes eloquent on pada; S.S. also gracefully includes

it This padam has been treated and defined under various heads like vrtta, cOrna

and nibandhaka in the 15th chapter of 'Bharatam' which is the source book.

Com. The author is making clear in this verse that Sanilrtan is padam

and sanklttan tradition is verily the pada-tradition. Not merely that. The hoariness

of this from the days of N.S. of Bharata and the uninturrupted nature of this

tradition is spelt out by tracing its treatment in the N.S. and the subsequent works

S.R., S.Ca., S.C and S.S . Thus is the excellence of padam established.

1. 'Bharatam' here means the treatise of Bharata, i.e. Natya Sflstra. In the

context of vacikabhinaya (verbal interpretation) grammar and prosody are also

dealt with in this work briefly. Our author refers pointedly to the 15th chapter

where vrtta, cOrna and nibandhaka varieties of pada are dealt with . Today N.S.

is available in three editions, namely' the Benares edition, the Bombay edition and

the Baroda edition. The subject matter referred to by our author occurs in the

15th chapter only in the Benares edition; in the rest of the two editions it occurs

in 14th chapter. Clearly the version of Natya&stra available to our author has later

formed the basis for the Benares edition. The following are the relevant slokas:



Ztt&pOo SOogd&o Sago CSj^rtbiKS

•Sag aBo 3otttQ>\T°Ac&{r>

(|lS&

Stttg&e aodsa^o dko^aaajSjaSi

csa^aa #&&$,o «o5*ji)e2e!o»aa5"ii

(a».*».»5*a» &»(&». 14 »g»£-38-42)

»o«J5»ai. 3»0£*\j^ £P«»q»^Si>o (aS*CP> a»(ae>o. 31 wc^)^ aa

to jasjo Sojso^off* hao aao^assMjaje^aa »» eSp&trox *»«P3Sj*ao

' aas&gf,'sjs aa^oa. q& s>fisj»(aaca>a aao; 3oie3aja^sr«i3. oja

o»so s3 aoAa^^scyjo&ii) aa '»oAa cso(oa»' (!.«. 1625 aj»{Sc»ja)

»3 (jio$o$* aa&a^gsa w^acpa^oTPes »aao, aaago «o "Soaoc

s«)S, triSfio 's6ao' wsa&rtfcoaa, aaugikoa 'bS**? «o^»es»«jboa»,

$a as$3a (jxssr'sa'aja »oaj3e «»|*aa>a}«£ aaaoH»n«3 (aapftocn'os

aa^e». (cst^jso : s«.i>.<ik5'.t»6'. »j^o»ajn»o sHj^^jaijrao. Saab.

%o 1161-16 •& arjt« S30<ss» 890 a>>) 3»»t5 aa»jo»c«js^a aao

2. ijoaiw -wsa^oS* rs^ soAa («o5w> "&0CQ53 3>\&>s»a »«*

v^ljtoo1* »«"&& aay6a»; bh}
**|»pgji 3h3ocs3&. t&> $easa

s»cgn
v
«^on» &a& erabsufc^ («o#o 'a.o^a-^' (»ofc wCb3oS*s"e

(Kofio) eoOKS:. &S3 a»oa> '«6$B«o' 'ajgCeao' »3"Soj5* '53»ca«d»

a»|&' (12 £©?Js»e (Koao) Ae2a» »a cosaj&j »o^a>s ^caaassa
'«j»s^s»*s' ((!.«. 1175-1250 (>o.) s^xoao ao 3e»ajoa. t&
tfuxubz^ sHj^r^p (i.aj«. 100- it* 300 swscs'o'SS 3o&oaa &4
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'ebhil) sabda vidh&naih vistSra vyafijaniitha samyuktaih

Padabandhih kartavya nibaddhabandhSstu curnavS.II

vibhaktyantam padain jfiSyam mbaddham cQrnamSva ca

tatra curnapadasySha suvibodnata laksanam II

anibaddhapadam chandahstadhficaniyatai?aram

arth8p8ksySksara syOtam jflfiyam curnapadam budhait} II

nibaddhSksara samyuktam yaticbcheda samanvitam

nibaddharhtu padam jfiSyam pramfina niyatfltmakam II

Svam nSnirtha samyuktaih padair vama vibhOsitail)

caturbhistu bbavedyuktam chandfi vrttSbhidhlmavat H

(N.S. Baroda ed. 14 Adhya-38-42 Slokas)

Not merely this. In the Tula adhyaya of NS (31 ch Baroda ed) in the context

of saptagfta prakrti a gtta is said to be a form of worshipping Gods and that it

brings punya; that it is called padamryukta. A musicologist by name Vipradasa

in his Sanglta Candramu (Prior to 1625 AD) says that asravana and other

subsidiaries pertaining to hymnal composition are of two kinds, namely apadam

and padabaddham, the former being called nirgltam and the latter bahirgltam He

urges that as bahirgltam pleased all Gods Ssrfivana etc may be used as padabaddha-

s only. (Vide Nttya SSstra-Tel.tr. by Dr P S RApp a. Rao page 161 Foot note

16 and appendix -2
, page 890) So padam as a hymnal composition continues

uninterrupted from the time of Nfitya SSstra

2 The author has mentioned, in this verse, names of some musical treatises,

but has not mentioned their authors nor are they in a chronological order The

N.S. available to us today, is called 'satsShasn' ( a work with 6000 slokas).From

SSradfitanaya's BhaVaprakasaka (1175 AD- 1250 AD ) we understand that there

was a bigger work with 12,000 slokas called 'Adi Bharatam' or 'Vrddha Bharatam'

It is estimated that the N.S extant today belongs to the period 100 B C - 300

AD
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aa§ ao3jj»ea 'soAa ar*o»aod\ -^"iasS* &•&& (Kospeo asuasab

S^oas. wo&ff6
3aJ»8» 5$e&aff* ^aPOj Wcfrotof 630j j)»jOPlCiS"6*

d^. t,5*J u6*jj» fc6dkoo€" q£gjL3r>gS6i AS^ix 3t»&3^a. "Ssaj^e*

6oi5Pt35* SC&& aecfi)55
,
Sl3 (P 1298/1) . e?S^SSii»» "&&S* 4o<ia

t.St3 (P 5081). 3«a3»e &i?3Hoa -J&e* 6d4a i&ni (P 105/1). ««
SiT'&iJoQ'© 3(0»eo tFCSS SouoaoOSSS '|3uoi?e'a:R^oO Ssfi* tt%>

tteo&JSja. D»S |S63 3«£*ej BK^SSxga "&&5* SoAa iSHaS «S»S£i5, ftfc,

S3»jti3 (S&0oaa'&. $a o»«Sotx30Sr,(a
-

45. qa o»t»ofi> o»c»as |S«oq»

e>Sr» d»as»S(Xo«3ssaUS es«te&«»a 5 (jBSSere SoAacspo»&d SS5«^

SoAa «>s»a2]o, "asar^, spesg ©$£on» 6S^t» b»s5" a.<&>5". »o3a>j
r
ar'

co*e#pO 'StgoS 3eAa d»0^U.g ?gS,«' (1 avap^o. 286,287 %o)
(s^tt|»o«so) a&^a. s»a ^ (psosi) S %|fis «a aee&s^a.

3308;S>e»a«&ge5 "55*^ SoAa-Sr^ajd exz!sa»jaz5 «a>S,
n»6. gaa

CPta^s^JO |4.». 1134-43. S3 fito&tfNP&gas 41 S8jo£* 3gSS»o"i>

9«psaoAoaa>, ««p»bo *ot> a©so Aosaour 'c*r»e»&>d' |Ko«o$*

3s^oaoa» C5o(as^o 3i^;j»ea ptsooo so - o»& s^taoTP softa

ttr,B»S:rf3 CiPS3a3iS4DH>. »o3s»aj. 5oA3 CSPC&dS dcjO |Ko«o

»oAa csojas »ssf»o« aeos^a.

'aote &>(as' »3 Soa^a |Ko«o "3oao»^7^> (*»6e «&eo ss&)

acr>fj(3oa #• *is»s8 ajpaj dsspaaejti soAa*^^ 6aa> c. a5\

seajfc &a«i" ajt^e1 aa swo^ *3jt» aee&sja. Soslctfje ^^
aay'a^c&o, fi&ae^ss (*jf so. 7012) $a &oe>. wa»^«on» as^

aj&y&a 'aoAa ^o(aa»' ^a "S& (Ko5po%5*5»s* aec&as.

acp$o £oao a'OoSjipi'eeS »ofta &o»58o. $a jl.». 1175 |d»oo»

aa. ao|CT>S3 Kse^ajotf" co<£ioo£" ^sk^pS^ ojuofi* us s»/\a»j wt
(SO (R.3082) 6oa.

*"

1230 |*>o«S> ccw.
*~ *A ~*
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Next to this comes S.C. At least four works are known by this name

Three of them are in the Oriental Research Institute, Mysore and they are in bad

condition One is known to be in the Oriental Institute, Baroda Among those at

Mysore, one pertains to an unknown author ( P 1298/1). Another is by Jagadeka-

malla (P S081) Yet another is by Hanpala MahTpala (P 105/1) The leaves of

these three manuscripts are said to pertain to tSla and do not include any on

prabandha-s It is understood that the mss at Baroda is in Malayalam script with

the author named as Kavi Cakravarti Perhaps, it is this that has been published

by the Sangit Natak Akademy, New Delhi, under the authorship of Jagad£kamalla

This deals only with tffla Be that as it may, the Kamataka SangTta PSnbhasika

Sabda K6sa in Kannada compiled by Dr V.S.Sampatkumaracarya ( Vol.1 - pages

286,287) says that JagadSkamalla's S C. , an authoritative work on prabandhas

and tala in 5 prakaranas is available at Varalaksmi Sangita Akadamy, Mysore But

it is understood it is only a copy of the above mentioned p.5081. We have to

presume that the S C. mentioned by Ona TirumalScSrya is that of JagadSkamalla.

He reigned between 1134 AD -1143 A.D As our author quotes only the author

of S Ca. (in verse 41 )to the effect that S C lays down the absence of sikhSpada

if pallava is there and vice versa we have to infer that Cina Tirumalacarya had

not seen S.C Not only that It also establishes the fact that S Ca. is posterior

to S.C /

This annotator has seen a photostat copy of two chapters ( up to Sarlra

laksana) of a Sanskrt work by name SangTta Candnka, with Thiru .Dr. N
Ramanathan, faculty of Music , University of Madras, Madras. The author is said

to be one Madhava Bhatta. It is understood the original work is at T.S.M Library,

Tanjore. S V.O.R.I Tirupau is said to have a photostat copy of the same ( Stock

No.7012) Whether the unpublished 'SangTta Candramu' of VipradSsa and this

work are the same or not is not clear. Both are dated vaguely as prior to 162S

AD. and 1615 AD . respectively

The next work is S.S. of Haripala Mahlpala. This work is assigned to

circa 1175 AD. There is a paper manuscript in GOJvfe Library, Madras-5

(R.No.3082)

Next to this comes the famous S.R. of SamgadSva It was composed

circa 1230 AD.
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3. Sofa* 30(&S6*£> '£?«>' «J»Xo JW3& S'BS&S* a©A« Qo^SOo^A

(SuoCWj'cd&'As SjX5S\i5§ <XH». #* •^«&oCi
SJ»8(3uoCP«», *»6(3uo

Co^ 2(338 (3ooC*eo, >eX3T*8 (Buotyeu, (SPSS riSuoCeQ vA kOSo (SotS

5c, sen, {SoScejo^ ^ajou'jJs a

00$ «j»"ii 5o»fcc Cjiftt srsi A3c<$ n

(a«A. eo»^. 4 «p$ - 23
*J)

5c, SCO, toi, 2S8S, Q^ouS, eo$, c», aso«6 »3 aaao

|SuoQ>e» %P&|SaoO>«)S 3S}kBO»c&» «8o. &0* >Sr»3£o afiSJVfcoSa

ao&ff* ^o assfo aeso «a oao&a>o«ip&^o ^j^a «©(2>»ds>o. u&
fofi* 't&ofl^&d' WtoOS *«!> 3oSO B&ra S3

(i4.».
1700 |3»o)

bVoA aepeooT' «a aiKnaso s&toooT? 4osa<53our» ajo» (n»*»&>.

Sofij

"sous^u 7I*c»o|3 (8S«»i3»o<fc tyS^So

•s^o»n»%a a ^««j»a.o aas»o aa^KSysafy Saras 3B»Si5o&

»ois»(«d535Sj5 »a "i&«oaaa^ 3ess» Aasossa «aa}, o»a sji,(o»ssjs

aaaa»3s'a'Kfl»a>o5i
xrtfjSUjsaa^ ar^aae (s)s> «s (»)s»tp a»&

rasaa^, aoAaeo^seaa Tiuasa [Ho«ss»(e») w&s <seo»a ac»(Ss>eo

toS 5Ko»&<» o»Xo»*s»y> »oAa6©a «kja£eBuo&n»;5 a>!r«£ir»eot»3

e^oouja ^(Kffl dfousofc." («&a.«5*. 3 m-425, 426,427). 3fio

&p«>&e& 3oaa ao »3a aas* jkto&awsja-

t» soAaso^ssoe* 3^3 'are' *g© A« afcs&ptfa^ atjj **

¥g»>a soi3»»}a cg»$. 'ca&goa lasts' •a' »ote |Ko$o (sj»&s "Sos

Jswp (17 *), aeAtf a»o»5»)aaM ecoas ifcea-a aja^* (18-*) -e*

•©d^b^ e&saocpO}. s»a «£8o«* a*«>f3«a=;s5e»a «a as&a a&j
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3. Since the 'desaila' portion of S.Ca.is not availabnle to us the prabandha-

dhySya of SA. may serve our present purpose. Many prabandha-s, under the heads

of sOda, Sli, vipraklrna and salagasuda are described in this chapter of S.R. 05
prabandha is one of the soda prabandha -s'

'els karana dSnkibhir vartanyS jhombadSna ca

lambha rasaikatalbhi rastabhilj sflda ucyate'

(Sangtta RatnSkara. AdhyS 4-23 si

)

It means £ls ,karana, dSnkl, vartanl, jhombada, lambha, rasa and ekatall

are the eight prabandha-s called sQdaprabandhas It is the clear opinion of Cina

Tirumaiacarya that SIS is padam and that as desaila it is Telugu padam. In Telugu,

Pottapi Venkajaramana kavi (circa 1700 A.D) in his work L.S (3 asvSsa-

425,426,427 ) mentions A B. and SJt.. and says that SlS-s are padam-s coming

under sDjadi-s with rSga, tSla etc , that padam-s can be composed in regional

languages on the authority of S.R., that the first 3 lines are called 'khandika traya'

with 'pallava' and 'upa-pallava', that they should be composed with matrasamaka-

'pa' gana -s (gana-s equivalent to S matras each unit, without restriction on the

placement of gurus and laghus) That a padam comes under su]Sdi-s is confirmed

by tins.

Kalhnatha's commentary on SR says that the word sOda is an

indegenous (desi) word connoting a certain group of a particular type of songs

(gita-s). Venkatamakhm, the author of Caturdandiprakasika (17c) and TulajSji

MaharSja, the author of Sangtta Saramrta have followed this opinion But in

Kannada there is a school of thought which splits the word sQladi as sulu+hadi
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7> H ifixx>. (JSsS, SiOc, iST»aSo, 8*03, (Oajio, »S, 3S«P«o »tS S&o

ajH"aaao»ff"e». ssjtsofi* «*ar"c«ftieS} spo^a
,

a»ai3 n»H«ss5s«0}ii5

sja sa^Bo^a a»ad»Sw»£as a«ige)ot3»aj. aoAa^^otf* '^aspex' a>3

SOuoOo '5»o«' »oa»a. 'SOu' «3 afieoOo '13;pB'(b) »oa>oa. [Suo

0»ej >eKS7»B (3U05TO5 6^3. '*>»«' 3g >3,CSfi^o5* Sr»B Sge>5r>B

'ay*' n» ssposo: «*cssa5oo. qog ««ar«c»sl 3os 'Do' ac aayss*

ajvgo. De? «tgS^ aoSM w&sCoS* 3»o& "icon* 33^Bo &ae&.

'ixp' «ao Soa^a '"frc' sgossoi aopaatso soo«o. 3»a ego

a»SIttlS3. 'Ipc' 8£gS5 Softs SSjCaso as»5o3a BadtoBAa Si^as'Co

«a, ee^eo »a «g«». aja s-s aa t>&5r»s. £w (SwoBo »iii»o&

#i »t«a 3ossa> 'Oo' *go€i*a *tgo« ago aoa^a^s^oo ag

aojoa 'a©' «;5a paa <7»a* saa^a aaywy. 'a©' »t "iebs* aosj^a

ajaso^seoe"* 15 $obo«* ajCa t& s^ao Aoa. aas s-o-a-a-eJi! kcpw.

6 «^oo&e (Soe. ario»ao«p^ 19 «%a:oa. $3 ^oas^iS aeo&«* wa^sa

'so' »'31!iiS5«
t 33»jB». Kereo a-e-a-a-». St&odjso. a^jee aos$ 18

«a)&>oa. a^asa "aaaj 5-8 ton "Boss d^aseo 33»\B». #42*0 ao3> ^a

ajaso^seoS* oastoo W xc» s»at» a-espoasbeoj. ajaoo»^seo€*

Koo aSyn« 33)3 3&Ks€* «3^S3 "&&> a3jn» 3>\Ba.

ao*a$ "Soar" tsi s^si». ao& asoOc, acfedsj, sos»e, |soo»o»c<

i,Ser>oS* d*B>ea ad5sa» 6o£>. -&«a5oo*rt£>©& 18 «g
l
o»eo 6o4J»cgj.

»a^sa 3&ja haW #s 3c ^ao s^scssj. -^aexs (5*ao& ^3ps&
se^ar'gSjaaaaea 3ajo4oa. e»«j^a aasaj Ao>aoi? 6o*j3oa. 'o&'

»t8 m°aa 5caS a&>, a^au, 4o»aa «^ «»o»«os»io». (dedr 851)

a«a>? e»o"t> osa §*oa. doj^qj »a^aj&j a^a as^ a«ea t»«o.

ao« *^ qix '{Mj'o^eo «-aaaa. "Soaaisge: aa3*oe*a 'dST'?
-
' »g"4s

a«p ap«oaa ao^aviy. 'esr^"' »3a ^»s»oSj ao$s>iip. 'd»a

'(Sp^oS' <jsp^ jya^oS5 *>aa 'i'aS'' lajs atou. aao» d»!3»

acod* a»? , s^oa, aj&a£, H&6S", S»3 «97i ^S'ss asr»n»eoa'jeoo.
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with the etymology that it is 'the easy way to attain bliss for salvation-minded

people'. These are longish songs, different parts being sung in different taja-s The

seven ffllas under sojadi are (1) dhruva (2) mafhya (3) rOpaka (4)jhampa (5) tripuja

(6)afta and (7) Eka tfila. In Kannada,Srip5darflya' was the first to compose the

sQjadi-s. VySsarSya and Purandarad&sa have popularised them. These songs are

said to be characteristic in dSsa sShitya. In music the word ' chay&laga' has become

'sfilaga'; 'karapa|a' has become 'kaivSda'. Among prabandha-s there are the

'salaga-suda' variety. With the proximity and influence of sSlaga the word sDda

also seems to have changed to 'sQja'. Let us consider how the word 61S belonging

to sQda group could have been derived: 'Ha' in the sense of cardomom creeper

cannot be the name of a song. It is easy to say that the word 615 is denved from

the sanskrt word 'hett' but the meaning does not fit in. The Sanskrt word ' hela'

has two meanings besides being the name of a particular river. One is emotion

inferable from the movement of eyes and eyebrows; another is repudiation These

are not suitable to indicate a song. The elongation at the end of the word 'els'

may be the result of naturalising into Sanskrt. One can consider '613' as a Dravidian

word. In Vrttaratnikara of Sanskrt prosody there is a vrtta called 612 under the

15th chandam (metre with 15 letters). The gana-s for this are sa-ja-na-na-ya

fflV+IVI+III+III+rVV);caesura (yati) is on the 6th letter. The number of matra-s

win be 19. In Telugu the same metre is called ' ila' by Appakavi. The ganas here

are sa-ja-na-na-sa- fflV+rVI+in+IH+IIV);caesura (yati) is on the 8th letter. The

number of mStras will be 18. Citrakavi Peddana, another Telugu prosodist lays

down caesura on the 5th and the 8th letters. One cannot help saying the ya-gana

given in the V.R. in Sanskrt is a mistake. Similarly the name is given wrongly in

Telugu by Appakavi. As a matter of fact both are dealing with the same vrtta .

There is a rule that '6la' must be sung with one of the four talas of manthya, dvitlya,

kamkala and pratMa and they have just 18 syllables. With the gana-s given by

Appakavi this can surely be a kind of '612'. These 615-s are said to give dharma,

artha and klma, both to the listeners as well as singers. So the subject matter

will be of exalted nature The Dravidian wordHu means height, elevation, exalted

position. (DEDR 851) Himalai means a high mountain Eluru means a town

situated on an elevated place. This is one way of interpreting theword 615 . Another

way is to consider the Tamilword 'YAAL* changing into EIS . 'YAAL' is an ancient

stringed harp-like instrument. People of PSnar community used to sing with the

help of this harp. The original name of Jaffna in Sri Lanka is said to be Yarpanam,

a village or place gifted to a panar who sang beautifully with a YAAL. There are

regional divisions called Mujlai, Kurunci, Marudam, Neidal and Palai in Tamil

literature. Each region has a music (pan) of its own: Muflaippan, Kuruncippan,
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«-s
,

jr^r(d»oe»as t,s e»js aoftao (aS") ao&: s»»8}5, aeons',
&&<92^, SdkefaS', »MJ3j3'. dSpfB»a^o •*jaad*ca *»<JSr»id»oo««

»oAo«ai spo» "S^oa. >BdSpf, s>a*adsj^", swb&jsr'j', ad&ec
asp*", qa |i»oa aa#ae*ao«, ao&s -s>8jd«3, 5p<sa^, aa^aa^
afaoa^gi «*;S TW^ «a aa# softa *\&«.«> 3§p3&. %o»aa) so

Ao^o. ayAstekS
-

ao^^aS 'wi"' (ai) «a"Se5. *»aa er»w<adsp

A^ffjas «Sr»f&*J «o(6o'o»^» 5*&53. sip 'efij'S'aW 'ae>on»'

sirKst» ssocasasa^. oaxtoff'a 'cjsp!
15

oeofotf* 'W «»o»3i»n» aa
SP«j)3oa Aocooa.

^*

*• tw (3aoo»w (1) iffle (2) SJ*|3e (3) S£o (4) Zjj.o «a

'Soju «J»o 7T*B»o|fi (O'ScPST'oaj e^dST*

^<*9jS* tisjSi So3 (ita 3Jog»a treat' n

(»oA. eo^. 4 «?»$ - 114 £)

(»»e,i> TSosooaonsa (Koso*4 aa>s ^is £so aon»&$3a s^o)

sojTsofi1 wa&cs'^oaatbijs »&(&»a«Dou»o». else i3»oe|a»;s«s' oa

ao»aOon» AotMoa. 7P& H&s^aeo ts»oa> «/S eaoi* 6oojoa. «o(5©
3»3»K3i5»e«5* o»n»oifo5* 6a<P5'aj

r
*oon» Aot»oa. pafce id»»S0dc»?

<ip6<j»»ed,a|
r
en» *oo:oa.

*~

4. aas sa»oS* »eo&aaj3iJ aao»e £*as»3;3iJ xrw s>a»e&
« f'.Wfc-W 9 ft- ad A

spsss Soas^ a^ao wsuaoasoa. ajaeoo s»&oo» «^o soycadsj

issos-a to&eto:&e a%. <&&.» aea»©3adfcsjo s»a «aa wl^ aoa
(aejon^»ao>«33 astarf-a) t^ospe^ «oa 'ar^sao' •auos&oa.
tf^ug'Jss a&o'espBty dsseadtssa^, e^eao^cacSaxj ao^o 'aoa
50o' esSuBoaxsa.

"
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Marudappan, jlddahian and pjflaippan. Later on the instrument 'YAAL' has come

to signify the regional music also: PaTaiyaj, KurunciySj, Marudaya}, Neidaliya}.

Tamil musicologists say that these are but the cerupSlai, Kudippfllai, Padumalaippa-

lai, and vflkarippalai of ancient Tamil music . According to archaeology there was

a 'YAAL' like harp called 'Zagal' in Greece. The Sumerian harp was called 'aT.

YAAL - like harps were discovered in Egypt and Babylonia. So one can say that

YAAL-pattu could have easily changed into SlappBp, SapSta. The change could

have occured in the same way as yaru (Ta) > eru (Tel) meaning a river.

These ela-prabandha -s are of 4 types : (l)ganafla (2) mStraila (3) varnaila

and (4) desaQa. Again among them desafla is of 5 kinds : Karnafa, L3fa, Gauda,

Andhra and DrSvida varieties:

'karnaja lata gaudandhra dravidttnarhtu bhasaya

dSsBkhyaila budhaih panca prOkta manthaditaiatah'

(S.R.4adhya- 114 si)

(Obviously the sloka cited from Pottapi Venkataramana Kavi earlier is not correct).

Kariiataiia has alliterations in the beginning, the middle and the end. Lataila has

one rasa only without any gamakas and prSsas. Andhraila has various gamakas,

ragamsas bursting with rasa and* bhava. Dravidaila has freat bblva and rasa but

without assonance.

4. Embellished by various letters and expressive of various meanings a

metrical compositon of 4 lines or a stanza is called 'vrttam'.

That which is not framed-in like a vftta, which has no fixation of number

of letters or the placement of gurus and laghus (stressed and unstressed syllables

in English) but composed with an eye on the expressiveness of sentiment of letter

is called 'cQrnapadam.

That which has a composition of prosodical frame, obligatory caesura

and fixation of number of letters is called 'nibaddha padam.
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so* ae$£ sea*

Sjo&S OO^ScST |Sa**»3 S&CtoS* 19

o»rsmjo ^jwsosoJtf'! aa«Kw» |S>s>ss souoaoss *sa» aga

o»m SsSxHjPoS' 3Wo»a'a)S J^rooSoS1 B33*<axJS5a«Sx» t&

So« aj^jpJS tf*>fi>. Ffoo&3 >a»wiS)o& $55j-«g» A^Syi MfiO^|teSj»

(jf&OT- Ao4 dtgsaJNPo*. ts&t $o5SHgoJP toefcfl(d»S SdMST'O)

ffs^s»oo» ss«fjo at^sois aj>|o»a j»«0). »a sKsajoJoa'as t&

iod $5 «a^cseo»»"! >%p$>± ^trj&L se^soa^ «$(d»dkoSPS

1. 'aoo' wots sfy.8
jJasj&^F^Som &r^s its »& |«&»B»e

2. 'sofiS' »3 art** •*oo, «cx&«r'^a»5t
sa^ecssaj atxKwss

3"!ft «\^o, S'jtfoa^o »a «p«». 'aaartjcsjoa' aa^o access

aac '«oaoo»' ws^ftj SceS* »a ago.

3. 'oa^o' »3 ar*>& 'afijo «6&e t&p' (aa^otia «seo3a)

"Ssa so^otf* »a*so as^eo/? 6ot»oa. "Sao (1) so!p« (2) (o»ay»

(3) wiJojSo (4) 6532.5 «a 4o»/w». boe* pa^oo <ss»dspi!»a

jgabsjo »cor»i»aj sitia »ejl«sd isart^ 3§joa. »ol«fS*3 a»|o>»

*«1& €*affa»a «o»^ fa^ a%©oi? aojed txsjao aajasjtfM

'sj»8$sj2r»o»\ ^a sc^aerj»^ ap|tf&> sa^&o ae a^t^^a&jeaja

(atheistic) roa<5ou»&. 'di^aaajjt' »S sSSot^ SjasJcwaon' "&So

33joan» dbadSpn»aig«5%e>S> 3^ g&S«S,j3o S&SjCo s»Stj>3S »as»*o
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Verse 19
,

Tr. Among all the poets the poetry of one who is ignorant of the metrics

of Padakavita will be inferior just as the dharma-kriyas (religious rituals taught

by Veda) of one done with Vedamantras but without bhalcti inthe Feet of Govinda

will be inferior.

Com: It is not enough if one performs japa (repeating mystic syallables)

h6ma (sacrificing certain substances in the sacred fire or water ) and yajfia

(scrificing certaince substans for certain gods ) etc. with V6da mantras and rigorous

8c3ra-s. It is only when there is devotion (bhakti ) to the Feet of G5vinda that

the deeds of dharma become meaningful and the best. Similarly it is not enough

if one composes poetry according to prosody and without defaulting on ganas,

yati and prSsa. It is only when it is hymnal, in praise of God and a song (pada)

that the poetic composition becomes the best and meaningful The fact that our

author opines that padakavita, deprecated generally by versifiers, used for hymnal

purposes becomes the best and most meaningful poetry may be noted. Again the

opinion that bhakti, generally deprecated by ritualists, makes the religious deeds

best and most meaningful, may also be noted.

1. The word 'pada' here has to be understood in the sense of a song in

praise of God. (Pada-niryukta).

2.The word 'chandas' carries three manings namely vSda, prosody and

freedom. The phrase pada-marga-chanda means prosodical rules of composition

of padam. The word chandarhbula at the end of the second line means vedas or

vedamantras.

3.The word 'dharma' has the etymology' sarvam dharatlti dharmah '.(that

which bears all) and' dhriyate" janaih iti dharmah' (that code of conduct taken on

by men) Here 'dharma' as prescribed by VCda is intended: that is in the form

of japa, h6ma and yaga. The 8c8ra in Vaidika dharma is rigorous. Veda is m 4

parts. (1) Sarpmta (2) brShmana (3) aranyaka and (4) upanisad. Among them the

brahmana teaches the performance and conduct of kratus (sacrifices) The mantras

in the samhita reminds the performer about the meanings that he should remember

at the time of the performance. Jaimmi's POrva-MlmSmsa is the system of

Philosophy that discusses this 'dharma' enjoined by Veda. Because A teaches only
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"aas oeiofi* '(«»' n» 3a^ufiozS
l$V »s!»css»t»oa. jas ec^se

'aa.^3 »8jeo»^o»o «5*jas a"ap &&

•3a so^ttps'ass «ejs& swso&a <sSa jisortrass ©"•jSj, "3«>*^>

3^sia. sss se^J 'sa«§' wsaeo. saaa.(&o«< »a <5sar«a aae

as. aei&s aa.dko0* K*:iofi3a$£. sofi&j "Sa^cj^a s»o»oa 33yjo

4. '$3' vXgpz S&ttJ, *X3o8;& - qgu> 6oU»&. SS>S *a

Z(H Ma^artrSxSSP<C»e& Sxip^S >$;w»|So. SS.f^eoTP (l) a»oa

«£ar,(p^» i(2) To&o^ $£SJ»ip»e» (S&geo. 8r»3K*>$a> 'AgjeSo &eJ'

sjs^sS* «*a»5oa. axsjSrtsaaBSja '^^dssso' «s» 'ca ^' ^o»
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the ritualism some people say it is atheistic. As V6da says Visgu is Yajfta (yajiio

vai vis^ul)) the system of philosophy that teaches about the Vedic sacnfices cannot

be atheistic. Though God is not directly mentioned in this philosophy the concepts

of 'apOrva' and 'adrsta' are expounded here. These concepts connote only the

omnipotent God What is described as 'sraddhS' (earnestness) in VMadharma can

be called bhakti in ordinary terms. In the performance of Vedadharma,bhakti is

also required along with ritualistic rigour. Our poet says ritualistic ngour without

bhakti and poetry which does not praise God are inferior. In the prologue of Visnu

Sahasranama, Dharmaja asks: 'Kodharmah sarva dharmSnam bhavatah paramo

matah?' (what is the dharma of all dharmas accordingto your considered opinion?)

BMsmS replies:

'Esa m5 sarva dharminam dharmodnikatamO matah

yad bhaktyS pundarlkaksam stavaiiarcennarassada'

(Man should worship theWhite -Lotus Eyed God with hymnal compositions

with bhakti This is the best dharma of an dharmas according to me). This speaks

ftf bhakti being necessarv for the ritual of worship as also the praise of God as

dhuma Kavi and Karmisthi ( the ritualist ) both need pada-bhakti. In the case

?S ooetlS hymnal composition. In the case of the ritualist it >s bhakt. m

1 FeeK GovindT It is well known that prosody is described as the Feet of

Vedapurusa.

a The concept of bhakti implies the duo ,
the bbakta (devotee )

and

«. 1 iZ o£T So this is a practical discipline important to dualists and

60



Sou 3)6 3^3 <SSr>«CSeo

Sjfldioce&a^ vBdSwc Ko<%oO»5*C

SjflC^elSxSSjoK a>foe Ttooosei 20

o*ii(Stx)« 8-aa 3&s sr>& »«os»oo casscT^eo Ao'Sut^n* &«"*

«» *^*o 39^7!" '3e'$6a a«2'0»&. «o»s»Sjoo« «3»oS»eoS* a8o SPOj^

&S&S SbS^On* 3&cefi»«» S'&o&iS*? (taxAOoO'ttS «>a(«7»d5jo.

n^izSa&o^srasa aaccw^* sr»a wooso&aajo^oHB aocea, »syi
aase s»e$5a d-oaa specks, tus-os'SoS' sp0}3 w s^o s^Shs
s»Sjoc aosas ss a^a^as. (as^TSss oo«o - «ots is?» $r>a>\ sea

- (StMtfo. 3j83» «o"6 SJMJSo, Sod gj«. &3&CS30* twos^CUSAO^.O*

eoo'ts'S S8& kg (success). weoSKfe wets eoao 3dfc$too; **>£> =
cr»co t»'S*ot»n» 3«&^4oo; sjoSSota woOon* adSscfesj; qa jt>«j" *!»?
&o£i wSiotkotg 3eiSg8o. -e« «oa»SS aeo «£&. «i wooS&o-aao »3a
ecsss* *egoosvsoji|So7s»a5 «geos»e ar«»on»a: Aoeaay. aaecssff*

S»»£07P w&jjPS 0x»a^:3 <ojeos»Bo SB\goos» SJSoOoifeea. '»oiaJ*

jpoaa^dko >sj(d»» ~&i~&sg>ibz*' (soA. bo»^. 4-33) ^o»can» ixpiauoo

'Si7»<fa' K3»S !T<P©oS^»a'J (S'tJ'Sjo. CSa»0^.ao »$(><sa-''3j 3"&\dBi&
a£ ssoKS&j. ^a ^»e^idSJ' age s*33y. »<goos»8au» s»&ajj. *»oa

«j>
j
5«d»0) woaA&asoa. e*SS*eJ tSA SewoOoOS gys «KW «*x»ij» S3

so »avs5»o so»ao Asjs'sao oaaeo. s*o»d»a &a*saje» srw s»n»ca«*

&jdlP3»os»eaer»So 3d£gBo ^SfegTb. «a »3»os»o»i£ ari>y2&»5&o"i>3

Sjflg^ o»5b^S JKbJj) ««SS*»o (emotional sheath) «*5 ^oaXosSj
o«a». tsifi ta>. seAa? >!**£>«* It3j s>a«s3 a^ ,

'3'at35""3so»»i'

(Negative capability) «3 a^aa-OocPSo. '(!io1bo«(i8J^s
, «3 ^tfj^

uU SSoCSao $S; wola "iaoCbts «a«0o. e»a^3Wo aoeo&oto^ <SS

d»a^e> »3j&oa. aaso «*os»oo aa«»§*s j«a Assise »»jsjOj «a
as»j(r>^s^a e^w s&s ess* ecsa 3tss^^> «.s a^aocasjca.

1. aa^e«5o««s 'sja' - 'aaa&^o' \aooao' «^ *««o<5* j«s
o&oa. sa s«H«a& souoaoaoa. aw^*i»ao "a^ao a«i 'sso'

^S51!5 *oa>ao«»>, «oas aaws4«sa»& w» ar-^-& s«s»a» '%«#&>'

•^ "S *1 st'b* s«su&ca. «»a?i» s««scsae« s>aso«too ax«i*s s»s

%e>£osr»c aod«o^saota55r^as^aTHo. s^e vta 26 sesame** 20a
<Soo»ato lo>. 20 e&codoao Aoia Si6-ajo0o.
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Verse 20:

Tr. If the composer of a krti hymns it with alamkfira and camatkfira

he will become*successful. As against this if he composes with haughtiness would

he not become a laughing stock? (certainly becomes a laughing stock).

com. The authorsays that even a hymnal composition like a krti (padam)

should possess the attributes of alafnkara and camatkfira for the success of the

composer and that haughtiness would make the work only a butt of ridicule. A
prabandha means that which has the best composition. A krti means that which

has the workmanship. The composer attains success only if the composition has

the attributes of alarjikfira and camatkfira. The word alanjkSra means beautifica-

tion; beautification to the point of saying 'enough.we cannot further improve it';

to the point of making it appear highly satisfactory. Satisfaction is the result of

this beauty. This beautification in a composition may be in the form of sabdSkrhka-

ra or arthjUarflkiira (verbal or semantic figures of speech ). In a pada-composition

verbal form of alliteration is incorporated as a rule: for 'anghrau khanda dvayamsS-

nuprSsam SkSna dhfitunfi' etc. is the regulation for 513 prabandham. ArthSlanikSra-s

also can be there. But since a musical composition is the 'mStu' part of a song

coming in support of its 'dhfitu' verbal alliteration is more important Camatkfira

may be experienced by the mode of expression of an idea; this may be arthakriyfi

paddhati or merely a semantic figure of speech. The purpose of alarnkfira is not

served if it does not result in beauty and sensitiveness. If one composes with

haughtiness his work is sure to become a laughing stock. It is well known that

great poets like KllidSsa and others have deliberately expressed their humility as

a mark of shedding their own haughtiness. Only when an artist sheds his encrusted

ego then only will he be able to enter the emotional sheath of his subject matter

John Keats has called it 'negative capability'. From the verbal root ' bhaja sevfiyfim'

is derived the word bhakti which means serving. Only when haughtiness is dropped

will bhakti be possible. When it is said that the composer of a padam should first

shed his haughtiness and then compose, it is tantamount to saying that he should

compose a padam, which is in praise- of God or Deity with devotion.

1, The word krti at the beginning of the verse is used in the sense of

padaniryukta or prabandha This pertains to an artistic composition The word

krti at the beignning of the third line is used not merlely m the sense of one who

has obtained success or one who has become successful but also one who has

become meritorious with ' punya'. Again krti is also one of the 26 types of metres

in Sanskft prosody. The metre with 20 letters for its line is called Krti chandas.



2. •eflo+Sh+O-OHo »3oup «o8ftoC5oo «©oS)d. S«a •otPJh

aSjOoSuo Sj^o. «jJ>, stofip »Stp 5,83e!b5s»& S*8tJo> &a5 See.

4* veoP0*<» Kgo>, wo3ew c»a»$t». s»S SodoTP 6o£ o*f>(^0o7P

*eo*e. 7o£*«c#o *a aaxtg§*» ax« wr&sors^M «o&s |&&«f^

tfoWS fcSj\fio *3)ig SP0^o6»8 (^SjW^ ae$S£toeo 3>aH>).

S*SUo. *6 SiMjafSotf1 SSoOaJSy. ft^ SsSo u*je$o «otxotJ*Sw.

4. J^ wofc ow»a*>ae soU "Sa> |Saa/». &*&) wots a^aj

a*4.o ag wt \Z6%. ko&so •a^yjj <sssobw> j?twj^s«Siej»^S5o&

33\Jio «a a»<r»c0j3,d&o. 7I»ofc6^0»^&eS} aOo&JO (fcolsao) •«!a

5. «8>o»)0 - 'iS&' wi$ <j»ao«*Ke kojo, aj«o. '•a«oo»' »^a

3a> »3 0w£S7*|«o. 'vi^o*' (i mi) »3 c&pytfasa omss^stho.

as&spsry&o*1 «roo Ttoawra a«s»eo ae&«© aoje& aajntoehfe

ajsvsoS* s»rtW&"& '«?£' »ajasoa. *« 50 «&o°e- ajvfjSe-sp'*}

rer^Sa Tka0*a JtygoOoO «a *»tdS»«o 3>«S;. agarose 3«5^

-tf«wa<o3i>co d»Ojs»a-os^55ja onsd<a>os*sa)a <pa»>a»osKsa»a 2or»aj
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2 The word 'alamkrti' can be split up as 'alam+kj+ti' meaning beautifying

to the pomt of saying 'enough'. But beauty is a concept difficult to define .

Satisfaction, affection of the beloved are its good results. These embellishments

ate external like anklets, bells etc but they have to be sparse and must sit well

on the body. The second point is that they should not appear to be deliberately

donned but that they must appear casual yet impressive.

3.A sudden sense of expansion of mind felt by the perceiver is called

camatkSra It may appear in a flash of brightness on die face of the perceiver.

We usally refer to it as 'surprising' A sense of expansion experienced by the

perceiver at every step on account of the pretaness of the composition is

camatkSra

4. Klrti is the reputation gained on account of one's generosity and

philanthropy. Reputation on account of one's own personality is ' yaks' Is a

hymnal composuon praise of God's grace and generosity is the important idea;

praising of other qualities is secondary

5.' aham krti'-is haugtiness contained in the thought T Aharhta-is mere

awareness of one's self, it is just that much of awareness as we have when we

say 'I am' (asnuta). When all the alphabets starting with the vowel' a' and ending

with' ha' are signified with these first and last letters closing it with 'm' it become

a-ha-m. The fifty Sanskrt alphabets are said to embellish Goddess Kali as a garland

of skulls, according to SSkta tradition The hymn KarpOradi stotra addressed to

Kali is the most famous one in this respect This , aharhkSra is of three grades

called sStvika, rajasika and tamasika Only the rSjasa and tSmasa types are to be

considered m this verse
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0*05 c)££Ot»|33c|t3c3P$'33

>«sa»3Sca9*h& »aean»a

»e|ae?(&otxi TSwcna saigas 21

Sob SBa»SM»S 3S&
fo&aaijaMs'ascae&raj ssa«»&f

&es^>^« sac tfecs'caojttj t»e>S" 22

•&& a»ea
y
£/Sosu»s&fc>

38e»S»eo X& a>&ajS*jSo *&o 23

tPuWk&S sHt^tlS "St»^2 TbgCSajBaS* D»»§ fo«to»Sb3p>aa

wa, ss&s s»a»n»», sa& (§*a«S7i»s ^os%od. sojacp^o 3t»&§*a

3caajH>sa»a ssajospa ^e-H «^s^s»» 35^S3»aas»a aaes» sa33s»a

d>&%o&. (21)

<SSO*S6|S&*8o aen»S ?SX3i^5
,
t3!boas»S BOSjT'S saS7«t*» »&)3j5»

dST«3 t?<PO». •cBeo&S'SsoS 33 3^33 3^3833 5*03" toooS*

(Oaja S5i3«^ot!aa ac&a n»eou»&.
*

(22)

»o(Sa»<fi50j«$o sojj»a» aijssaajo 33^.03^35 "aaajoipoS* ssrvs

a5Nfco&. £, 3o!ffcrt$<fca

l

^aa»^eB3e»Sji*o»al ee>oi3 SMj"^:

CP«a. Ita &o|3 t£o 3dSb^«to. (23)

S»j« *• S&J»a> ac?«o ao(3al><Sr»a5 doci (d'Susir'cSj 3^oi>. esfioSl

OoRr1 fo&3j) 32o 'Soar Aosa> ee»otJ3«&s 5o[an»<JS>E3»ao 3sooc»

y&j sasjo a<? I& iasos* 3*0 ao^o ss^oe. «&>& s'sa'cwio*

fooj^s-a &iO» |ad»Oo ae7Pa So(aa»di>o 3ejS:§'&oa<> 3"&ja»a

ways «5oo€* &3^ if&jStg 5*t53 sp|3o tojuajaboaa aaeaa^o

a^ofi. fo&«^ S0oStr>»3on> Kfyg ffiSoS* 3S)jS KWgo Tks ax>(3o3*

sst»3ot Ao& tjjnjT^ps s-coarajoaa airs' aa$o sa^oa. aoja

Bpess&'&i s^wa^aooaew aqys aa^ao. «a ^t&s^eo. (1<&3jj «o"6

otwwso. e»a obs sjbo s»acssj. Ma»i^son» »$»>»o s»a^, Tip^o
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'apjKsro* &*s>&i |S$&o aow^si

Qe^r^o sj»b» &uxxj So^o'dsr'^ s» So^scpdsr*^ 3»i3©csa>lS

3^o«. saojo^as ao/Wfo «o3. oo»s s*t3 saaas -&tg (5*05*

*cj asysoe* b^ »Aj««jaj», «^ot> ar^soajso, oo^to, sip

SajO»6 «&a*e>, S)65C »)« $5o5a **jfia. Souotf&a d>oOSo S7sj»«o

3MSsS»0C» 3"ij Ktfjo i& 3&oB<! «C(d»dko Aa}U553taaj«feo&, «,

So(3o>dSjS aegao 3&Xx^o (Jtoctfjaj 9&fc s*u 3jt3a 3o3i\« c^a

(Ko^Jaj a*Un* 606. soo(«
,>ss & iSao* ^>jso a© sad (3d

«&to6 SStfjo 3Sjuo l?S fe& <»ijCr>a.& ifio&Ugs &od°&oO sa«to

33\oo3»S £83*10?? SSsS} So(3a»d£r>3. «< 7oOl-> s»&ocp 5c«&o5\

^5* >«a 3fca ssajo tftJS |«a> »r»(tfS> »%fijoaa «o» c» saco*1

K> aajan^Jis. &So» (Sd»8o SgR"S 7b8j&|po Son»3 3o(Sc3»di3o 3es

asi*aj n*a «ws "aaawja sa>a»t»;3^&> (Ko«ss. ax>(ao sa3»»co.

soiacws^aaj^a « wag ajaasa^srHj. «& ae&aaj&j eaa& jpsj

«, s^oos n0(d«dsso. icw^e&ao Ksa^ aeoaow&i s»a sjc&osa
o<Sjo S»Oj. •!} qs^B ST*. ^ a5|0»S7«d&t» Jt,a>a«spo«r«>s» :S«

o»j«jo, ar^o^iS) &jo*o<o0o<r&a oapsawj soo^jojo, *osss\a

froaspswi ^ ao»^a50(tf«o(8 tnsso «• aoae^off* jctoaoaaga.

1. ao|3»feo •a^%»» ea>ajon> aayj&aea wC|>d&o.

2. "So«u»tf*b £on&M»- na^sjas 'i'S'ja^apjejHrs1

«*a %eb^

03'Sjo 3«S3oaa w«l^*cS3do.
"*

3. 'a»a»' •* soa^* «cg&l &o|d&a •$©. ;&a*jCe»o «& &o|*

*\^off* fiTHj, S)0|Osao 3dSwoo «S wgo. a»itf&§3 ^|,0«a
«8 PS Mbtf&a bS&mpj s*S Aot5x>0. SdWi3on» w eS%o»ca9
SOj&'o^tJO Sja^tSo 3<&jLX) «oU»&.
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"sarvSgamanSm Scarab prathamam parikalpitah

acSraprabhavO dharmO, dharmasya prabhuracyutah"

Even Dharmasastra advises one to foDow the tradition of family as well as one's

own community So is it in poetry or music. In comparing the poetry in the mouth
of a stupid with a pipe-gun or cannon the author seems to have m his mind the

following points:Vak is agnitatva <vag arcih'-BrhadSranyaka upanisad 6-2) poetry

without the knowledge of mStdca vijfiana, the tattvas of letters, their poisonous

or nectar-like effects, the astrological compatibility between the poet and the

patron- may become harmful Much of this traditional knowledge may be found

in the laksana grantha-s in Telugu as also similar works written in Sanskrt in the

Telugu country Poetic talent through apprenticeship and study under a guru or

the grace of a Deity through mantrOpasana have been the two hoary traditions

in India. In contravention of these, if one practices on his own, such poetry, the

author says in the next verse, win only be a strain on his vocal chords. Poetry

by one who has obtained the knowledge of tradition either through a guru or the

grace of a Deity is equal to Vedamantra, says the author A mantra is esoteric

(sarahasya). Sampradaya jflSna pertains to this secretive aspect. The idea is that

the composition gets great powerwhen the esoteric aspect is known . Vedfldhyaya-

na has always been through the tradition of Guru and sisya only. So is here. One
can take note of the fact that Srtmad RamSyana and Sri MahSbhirata are treated

as Veda-tulya, the DurgS-sapta-sati found in MBrkandSya PurSjia, is honoured with

its every sloka being treated as a mantra and Soundaryalahan of Sri Sankara is

treated as mantra and tantra sSstra

1 Sampradaya should be understood as teaching with its esoteric aspect

2 VSnkatacalCsu Caranamulu- Feet of the Lord of VSnkatScala. As per the
Vedamantra 'padOsya visva bhatani' of Purusa SOkta, all the fourteen worlds and
all the living beings form the part of the Lord's Feet. To say that one realises

the Feet of the Lord would mean that one would know the secret of the Lord's
creation.

3 The Sanskrt word 'manurj' means mantra. Punascarana is a technical term
in mantrasistra. It just means repeating the mantra (japa) If one wants to attain

success in a particular mantra he will have to do japa of the mantra a stipulated
number of times. Generally, it may be hundred thousand times for each letter of
the mantra or a particular fixed number. The japa done in this connection is called

punascarana.
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ofisao» are iwfi'&xicto a©"35" 24

aa a^ao, «a«sj;j»(fc, s&fts aoao

saos»n» $e«w\£, aaecuBiS' 25

o»u &t»a swstrfi jp&sms sa^s* oeoa &s«2 i3<sr,aa'aw
saara»a. sao esd&sau src c&oa. w&ssa sr,a»3a&;&o&isio

&J\t&.

"
(24)

a^ao. »3 g»a% «a<&aaj3 1ia>5* 5e»ae3^a »3- »£ #sa*\s,

see* »3}<sp&g& 3>^&. (25)

a»ji«« -S*i3 3o& ac^ ye aa^o 'aa'a>3o»s^ sdsd&o ft

teoip waass, ,«S(as fc3^3"&"a5oa^a. 3o5* aa^o »st&2 sn»

'aA esoao aa'a^Tia aoa^a s^goa (alba^a «o*o. '&3j'o3

SM»36(§tfa3a St3»o& 6eoo»ol5 ewo»&. <j»a.0*a JP&5r»C55»eoi&fce&

»o»a S»i3» 'Sfio' wouVSa »0(i»<fco. tpaS* gaui aaaCee, »S«arH»,

aao»«» wfe'iSS «4 s^sa^co s^o-csesj. $«fo& n»as«$3<3k soaow
sa su» ^S*5o 3»^seo^oa&«^ 3ip&». (Oosp»n»^ sofi^on» (32

*&$.) '<&& oa as£3\fio aatf» aaaoaajsjis aae&p aeon* 3i\

'5P&. «a^3x&£ <sea &o»^S)5osr aa o5sr»aSon» & ao»«> sa.<sspto

3!s^5U) (?to$S8 a§^S^&. «3d5jSo wots SH» ^oax?ot5 *6e<p>Ko. »S

<&&& sea e&fcD, «o"fc «6co »^sjhj. ssoab& aates aoa&\on»

»&» tore& (l) a&^ (2) «S<as»eo 6oU»t&a 3JK&. aa<&sr*gj

aouoOoO 'ac&eo (»oAa 3<rwo>) 3S}a<5;». t£ Ocyfi dots 'DSSo,'



Verses 24-25

A 'subantam' or a 'tipitam' is called a padam. Apadam can be an

avayava. An 'avayavi'can also be called a padam. lie emperor of pada-kavita

(AnnamScarya) has explained a]] these modes. (24)

Now, avayava-pada is described: That is vrtta which is clearly in four

lines. That itself is dhStu. It is the same that is called by the name avayava-Thus

said AnnaySrya in conformity with Bharata SSstra. (25)

Com: Between the two verses here the first one acquaints us with padam

and introduces the differentiation of 'avayava' and avayavi. The second verse

speaks about avayava-padam.

'Suptinantam padam': This is a well known aphorism in SSnskrt

grammar. Nouns whose stems take the nominal case-endings are called 'subanta-s'

and verbs whose roots (with necessary modifications) take the verbal particles

called tin-s are called tin-anta-s. It just means that nouns and verbs are called

padams. Such usage does not apply to the upa-sarga-s, avyaya-s and taddhita-s

found in language. Bharata has given a brief outline of grammar and prosody in

his work in the context of vScikSbhinaya and for the sake of training of the

composers and actors. In the context of dhruvagina (Ch.32) he had said that any

composition of (meaningful) syllables is called padam(yatkincidaksarakrtamtat

sarvam pada sanjfiitam.)

Our author says that Annamayya has spoken about the contents of

these two present verses following Bharata.
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Zo&toti 'sago,' &p& zufiw «& ae& aoo&aot) 'sj)»o-' «a»

4oo»os5. o»7?x^ <5a» flo»a^ (d»eoc»xJ a^eo wosks^o 8a» Asa^eo

csr*5x£5 a^ «as»^s a^Bo. tar>a^ a»& a»/io3 a^co ^aa^jeo. a^a

aa.<ss>on» «p toajo&sVe. aso «a<&ao sns» «*%&o& «^aj& a^
&k>s* "Bobj estwp aajS'aaj. aao »3& to <pko »3a TtoenJa.

aio* asys^ayttj aaa>3a ts afya 'ace' »aj&©a. «ods>a <pa?ao»

sa astsoa oeso«ao>e» pb> (S»o«> %&»>aSft) sjb(2) a&a(3) as)

(4) das ^5) d»u(6) oh?<» w<»w»n» aa^oij. StJC* astasia s&,

S»l} Moots difceo, acBtPCeo 33j«e. S
(

jO»tu aOKa«». &&Oo tes&n?

snepfia asakj^o c»a» e&alk aso «npa^ (as»«oaai!>o - 3sso

»;5a asoW8&s6pa"3j amupja^ ar*ao3 'ia" «t5 soa^a «r»ft»*go.

a^egai »)fedsj» ags asacsa ar»ao. dna »3a a^ewa spD'^oSsa

35j ajUod n»£S^ajoH». <p«o a>ao as^5. (aooo'oKon' ^posaja:

ado w(T(3s««]wr aiHj «aja»a.

«*at&al> 3»&. »a<£>a spo» aae& a&a>at3&a»aa 3S^aaj&> o»<fc

apflbajeo "8oW 36 sa^or?1 iouT' >Sa?5 (aaoOo •Jto«o 'aSo'

»al30\Sj&ot»oi5a »ft(»(»ds». isooo sr^o aoo o&!)&&&otxo£a soAa

OO^SCo Sufi S!)i3»«3a &£>$>*& Ao&. Or>3i5*& aofio^oTP 3»£p£ (3»»P

sojpswia qo* via^s^iSs:
** ~*

{auoi^!v^£cS3i7,> acrta'iw aa»aj£^oiJi sa?

3»\Ss»a a»ooi,6a a» £»$» sn»ai"
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'Avayava' means a limb like a hand or leg, a protrusion of the body
That which possesses the avayava-s is avayavi, the body. Bharata has stated in

the context of sapta-gTtaka (the seven types of gltas) that all musical compositions

have (1) vastu and (2) avayava-s. Pertaining to these avayava-s or limbs are

mentioned what are called 'vidari-s'(those causing musical sections) If there is one
vidSri it is called 'fikaka'. If two it is 'vivadha' and if there are three to six vldans

it is called 'vrttam'. In a vrttam of a song the arhsa, the apanyasa and the nyasa

are present. The svara or musical note that is used for beginning a raga is called

amsasvara or jTvaseara. This is said to expound the raga. The svara used for

intermittent conclusions is called apanyasa.The svara with which a song is

concluded is nyisa svara. These items are to be remembered in the context of

a vrtta also.

When it is said that a padam can be an avayava we can understand

it in two ways with a slight difference. The first is padam as a part of the song.

When so understood, padam becomes a vidari cited above. It will not have anything

to do with nouns or verbs. Authropomorphically speaking the prabandha-purusa

is said to possess the following avayava-s: (1) svara (2) 6iruda (3) pada (4) tenaka

(5) pSta and (6) tala, Among these pada and tenaka constitute the eyes; pita and

biruda are the hands; svara and tala are the ears. Svara-s are the sarigama-s; biruda

is a composition of title in vigorous language like MahMstri Padam is the agent

through which meaning is expressed; tenaka is the auspicious word tens which

indicates the cosmic spirit or God. It is the singular in instrumental case for the

pronoun 'tat'-sabda (taken from the mahavSkya 'tat tvam asi') Paw means the

notes engendered on membranophones by the hands of the player. Of course, we
are familiar with tala. As an organ of prabandha, padam is the expressive word,

matu

When padam is considered as avayavi it represents the entire song, both

dhatu and matu put together
,

That a part of prabandha is called a padam is found in Kallinafha's

commentary on S.R. in the context of rOpakalaph. He writes thus

"padavat padani. yatha vakyasya padanyavayavih tatha

prabandhasyavayava vidarJbhagah pad£nyuccant£. na tu

vScakSni subantSdini vS bhSsa padani
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ao»a^ \Zaov&<&orr a^s ao»^» «s<jm»8o asooaes&oa,

*

»a<&aaao s*a*)8"a>» ago «£}$& &»&?>«» s^
j»3a a»aog'!»3 aeas>sx>uo »ta d»s»"25> wo»3» Sho& aoooaoa

qa SPesfo d^CPti
4

dfcfi (2K4©3* 5p4 Sjtfuotfon* £o<4 (5t»0«r»lto «a

w$&o& wa^BjUa t»C|3»<J55o qa: qKfeS* Sjho& SoAe f^o^ (l)

IWfco (2) *&&So «a "Sofia wcjw fcs^ox. IkJataJJ Sj«oo«5on» Ao2
(Sbo$ <p»X© (SKoCKSiJkSSo w^flsoa. we* SSo (3ooO»JMMfc>i? 6o3

Ttenoifo (3»c0* 4oi ScAtfo) n>& 60& s»o& SwoBs aayftfc

Achate 5Wb »oa»eB7P33
-

i5*j
r
uao»o». $A "$&> \Xervi wSaajifcij^ox.

0CP5A aap«* «6o oNb%«» 3*3 ba jfa^e J^a^oS4 «« 'jsjoj'

o& spajejo 3Sjj»jii5*oa iusos Aa |St»j$o fe 'aaV w3a ^aoi?

3H» Stf^Ui CK5H»e» 60800 SPB» JfiwaoCSKb).

1. »)»,&. "4a
1

TMbipiF sea 36 &}£&' «a 8,s aejsso. aa^
«ssj» 3ofi&>^a fba»$»%e (sarts^wsaoa a&yj' a^aasajrajs

apSi*6o*sjl *foo&Pa»b. d^ofi* »<Botf Sos&jsg &&y3 arcs?

6o»Sj &ttre-a>§'a«e.

'too 3»sm aodkfs 1 3»a ere a«j^.3«

3&o^Ss <riJ&£o $o5*»><pCc>325V

(spo^ «*^o. «g»£ 144£ 42)

«sea>a «i yjso iter© fFassj ifsxxp 3»» 3»a»o src^* 's^e'swa

vKj^Sja. 35t5j&a iMSoB&otP &S^ £320 '3\tf uo$o' eS&uj.

2. 0"*%: *• SSsgaS "3oBi etgeo 3SySt3'6. 'atS^fUba^ Tte»o

oHJsoa^adMi' (soft. w^. «o°£.3-rJ.2) >o«* weaotfass ar«ts»

'apas%'; o»a "ftapo*© 'o»a>^'. «< o^bS'Sa as©*"(Se©3»3sx

tfgsa "^<&jwjo, «ot3i«ufi*a so^«o. o»a>%& a>5*s aejcsso

'istjocr-atas
8

q^fc», a csa>egaer'i>8«' (aoA. oo^. «q»^. 4-5*. 7)

j)^.a ip<ba^a |S«oOo sp&^a &,s «o«on> aa^o&oa. Ao^tfaxo

«%a»a.
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After designating padam as prabandhaYayava the avayavapadam is

explained. When it is said it is a vrtta in four lines we should not understand it

as a stanza in a poem A padya is , of course, a conglomeration of words fitted

in four lines but it is not a song. In the context of a song we have to understand

it as a composition in four lines with yati and prasa which may be called

vrtta-bandha which is a part of a song. We must remember that there must be

room for amsa, apany&sa and nySsa in this vrtta. Such a part of prabandha can

also become dhstu. In Indian classical music dhatu has two meanings 1 gSya,

2.avayava As a result of this a part of prabandha which is in vrtta- bandha can

become a prabandha avayava Similarly it can also be the music of the song-that

part that is present in all the musical compositions apart from the libretto These

dhatu-s udgraha, etc. will be mentioned in the coming verses. Padam as dhatu can

be referred to as udgraha khanda etc. These vrtta-bandha parts are nothing but

the present day carana-s of a km.

The next verse attributes dhStutva to vrttas on the analogy of vata, pitta,

slSsma. This suggests that a padam was considered tndhatuka. One can see only

three carana-s in many of Annamayya's compositions which are vrtta-s, avayava-s,

dhatu khanda-is.

1. Vrttam: 'VedS gayatryadau vartata lti vrttam'- that is one of the

etymologies available for the word vrttam. It means that which pervades the metres

gayatn etc in Veda From this we have to guess the subtle body with symmetry

that takes shape following the order of the guru-s and laghu-s in different metres.

In a song we have to configurate the nida sulfa resulting from the chandas or

prosody

"evam nanarthasarhyuktaih pSdairvarnavibhOsitaih

caturbhistu bhavSd yuktam chandO vrttabhidhinavat
"

(N.S.- Adhya 14-SL.42J

This sloka defines vrttam as a composition in four lines without bothering about

ganas or metrical feet We may call this vrttabandha so that we may not mistake

the vrtta as any stanza in poetry

2 dhStu- We have to understand this word is two ways.

'VSngmaturucyate; geyam dhatuntyabhidhTyate'

(S R. Adhya 3-SL.2)

According to this the meaningful word in a song is mStu and music is dhatu. This

dhatu or musicality pervades all the songs. That is the music of the song. Another

definition for the word dhatu is 'prabandhavayavo dhituh sa caturdha nirupitah'

(S R -Adhy 4.-S1.7) Here dhatu is described as a component in the composition

of a prabandha The dhatus, udgraha etc. are such component parts in a prabandha.

Then this dhatu becomes only a part of the music or musicality of the song
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Sn* SjgotxeS) CWfo SogBy&g 3otj»

HSHSSucOf&BO «*2w SAO Sfijif&ti 0»6«»

q»«o aar^ooa <see |3S»«pCi«> srosa^oS". 26

a^cKo "SffeSjeo s«38o 3g «*Sa5* a«ito a»a5%eot»a»^0a. £ ft«n»;S

so *&eo ij)OB»sl 3j«re» s«eoo 3«3ao a© oeo»a sj*» |3s»$*j

ST°5« C«o, 2>*o, ifa^o «^2 wdSu^jtf 2.'5"^ Soe»0oOa »o*»eo.

!»3o 5Mfc»je», s*Kseon» 6*ft»oa*r»o» •ccS. va»3gB jawes 'a»4'

a{^ 3"&oaye» «4 s»a ie-fa^ sww^ stastJ csT^»tbr"too S»\b

B»»l #< antto S»5»3i3& wdSa^ Segotfo. ypt 38 *6«3o BjocfiS
5»Bo33Nlr» ajajop cNfcSjea aSeegoas. oNfcSje »^«toS (3>33 3»Be

38 3Sj£> 3g 3&o&.
a *"*"*" v ~*

(33a3jp33 <S6o»a SdSxb •380** <SSJbS5*d>U9 5*3«e £»«*>;&

SPJP^oJHjS S3 e»P[S»<SS5of? 33t3firifco6. 5*£*a&, SAcoS», <Jofc>,

CoCdbS, troOi^il!, jr>& SSaSj^eap &6^
r
iS»Cga>. s£e(Ko*o td>

9»3 5*5 jr*^ («obi,'o«»«» SV£ t»«33«^0» 3»i^«\j^o ibO o»£»pc3©0*

CHO»$Sdfco ifcfl 25 ^-c&o (Coo»o», e5*8 awiesocejff* 3&»yb. |*sj^>

*»<$£© »oa»8on» as^ 'aoAa *>&%'«*» »ont» qaa adta (Ke$»«* sa!i>S«

oajj «» 3©&abe «oo»> Wp&S} 03 a<*3 ttr^SC - a»^>^C* (30,3053

'aeeo' «t ao(«a> (Kohk^woj *«3b1 3a^«Aoa.

te'ija (BMoijai q^s< Sav«scpjr.

(soft. eo»
A. 4»q»

5
- lO/ll^J.
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verse26:

Tr. The nomenclature of dhatus to vrttas is being explained. Just as

v9ta (wkd) pitta (Me) and kapha (phlegm) are called dhatus on account of their

being the cause for the gross body, these vrttas also are called dhatus by consent

of prominent sages like Bharata and others, on account of their being the cause

foi the orgmation of the body of padam.

Com. Vata(wind), pitta (bfle) and slSsma(phlegm) are called the dhatus

or dOsas. This pertains to Ayurveda popularly called Indian medicine ( and is

parallel to the English conception of 4 humours of the body-blood, phlegm, choler

and melanchoBa-the last two being bile and blackbile). when an Ayurvedic

physician feds the pulse of the patient it is these three particular nadj-s that are

observed. It is axiomatic in Ayurveda that these three elements cause the origination

of gross-body. Thus vrttas being considered as cause for origination of the corpus

of the song (pada-sarlra) these dhatus are taken up again in verse 38 in specific

fashion.

The term 'prominent sages like Bharata and others perhaps includes

KOhala and Dattila too. KBhala, DattOa, Tandu, Tandayani and Tandya are

mentioned as Bharataputras. Some points of KBhala on dance are mentioned by

Abhinavaeuota in his commentary on CitrSbhinava under chapter 25 (Bombay &
Baroda editions) of N.S. Points of Sanglta Mfiru, KOhala's treatise on music in

the form of a dialogue between KBhala and Sardula are said to have got merged

with other treatises on music. KaDinatha has given some 39 karftas of KOhala in

his commentary on SJL But this portion is suspected to be an interpolation as

it mentions Kirtidnara who was posterior to KOhala. Scholars feel that KOhala's

writings got merged with N.S., that he was one of the redactors of N.S. 'Dattilam',

a work in the form of a digest of Dartila's work has already been touched upon

earlier.

The central idea of this verse is a rendering of the following slBka from

SH.

'Vata pitta kapha deha dharanaddhatavB yatha

evam eva prabandhasya dhatavS dehadharanat'

(SJL 4 Adhya -10/11 si)
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Sofia BiPjSOoe* Q»«fc (fe ^ 3"Sj SoSJSjoS* 6D^3»o, (&>S, w£*«o

S&SSjOsyCbcSj #)*£«>& q»tfcl5os5«» 33JQ n"t&«pa (SSoS 3f&>. q&S

xg&>) »a H&s a&js ^tf^as (KSj-ojob. 38 aa$o sa Ac^jtfa s^
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This sloka occurs in S.R. in the context of 'dhatu bheda-s' (enumeration of different

dhatus ) and after listing up the three important ones udgrfiha, dhruva, abhOga and

the minor ones meiapaka and antara There the idea is that udgrflha, dhruva and

abhOga to the prabandha sartra are like vata, pjtta and slesma dhatus to the human
body.In our Telugu text Qua Tirumalacarya is speaking of vata, pitta and MSsma

m the context of giving the nomenclature of dhatus to the vrtta-s. Here we should

not take vrtta-s to mean merely the four-lined stanzas composed in prosody of

aksara-ganas. The etymology of vrtta given earlier as that which pervades the

prosodies like gSyatn etc. in VSdas is to be taken (gayatryadau chandasi vartatS

it vrttam) The pervasive subtle element of these metres is what is meant here.

The author speaks of udgraha etc. as pallavi suitable for avantarapadas'as limbs

of nibaddhapada at verse 38
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an qo&e& crttSdb&o 3^a»3

«pa.336fi',acKeueo3 a«JS»C
|er»»a»«»3) dkasosctiatfSoM 3oo

a»6 COtf ao««a au&eo 27

waa eas& «j^» aoma'&s se&&o »ja>. aert^ aoa^ao*1

s«» (d»Sj«o«* s»» Z5» <j»Bl«* s>a SKjSCSyaa <&*«» p»eo ao»cSl

^S 'Vs s^ 3?6- «* *Wba* «*««» *»a£3 a»aae» aa^a.
3»^n«ie«)!fc a^as-eadb ao»8jon» aas^a psja iwps> «roj,

u5«s» a»(aex»)«« s»^sck> coas^, 15 tia»£&oe* s^, ie
•0»5«»«* «^cpoosh5 too 6*$*} a&j 17 m&g&oe* (d»S)« >o»,
«r*a», Sowsg, i3»a},s»S)aj(5 scsho a%©on» 3a»j&. «* «g»«sjo s«4

a»(Oao«* '«r»ap ao»5o' v3 "J&s* 18 «»o»£jfc©n> Aoa. aoa^cas
»»l<so*ej*a»« «ckp pexpej ajHWSoa awta, «aoa, (iKs$, irelto,

«g^r»K«, tp'gS, O&O^ •* tXMfcj j^oj) «»s«Q, wftO, vT>«WH), it*,
pa^a, «k>^, 33*9& tsmotsd a«r»a.ea »^.a aa^wioa. e»a.oSttda

psjctfj aojaj, aa^, &f£So»<» air>a»os»o7» iowox. ae»a.«*

s»eo«* aolta eo^sBo spto^^ »a>sa6C! (Soo?>>o»^jio«4 fc&©a»
ag»so, appKa^so "Soes^ »a^2^joaoC* s5j 4ea«a»», aaws
&°*° ss^^oaa*^ a^ 8 s^xer-a, s^ce |aa^oaa»j«* a^
16 o»«»)(o»osa»ooaoa. ic jaooa ^o^r| «a«, ar-go, sst> «*
spito 31^ ago, ets, re, «w(e, pas <^«J #»os> a&oaoa.
asa&axwMi^w *, ses^c* sojj^s psja <pa.e«^oj a*<«i£a
sjhj, pacoja «pa.o> saoaasj awrt •ous^a*. «« aaipe* sa
ai^a «sssfi ps» aj^ao war- «r»a.e 3o(3b'cjsj'^ t»sj»Ooc •ajcoxs

asPoH*. so»^jao«* sa atyxsr'S&s apoa e^a. aia anywaoff*
sro *o4 fcoH). a»a«a a

t
$6ds> ag^er^a psaw aos^jao** <Saj.

«»&|d»ao spjao 4oa. ss^ao** <&a aoa^jao*1 S3 saa^a awszsa
a|j»oa; pao ar^eo aa*«*o«K a

<
5&<fi7^{! ji»»o Aousoa. aa*o«<

'Zn3' *& •&&& dSjfl 3e»K>6* «•« 3H3»a^6 d»«ra^ttpaon» Actaoa,
'dbasV »a -io^ pso d'aajbdST'Ao {spsottS Aotasoa. dssaff*

•b^os» ^oos 3»|« 5PCPJ6, pae* aHj»
i(
aa» wa^a «qm4 o»o>.

aajAje1 c&a «a3«oil• &t a»o»a^o^(e. pa ajfeessr^oo. aa» 4
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Verse-27

Tr. We proceed to give the language regulation for pada composition. Sages

lite Bharata, Dattila etc, have stated that padam may be composed either in Sanskrt

or in Prakrt or in (any) regional language; yaus (caesuras ) and prasa-s are to be

observed like in a padya.

Com. Bharata has spoken of composition of Sanskrt text and Prakrt text m
the context of vacikabhinaya (verbal interpellation). In the 14th chapter of N S.

(Bombay and Benaras editions) grammar and prosody are dealt with; vrttas are

given the 1 5th chapter; the 16th chapter has Iaksanas ,alamkaras,gunas and dOsa-s.

All these chapters pertain to the Sanskrt text The 17th chapter deals with Prakrt

text, language regulation, naming of characters and modes of intonation This last

chapter is the 1 8th in the Benaras edition with the caption ' bhasS vidhana' (laying

down the language regulation). Fallen forms of sanskjt spoken in different regions

under the names of Magadhi, Avanu, Pracya, Sauraseni, Ardha-mSgadhi, BShlika

and Daksinatya are the seven that were called bhasa-s. Sakari, Abhlri, Candah,

Sabari,DrBvidi, Andhri, Vanaukasi etc. are called vibhSsa-s (further fallen forms

of language). In those that are called bhSsfi-s wH be found tatsama, tadbhava and

desya words. Vibhasa-s have only tadbhavas and dSsyas. This was the position

at the time of the composition of N S. In later times, S.R following the footsteps

of N.S. explains in its prabandha adhyaya (4 chapter) gurus and laghus, the 4
ratiganas coming from the atyukta chandas with two letters, the 8 kamaganas

coming from the madhya chandas with three letters and the 16 banaganas coming

from the pratistha chandas with four letters. It describes the different types of

ela-s like ganaila, matraila, varnaQfl and deals with different kinds of dEsaila in

different languages like Kannada, Lata bhasa, Gauda, Andhra and Oravida Cina

Tirumalacarya is upholding the compostion of a padam in a regional language like

Telugu. The yati and prasa spoken of by the poet m this verse have to be suitably

understood ui accordance with each language considered . In Sanskrt yati is in the

form of padaviccheda; the word must end at the end of the line also PrSsa in

the form of the second letter of the line repeating in all the four lines is not found

in Sanskrt ; only anuprasa (alliteration) is used In Kannada yati is like in Sanskrt

only but prasa is like in Telugu, with the second letter of each line recurring in

all the four lines. In Tamil yati goes under the name of 'mOnai' and is in assonance

with the first letter of the line Same is the case m Telugu. Prlsa in Tamil goes

under the name of dugai' with the second letter of each line recurring in all

the four lines In yati both the vowel and consonant of the syllable must agree

with its counterpart In prasa, it is enough if the consonant repeats itself. Alliteration

or anuprasa is same in all the languages. It is a verbal figure of speach (sabdalamka-

ra) and is optional, ordinarily.
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so «« 3*u es>© i>se^ sa£S8om3 s«s»a aaaeorc> sr»o» |K!ro

<j»6. an»<££ e&e ^>«s»»^S7»s"aj» <swfce5
s
d»t» 3c& $r«a<sjtt>ejsr»a»

Oovia a'S
>

$e>5
<

>ai>»0»:)2 ST>«Rj dkifc«»oa»e3 SdSsSSxs. ec'fl SPtSc

^5*SS3*dS30 ed 4t a>rtfc <&«*» Sofa 3a»<j&*>So a&3<r>& 3»ac

l3uoo°^& 'c&o' «3a 4oa. wc'rt (d»s »^%& aa$o£* d»aa$&dsp

^Oo t-rt> S»SJ»© «3 SdS>3>o5
ea»t» »&)(*>»»> Sr»B» tt>8:o33§

t
S<>C.

aaesa^* w&^rciso |d»o»S£o Aoa. £>c aa esse* d»n»a S'asao

wS^SS* SW«5 $o£B$cJkon» &oCe3 So^if JkJ'jgC qg^oo. '»o(S3*

spoaojds^ ;>S5(d»5 "S>1a cass*' (»o&. 8o»^. 4 »$•£ 335j.)

1. 28co6* S'Sd'oM^ JF£*P$So£* 3^'SoSofiS 3oA«W^ Srnp»X

(a) BoJ^O'eool tffcgP Soaaoj. BeofoS* qS 65Xct>05. gS^SoG*

ea»%3& fo& : I &&!})& fo& : U *~

U U = «o

1 u= •" (»)

u |
= m

I I
= 00

ja^eoS* S"S3obo3bs&l aatfaoso, Mea n»t3fi* o$m% "Suao

as^ Ka»o& as^g ©a»3j a»oa>o38o 3as«j«i* »o^o»<jiio. sajaoS*

5»6'3o83 SOSo: 343385 ASs. ©ax^aS Sx>oa> &5*g o5»Sj 3cbji5

aa^a. aa^oS* 'as's 2 ^jama, i^sjaajosTPS caayn&s ac^iso

«oj aoja» '-sio?' «9aja>oa.

SoAtf ^g^ofi* UU-IU-UI-n »3 «* sr»«»Ha»o;to caKo»oou»eo.

oar^a KereSo 3x083 a^goSMajoCSije so^a ^^oS^S: 3a^u<Soa.

'&>& «(« oajnp^ 32p$n» aas*oai3«' (aoft. eo^ 4-64) '«(p»5>
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But yati and prSsa mentioned here are to be understood not merely as

applying to a stanza but to a musical composition like padam too. In padams yati-is

not merely in the form of assonance (aksara sajStya rOpa) but in the form of respite

too; it means there wil be respite in singing at certain points For example in

vastvaila, a variety of defeuia, it is enjoined that there should be four yatis in each

line Similarly in instrumental music regulation of functioning of laya (laya pravrtti

niyama) is called yati Students of music are famdier with sama, gopuccha and

srOtovaha yatis Among vSdya prabandhas too there is one called yati Similarly

we have to remember anupjSsa (alliteration ) in the context of prSsa In the

composition of padam anuprasa plays an important role. According to S R it is

a rule that in the composition of elSpadam the first verbal unit should be in two

parts embellished by alliteration.

'anghrau khanda dvayam sSnuprSsam Ekena dhStufia'- (S.R.-4-33)

1 . Matra-ganas touched upon in the commentary, though not in the verse, are bemg

explained

a) Ganas are metrical syllabic units A gana with two letters belongs

to atyukta chandas in Sanskrt In Telugu these units come under upa-

ganas(subsidiary units) In Kannada they are called Brahma ganas; in Tamil they

belong to Irasai A laghu is represented with I,guru with U. If prastSra is done

for a two lettered unit in accordance with prosodical rules they will be as follows

U U - ga - ga These 4 permutations are called

I U - la - ga Rati ganas in music

U I
- ga - la In Telugu the first two rows of

II la - la permutations are omitted in any pras&a

Thus here only the last two are accepted Again prefixing a laghu to these units

starting with a laghu is also the tradition Thus the units UI, in are called Surya

ganas in Telugu In Kannada the first two rows of PrastSra are also accepted

prefixing a laghu to those starting with a laghu is there Thus the 4 permutations

UU,nU, UI, HI are accepted as Brahma ganas In Tamil a'nirai'may be in the form

of two short letters or one short letter and a long letter, either by themselves or

in conjunction with a consonant These ganas come under Irasai eventhough there

may be 3 letters in some units In music also the custom of prefixing a laghu to

the unit starting with a laghu and accepting it as a gana is followed 'kintu tatra

lapurvS y6 t5shvada vadhiko laghuh (S R 4-64) KallinStha comments' tatrSpi

laghupurvesu adavadhiko laghuh kartavyah'
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(b) &J»^ST»e '2s0»$' *>OSyj.

U U U = *5

I U U =<tt>

U I U = 8

i I
u=a

U U I
=*

I U I
=8

U I I =«
I I I =3

>&. aWBoBaa&Seo S&3 e3Pj& «CJ^Ss 3»o& JS}5*S eS»% 30yJ

3eoft>«* 50(a«0»eaej3 Kerts J^BOPwo. (o-SK-a-ae-fS-Se) . SStfiaB*

5*e"3oJ4s 2S&a«o JSfieSooB eST'jJSxjSb eftolj) SScooiSo 3d)3 33j Jfc-SX-e-

u u u u

1 u u u

u 1 u u
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1 u u

u u 1 u

1 u 1 u
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1

1

1

1

1

u

u

u u u 1

1 u u 1

u

1

1

1

u

u

1

1

u u 1 1

1 u 1 1

u

1

1

1

1

1

1

1
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(b) The three lettered unit called madhya chandas.

UUU" ma-gana ! These 8 permutations are called

I U U - ya-gana - Kama-ganas in music, of

course with prefix of a laghu
U I U - ra-gana ! where a unit starts

with laghu.

I I U - sa-gana ! In Telugu the process gives

UU I ta-gana ' (ra-na ga-ta-sa la-bha-na la)

6 units only, after rejecting the

I U I - ja-gana ' first two rows And these are

called Indra ganas In Kannada,
U I I - bha-gana ! without, rejecting' the first two'

I I I - na-gana ! rows we get (ma-sa ga-ra-na

ga-ta-sa la-bha-na la) eight units

which are called Visnu ganas
In Tamil they come under 'miJrasai

c) The four-lettered unit called pratistha chandas

U U U U These 16 permutations are called

I U U U Bana ganas in music with prefix

of a laghu where a unit starts with

U I U U laghu In Telugu, rejecting the

I I U U ' first two rows and prefixing a laghu

UU I U where a unit starts with laghu we
I U I U get 14 ganas which are called

U I I U Chandra-ganas In Kannada all the

I I I U 16 units with a pre-fixture' of laghu

U U U I wherever necessary, gives what are

I U U I called Rudra-ganas. In Tamil these

U I U I come under'nalasai

'

I I U I

UU I I

I U I I

U I I I

I I I I
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«« 16 sp^c© Kn»e». bk2& So^a^^ofi* «r»e>Ka»e>ou»!k. t>$p$a

iWoS &00& oSwi^j dtijuo 3S S&r>n* oSfoxSjoa. 3e»?bSi* 5°6

3o&35SSc5Si 3dv) o5r"c&i«& &oo4& e>&o%ov)«S CSoifiKeFto S{5\£0,1O3:.

KCPeJk &|a«CPoocr»&. aa>«o<5* $2 'ia»efl' (Sofi& Sd»au.

6 JSP(«o KCPSl '$' fo&3 3o1*o

5 SJ^ae «0»»S '5' fo&S "&&,

4 SP|3e Ka«33 'CS' to&S "&&.

3 apjae Ka°35 'a' Kn&a "&&.

2 aP(3e K*J»3S 'b' fo&3 "i&.

3o3, CSasS", (fi, ftjj - »33»a wa S'ajeS' S«1i>05 TioaSa.
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The mStra-ganas thus derived are given the following symbolic short names in

music:

a gana with 6 mStras-'cha'-gana The first consonants of panca,

a gana with 5 matras- 'pa' -gana catur, tri and dvt-indicating the nu-

a gana with 4 mStras-'ca'-gana mber are taken as symbolic na-

a gana with 3 matras-'ta'- gana mes.

a gana with 2 m2tras-'da'-gana



ao8o tPjSOoac '3»o85 SOeW Sona ^^osaos
SOoSo Bto ^2ot3»a {BUS'S: SOo&c |U^S1& 28

0»n («pr»£p SX&aj'SwiS So&ijSo^S8 ^SjSo^S* s°530S°) SCO,

p3B, mojjs, co, 7Pn»a 3?"tf| a7»u*Sa2 3? s™^ Sfejjs 'ctee'

t»i SiSo oo!T8o "S"4cab "&B56 3H3 utfOo g8o030on» SSjSo, dSbSo,

BSjKj, co3*«pS., 7PB 3?«r»a.^ "3"6jCb "SOS* Softa *\j^ (Ho^el

§)_33 3'SjpO 3!jje5a wtfOo fi*a>\3joa.

SJ»gii (Kotfge, *• afi^oS* 'Sle' w3a SS^Se, «a#o, 33:to, e«o

3»«pa.
?
7T

,

es 3«<r>a. "a»tf3;s 3s <r»a.ffj 6oor »oAa •e^sliS^oSo

tsss^Bo. so^os* ga^fis «a seg^u^ -»« o3 s«s ajora^ 3s«p>fi.e»

&PC i^toSu&Stg »3:§Ve. -& 3a.c&o6*S*oa »S^| 6^t» S3u&

ifaoa. »oAa eo»^sso toesswej 3:§C **•& "* 5 «r
"a.e& ar^'i

aaajoo 3& !isr> 3Sj\oa.

'sco two 7fo«o(0 paa»3»o«> sr'S.dy

*~

-(4 «K3»$- 144*|)

a>a (Ao«so & ?6s»8^»cssr»^ 3&p »a ?go &.st3 3V°jtto. ^«as

ao^a s»e^ >«!} aosueasoss ((!.?. 1700 ^». ) a°n»3j q£ i*go

(!J»& 'JWSjS ScpScSp' wSPjBj. i^O^ ^^off6
sr»a.e)SSofi ^gj«j»eo

3SS\ssi'3 . 3J5S2je», erg^d&eo 4* aaco£*S oaot5So"£j ^&t 3 ctagr^.ei'i

faesj] s^os 3>j», Softa ejpjgeo ^OsoTo »ao«e s»oo£* aoja

ai^ja.

a»g oo/W5o qotS* <3oa 63»j [SSpdSo to. aiteWP dcajo-O

"aixsvkis wtfao. «< cso ^e^ s»&>. «« (jio«go& sjp&cas

aa^s*o "sg'a (i.«. 1402-1407) as s»n»<;eos>e cyc&d 9<&ig»o£*

an>jg6«»ft^ aa^ar' 'a,a%n»g skacffdAS 5°syiS, gsgsiioto'Soa gs

t^^s' (7 sa^o) »a^»s. «. gs s^b« '550o«r>.«feoe
<
5'a»oaj gsdS"'

w «pS.«*a {WSoS:So»oa5 t»n«i3aj 3KeSSot3an»& tpSaZlio~vt& qgi JS

«sjaocsafta aospoo.
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Verse 28

Tr: Just as gold affords us pleasure in the form of ornaments of different

types and names, 'deiaila' composed in any of the indegenous languages spoken

in the countries of KarnSta, Dr&vida, Andhra, Lata, Gauda, etc (languages other

than SSnskrt or PrSkrt) gets mentioned in musical treatises under different types

and names and affords us earfuls of nectar- like pleasure

Com: The author says that SangTta Sastra has recognised 'desaila' (eia

in different regional languages) in Kannatfa, Tamil, Telugu, Lata-bhasa, Gauda

bhSsa under different types and names. The use of adi' in the verse meaning

etcetera should be taken to have been intended to indicate other regional languages

too. In this respect there seems to have been some unstable conditions S R.

delimits 'dS&ila' to 5 languages saying thus'

'karnJta lata gaudandhra dravidanantu bhasaya,

dSsakhyaiia budhaih panca prokta manthaditalatah'

(4-114)

Our author, though he has mentioned the same languages, has added 'adi'

(etcetera). Pottapi Venkataramanakavi (c.1700 AD) posterior to our author,

mentions the same aoka but with 'elassapta vidha jfteya', making the number of

languages s'even N S. mentions 7 prakrte undenr the name bhasa-s Although one

among them is called diksinatya (language of the South) Telugu and Tamil are

mentioned only under vibhasa-s We have to take it that musical composers and

rhetoricians have been recognising more than these 5 regional languages This is

the change that has come after the composition of S.R.

An ingot of gold at home does not afford the owner any pleasure until

it is made into ornaments This idea is not new VinnakCta Peddana (AD

1402-1407) in the 9th UllSsa of his work K.A.C (9-7) says how can one adorn

himself with gold howevermuch he may possess unless it is made into an ornament.

Similar is the idea in our authors's simile 'like gold becoming an ornament'. The

main idea to be taken note of here is that indegenous language came to be

considered valuable like gold and compositions in such languages were considered

similar to gold ornaments.



•8* (Ko$o *»ol03 e^o'lb S»3 (Suoae&n3P SSe^nap s^Ss. <SX

33jo$8356 «soflon» SSr«(«J'ii Sd3 833 3^$o$u&oS5;5ja. esofij^a Softs

S^SS^S S'iSaeB dSjjSJ). 30»(S«ofio sa» tvptkmt SoAa a-as

%o»i$^oa. sKc3s&><»3 SoAa CSPC&d ((I.*. 1134-43)S* j^bo
0»3}KP8j «£J°aS §^3»e», ScpTjo& foSoa 2P|ao o=D<>Sj 100 §*3»e»

*Sjtg 3w3Joa. SS«e>o &ij«d'>eo3 ((I. 1175) Sofa* SjCSBoS*

a©|?'SFon»S&, d»8>ccS2g)3 'Softa SSSsdSj^Co'S* So(JS3»on,cS} 3e» iSaofio

3ivv4s4oa. *»s
a &$>;> aoAa eo^sso ((I. s. I230)e* 356 ac ^ao«

$0»e»3a^oiJ. &3 |KoBS8 30° >SS7»SP^ fooo333^&oc>3 aSSo

[SSg'SjXod 28Ss (S'ieSj Kj6o-3 5eoS>tfcJJ''i&.
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#3e' »3a £30' 3^2,0

KSoS 3e» d*Sp3i; S^CpSo Spe>orc,\5;31> 36d5p6. esoS>3a s)S> a S'ofl,

(Ko«so suosspaj so»s^ fbaoassto 34 ses^o 8Kb roa, sseosu&ajoa.

n»So Q»aj2je>5M ^aocorroSM 3u8"a33" 3b£57p;5o w3S)O'&S»0t»oa.

(Suo!5 ori»a ISosic&wJ S°8 SSdko. -CSofiSri, woo, eoK&oea, c&Sjeo,

0»KJS», 832S», spfi. iluaeJS CtS 3cft>&0 2© [SBop»e: 38xsje3 «S5bc

£e>3 ~do&> 6s»et>. Sc&SPojSO SOxSJeu. ^33 wSSxsjeo. 6a»3,8fl»3S

OTPCSSSi «< 3dfc5P«» D3 6oS$j SHotJ wS eSSxSo. (Sooted Sjcj

(l)apS [3t»Oe«o(2) oS (Suo!3'a5^3) 3(Slo [Saot3»e» e>3 &j»8o 3c»eo.

37»B (SaocPeo fia 3ta?eo. U&g 3S^a Spe»a SS a»e»6* c-5 n=35*

>3s. s?3 spBapaw. 333 spaces «a spc» »o*j»oj. Sea spajs

uog=e 3&&> 38^3 JP3"! «SiS£»o»oS "&&. & 'Sofia Bs°©& ©JoVasJSa

S^ltPoj. Sofia Bo^SSoS* Spa (Saoiyus 8+ wS paoceu 24+3[2ls

|Sejop°ea 36- "2wdo 68 33^43. q3s»5 ;>eHapa [Ssx3Q°e» . 7, SPSS

[5uo$S $D°eo 63)3.

3fl» Sfio^ S&Sj (icac S^Ko, £*5»;5jCPK3j3 frcK^o, ?*S£0,

gB^o, Q°8^Se$o "aaaSii fo£T>eo ^o&x!)* ^oSoao»oji. SoAa 8o»jSo»3j

»&3eo3 3o& 56 So^ SdSjSjo, ^flSo»3S 1>&, esft^SS, (d°oo e^3
6^033. wu»^ n»»(gS30 6oa. 3e>& S1© "aoiSj >o°ff* acih Sn»eu,

ajpfi6>e5oe* "3oa» Sn»eo, &>&Zi>iSo§t Sjpas, o6*d»ao€i* t,gt5 "aotfo

16an»e». HosttoS 3i»n»o^3 fiPS SD»e» w&^aS* SPda »oaardSso7?

6ocr»S. la HoU'i «&S (a3P«o &SJ=e. 5*5 '3o8o ^n»6*3 056 SiPSo

Sa»«» 2gSo. a»^ i'Boff5 sao Se^jpapoS«o7? Aoa»8. o5*>ao5*3



The present work is conceived as 'Sankfrtana Laksana' and not as either

'Prabandha Laksana' or 'Pada Laksana' Composition of a padam is touched upon

here only as an adjunct of hymnody So some difficiencies regarding the science

of music are inevitable Ha prabandha or SIS padam is an ancient mode of

composition SC of JagadSkamalla (A D 1134-43) is said to contain more than

a hundred slOkas on 'Sla prabandha' and 'karnataila' is said to have been covered

roughly in another 100 slOkas HS is descnbed bnefly in S S of HanpSla MahTpSla

(cll75AD)andSSS ofPSrsvadeva SR ofSVngadeva(C 1 23OAD) mentions

356 varieties of Ha Our present author is speaking of 'd£saila' in so far as it

concerns him-without saying anything on the general characteristics of £18 Since

'dSsaila' is just one type of '512' it is necessary for us to know the concept of

eli at least in a general way Hence some explanation is offered to the reader here

in this regard as also under the verseNo 34 where 'mbaddha pada' is dealt with

Music framed in dhStus and prabandha anga-s is called mbaddha gana

The jSti of a prabandha is decided by the number of prabandha angas present

in it Again prabandha-s are of two kinds, namely mryuktas and amryuktas Those

which are regulated in respect of items like chandas, tSla, angas, dhatus, r3ga,

rasa, bhSsa etc are niryukta prabnandhas Those that are not regulated in respect

of the above points are aniryukta-s. For example rSgalSpana has no regulation

regarding any of the aforementioned points, hence it is amryukta Prabandhas are

classified into three groups (1) Suda (2) all and (3) viprakirna Prabandhas Suda

prabandha-s are a particular group of prabandhas sung with one of the seven tSlas

mentioned as sOladi taias earlier These are'suddha suda-s These are called

'sOdastha-s also Those that are located somewhere within the range of these suda

prabandhas like 612 etc are called 'all prabandhas' ViprakTmas are those that are

different from these two groups S R describes 8 suda prabandhas, 24 all praba-

ndhas and 36 viprakirna prabandhas- a total of 68. Besides,there are 7 sSlaga suda

prabandhas

HSpadam has an exalted theme Mumficience (tyaga) popularity (so-

wbhagya/lokanuraga), heroism(saurya) bravery (dhairya) and righteousness (dha

rmikatva ) etc are praised in this composition It has a fixed number ot padams

or units with a name, a life force (prana) and a presiding deity for each It has

its specified procedure of singing(ganakrama) Ela has 5 padas or syllabic units

in each of the first and second lines, 2 in the third, 3 in the fourth and 1 in the

fifth The total number of padams or syllabic units is 16 The first syallabic unit

in the first three lines should be of two parts each, with alliterattion Gamaka has

to follow the singing of this first syllabic unit The last three syllabic units or padas
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aao 2Ptos»&a SM[a5* 6oo»s. SeXs ssjoo, a^eca, sos»©, jsecpo

Ss^ SPife* D5* t,S o»«o5* d»Ce>3 ad5>&o. SSsjpo 5»S ©83 esjpfla

(JtSJWj t,St3 dHJoJM). «« 16an»©ao 'SoS^S Spjp 3»& ({feSo «»

at 4 a*£off*a 5°C3ao Sg (13s 3ao) SSwftoSSe&aS SSsp*sS 5*$.

JtoRoCS&a SboKCP^eoS S*B. Sa°S^ "S"Eseo7i», "&"&<£ aa»o"i03, (Sod

|d»»o, ^s »a3sa, as&^js caosj), &<s [asjjs mss ashes' &o

^o»a^" «« aaon» spssks^ ^ &*6'ofi

"3&S apiStg/p wox$ 5o» (SaoBo 1) Ab^o 2) ($&o 3) &j£i*ifo

e'S &P& cages' (do»&so srasoa. a»a 3«fca«&Son» >spd jWj

ScceSsos Usee 3CSs 6D*}3'o56 d'CoS 123 Sfio '3>cr>SSSo' vt ft

£3. n»3 [S&oS* MS >OoCT>e. 5*8 3o»s 38ffl»6* 3e>3&3 ass

Sa(8di)o6* S°£) 'So&otSa SeofiSSPSo^Xj 23P5*n»S^ (ajaSPJSo^Sj

d*n°0. wctf 3»£ftb»0oS*3 3spaj3o»£j 3"6 3o4ot& a»a^ar»ao5*a>

3jr»s
s
n»3^ ooooa spaortk >o»o. qa 2c >aps^oo. $< so»sao

HBo, 3P(3o, a"3o, #3o «S «r>«» Ss»eo. esoasff* «3o &»& 383

8ofl> Ao3 asJ^O^w KePeS* J8j2a. 5 SSKCPeSoo t,5 ^»o5' SP3j&

js»n»sa. 5 8Ko»o fca t,s skoo5* sp3ja 3«o>so. 5aKn»o Sua ts

sk»o5* sp'Sja son»sse. 5jsj«cj»o &a t,s dkKcjoS* sp^a $p>3a.

3i3 fCS«cs SK«°&e>& agjabeOT Sc&oo So 93 0O»e», (Ss»CoaOSS\«3a>

15, 3m8o qS 112 3o°e» JT&oa.

2P(3e »^a "3&S 3bj3 B8, s«&>, tra, a^Ko'eS' (S3x>n» 40s»e».

eaHeroS5 11-11-10 ©SaSjeuo^a ea a», 5'SMej'e5f 22-22-20 ©s»

%e»o'2Sa -S ^*. CPoKn'etS* 33-33-30 oSw^jeooSa tPalfo. 2>i5

rts»eS* 44-44-40 oSa^eco^a CSoja^. (o$a 3os>£» e-S^S^ i'n'SS

3!5^m42,. &T>& Sovgn SS&ai? SSiPSo d»D»o& oS (JS!f&ct>6.) SoaSs

ca^SOov) 5t5«W>«»+1 8?too5* qo&>&e; 5 SXCPeo+l^itoo ^82^8;
l-5«oo+3-2Ka»eo +l3fioo +l^Aoo-a«iS5a; late+l»to+4Ci«a»eo+ 3s«

0»«e+l<S«EJO+10too-SS5S^- qtto 4es»eo. «&SSjo»J^aiS6oa '3S3S

3ijS JPCFSa^a^ S^te <5o«Si>oda SP(3o 3 4es»3,«Pau. Q3oa&>

a:o»a^SiS6oa ^ea ^yajo tojxjk&o sda spjjp 5o«>c ^il^& «a
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of the first two lines constitute the pallava The fourth line should have a syllabic

unit or pada mentioning the name of the hero or leader The only pada or syllabic

unit in the fifth line should contain the mudra(impress) of the composer (vaggSyaka-

ra) It is enjoined that 6l2 should be sung m one of the four taias called mantha,

dvitTya, kankaia and pratitSla Singing should be started with visamagraha i e either

aflta graha or anSgata graha but not sama graha KallmStha's teaching is that having

sung these 16 syllabic units for the second time nySsa should be made at the first

unit of the 4th line, called'dhruva' SmgabhupSla's teaching is that having sung the

Sth line called 'abhOga', dhruva, the 4th line, is sung again and left off Showing

the serially numbered syllabic units or padas in boxes, their prana below and the

presiding deity above, dhatu on the left side and other details on the right side

the format of £13 can be represented as in the format given.

As per the formatshown SIS prabandha becomes tndhatuka with ( 1 )udgra-

ha (2) dhruva and (3) Sbhoga SOmeswara and others who considered it caturdhatu-

ka said udgrSha shall be the dhatu for the first 1 1 syllabic units and the 12th unit

should be sung with 'melapaka' - different dhatu. There are definitions for the

ten prSnas indicated below the boxes They have to be followed while singing

In the Pallava of the first two lines, the first two units (3 and 4) should be sung

in vilambitamana and the last m drutamana Similarly the first two units of the

4th line (dhruva) should be sung in madhyamSna and the third unit in vilambitama-

na These are the regulations of £13 m general

Elapadam is of four kinds namely (1) ganaila (2) matraila (3) varnaila

and (4) dgsaila Among these ganaila takes its shape with the three-lettered gana-s

familiar to us. Five 'bha' ganas plus one 'na'-gana per line makes for nadavati,,

five 'ra' ganas plus one 'sa' gana makes for hamsavati, five 'ta' -ganas plus one

'ja'-gana makes for nandivati, five 'ma' -ganas plus one 'ya'-gana makes for

bhadravati. By modifying these 'bha'.'ra'.'ta', and 'ma' ganas 93 varieties are

obtained. Other types of modifications yield another 15 varieties. Thus ganaila

has 4+93+15-112 varieties

Matraila also is of four kinds with (1) rati ganas (2) kama ganas (3)

bana ganas and (4) miSra ganas respectively. These ganas have already been

explained Thus if three lines are composed respectively with 11,11 and 10 laghus

consisting of ratiganas, it is rati-lEkha If three lines are composed respectively

with 22,22 and 20 laghus with kama-ganas it is kamalekha. If three lines are

composed respectively with 33,33 and 30 laghus with bana-ganas it is banalekha

If three lines are composed respectively with 44,44 and 40 laghus with misra ganas

it is candral6kha
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fe$fi 33 e. jpfiiff* eojJuspoSapo 6,7,8 e&iFetf Sp<S £oi»o&-

(6+6, 7+7, 8+8), 29 e&ce S8& tfs^S). sw qfi 24 us^aboft-

qoS a?o. & Afcfltf
1
SrtJjB&acS

1

v Soltek at3 #(1) Sp"^«

(2) «j>Tjo(3) 7Pcle(4) w|go(jl) ptfBe «& 5tSs»e»,

ft o n « n «- ^ in
»&•« totooa. JioS, fljH Sore, lSSbW &# lS BMfaS

1 6o6&~

SM^S&y SI'S crtsreo ScBte'ea.

(j) 1. sroWfl: 5<Bte»e5+lateo, o&cKo. &o6o»$o.

2. &ofc»: 55«c!Ho+l3foo. !ro5*oa»«o. 6j&dS>o»eo

3. Socwsfl: 5aita»«»+l8iioo. SPeaiSSpflo. i36e»$o

4. tficssfl: 5S3Kcr>«o+ ldSsJ^oo. SSijOTo. Sos»e «r>$o.

(SP(to $yi» CSP^ £ poip 2»o»33 23, 29, 29, 35 SS3}

&23w- e&S&CJ'&ib'Bofl1 $ 38fi> 2F|3ee> CiPcw)
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AccorduigtoNandjschoolS'cha'-g^splusa'ta'-ganaperlineinakes
for Indumati; 5 pa -ganas plus a 'ca'-gana per line makes for Jyotismati; one
- cha -gana plus 3 ca ganas plus 'pa' gana plus 'cha' gana makes for Nabhasvati,
one da gana plus pa gana plus 4 'ca' -ganas plus 3 'pa' ganas plus 'cha' -gana
plus 'ta -gana makes for Vasumati Thus these are of 4 kinds

According to Arjunamata the afore-said NSdSvati and others become
4 kinds by breaking up those ganas into matras.

According to Dhananjaya school if the number of matras are observed
instead of ganas m rati-lekha etc. spoken above they become four kinds. There
are another 4 kinds here Thus MStraila is of 20 kinds

If merely the regulation of the number of letters (vama-s) as against

the regulation of ganas or mStras-is observed, it is called vamaila The bifurcated

parts of the first syllabic umt in each of the first three lines may have 6,7,8,
upto 29 letters. Thus it is of 24 (29-6-23+1) kinds with these lower and upper
limits of 6-29 letters

Now, 'dSsaila' Named after the regional language in which the 'ela'

is composed, it is of S kinds namely (1) KarnStaila (2)LStaua (3) Gaudaila (4)

Andhraila and (5) Drividaila.

KarnatauY This is the most important of the Desaila varieties. S R.

devotes 12 ilokas to this variety and covers the rest in only 4 slBkas KarnStaila

has every one of ils.three lines embellished by alliteration at the beginning, at the

middle and at the end It is sung in one of the tala-s mantha/dvitlya/kahkaia/pratita-

la as is the general rule for Sla-s Mostly kSma ganas are used in this and we know

they are only the three-lettered ganas familiar to us NSdSvati and others spoken

of under galiaila take their form with these three-lettered ganas So these are treated

as one kind of KarnStaila Under this category the regulation of ganas is jRmited

to the bifurcated parts of the first unit of the respective lines. Thereafter the

composer has full freedom But the rSga and taia are fixed The followingt are

the deauls

a LNSdSvati 5 'bha' ganas +l'na' gana- takkaraga, mantha taia

2.HamsSvati 5 'ra' ganas +1 'sa' gana - HmdolarSga, dvitTya tffla

3 Nandavati 5 'ta' ganas +1 'ja' gana-MSlavakaisikaraga, pratitala

4 Bhadravati; 5 'ma' ganas+ 'ya' gana- KakubharSga KankSlatSla

(In terms of matras these are respectively 23,29,29 and 35. These are exactly

the mStrailas according to Arjunamata)



(b) &>3\p: 5*8 '3o&a'a»e)& 2 S»SjKS'>e»+l tSSfeo; tPepQ^^^ -

SjpS6 3»a»3§ 4s»&KB»e»+led too; «a SsCr&(d»»o (?c5 80 ^ap

&r«o») SbftOSa ;j>o»Sa3 S3 SefrSjo ( cfap«s»eo STtc).

(c) s»&39: 5"S 3o& d»o»e& 4 3»SsKo»e tf'SyS 6ot?»eae. «*"s'

&0'>£&>|»)»3o. 2SdT»£
6>n'5l 8 s»S>Ks»a. MasjCMjoc&^^c-

(d) a£S3*s>: (se >n»ss 4 s»a3«o»o ysys &j»& i»o«e& 3dkss^<=-

(e) <S(03sp: S^e '3o& 3»o»e& 6s>SiX<3»eo+l 'iiPMtoo S'SjS. SiT^o

;W5o6* 8 S'SjKCT'q:. sirtfc d'O^Si «a Sj5J°coo»6^ sJS5i3°«5>-

a»?l{j»ce» iSp'SSl S3.

(f) $08X58: SiT'&^c^Ss d»n»3S 5 s»&Xo»e»+ lOSXao+1 s»&«cao

6oC»8. wSjifc SoS^a ^cS" -5oSScoi$Sxi ©Ssj£B*cm (t,S S«SiAcr>o

a&^s 3d5j*££>). 'Soaj >a»e oses6 sat^ d»a»e ases* sjr»£*

Zr>tio seSrwoKe 28o 5r»Sjd esfi '$«P38o' «sSioC5jSsot3:a. (-«£•

^3§ &oo 40, 41 5d»£© sg sajoa).

ffltaJPco^ p»Sgoeo: cIjoS* d*o°oo»&(»(»&o 6ot»oa. B<SS» e>"*5

5H». TTSeff6 KSiS»&(>ae»oaSj; 8-S)"ti 23o aotxoa. wotfjeo
8 S«so

2C3S KSsS S^ea, a"n»o*nu, 5^°05, JiPSFe: iou'au. ipoaex©"
6

e&^S 6oK8j s>3 Sd°Q3 SPSPeo u^Ces. -tft 3!)\S £)ee5) £u/\€>P5

e&CT>e» StgfcoS* SSrtS'&i S»S SofiSjpJT^ Sr»(8o 3*^ 3»8o n,S*-3

oss sn» spoja&aoa.

TJottj &&(>* »3j(d°S 35ooG» S^rts* j^fioff* »Sj(£»S Aod, (OsCP»

fiW «Ss(i'56* SpS, >es >ct>3* ^Son» SJS^B BrtS'&s ;3»«55»

csaxsoA s"3o€* «?x D'H-es-ao-sja <5so»a a&soo 6o« s^Jjs
sa.dsr'iT' « «^oo Ao'fia 'sti>k>' «sj&oa.
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h Sul£kha The first two lines have 2 kamaganas plus one ratigana each
wit 1

' alliteration at the beginning The third line has 4 kamaganas plus 1 ratigana
V'lth alliteration in the beginning and the middle. This is called ratilckha too Riga
and taia are fixed as for nadavati.

cKamalekha The first two lines have 4 kamaganas each with alliteration

at the beginning and the middle The third line has 8 kamaganas with alliteration

at the beginning . the middle and the end Raga and taia are as for HamsSvati

d SvaralSkha All the three lines have 4 kama ganas each with alliteration

at the beginning and the middle RSga and tala are as for NandSvati

e.Bhadral5kha. The first two lines have 6 kSma ganas plus one bana gana
each. The third line has 8 kSmaganas.AU the three lines have alliteration at the
beginning, at the middle and at the end RSga and taia are as for Bhadravati

f Chandasvati If all the three lines have 5 kamaganas plus 1 ratiga0aL

plus 1 kama gana each, the Sulekha becomes Chandasvati. Similarly an extra

kamagana in each line makes the other vaneties also chandasvanta-s If a unit

equal to the third line is added either at the end of the first two lines or three

lines, then this extra unit is called 'sikhSpadam' (This concept occurs again under

the verses 40 and 41)

Lata, Gauda, Andhra and Dravida 613s Lataila has alliteration at the

end of the line It has many rasa-s. GauQaila is devoid of gamaka and anuprasa

It has only one rasa. Andhraila has various types of gamakas, rSgarhsa-s, rasas

and bhSvas Dravidaila does not have alliteration but possesses many rasas and
bhavas. Other regulations are common to these along with KamBtaila But in

chandasvantas a fourth line is composed in excess.

If there are four yatis m the form of padaccheda in each line and

with alliteration in the third, fourth and fifth lines (the latter two covering dhruva

and abhOga) unregulated in respect of raga, rasa, nti, vrtti, dSvata etc but

following varnada in other respects, it is called 'vastvaila' (Vastvaila has

regulation of raga, rasa, nti, etc.)



*>«• ^uo5S»e» a3» So»«»n» 6otXP> S0£5. SoAa Bo^SBo JPtSI JjiW*

Sas^S EPtSS So(«t3»OvH5o i)0" >SSP»| e^no £>e\8tKSo esOAoCS a©»

SCSy. Softs e«PjSO»S>5 SpO^gS 'Sofia SjcpSSo'S* Jto «3»a«S2o©ur>

ran »ccoa <3»o»:sa &r>\aiL ssjudos. aa3 ao^aa shafts 'aoAa

SSSsdi^'Oo'S* SP>CT>Sfl »J^ 1>&& 5r»0» 3JV)Sooa» «ao SSjwSoS. £«

So&otSa »S>36o-D £>»£* 3»o»SS w& ?m)5°SjS 6oo»om. (d»» a&Sj
a'SsS S*ti\S&io &i&p>Q°ii}%). [55 si»D1,oao£* JS&g iScarVto. «9U)"S

a8a - S
o35 «aSP[ae SdfcSoo 3&. SP^BoS* &e«$g cpSsSJ) O»5P0i

®c»l& 3aj s»arioSa'a> wH^aS* Sr»&S |Oi3 6ot»oa. eta:^ SPlte

(&3JS5 tr>& ^so 3csip^e <»73a n^Sio- (»oAa &>o°seo fia (Sgeoo,

5eAa SS:da=^eo 4«sa- 130, 131,132, 133, 134 &). «* .?Soqj»«»

Sio& (1) Z&uuhZor? 8fljo3Bo (2) d»CT>oaoe"* fi&g (3c3t»Ko 33\So

(&) SoS»3§ to, 2S3i3k&o&53oo K&SoSS/W eo*»e». Sofia {5o»jS8o

UH3S be (Swo«o (6c°abSao'3 SPSSo aeSV) "SaStJ m& Kffl'o SoSs

^n^ (12 «c3»eu) gioS|«dSjoff
63 5+5+2 Sn»eon» ScS&gSoCSda aSAoa.

£<age£ tD&aeo^ s»£*e» »&» Ao3»ew&> a«5 aa# '88^2y?(S'
,

5»acoS*

12Kjj»» (t5"g£") ac^d 'CoKf (pendent) vXat Sr-to .sa^uSu
go 'SBsapeo' ^p**&>. sjise 'a&«Pe>'£*;57» ^»c«i artbSo'Oj SJ^cPjifc.

eQ"?! ^3 5«paeo »Su<S Ao5\Sy. jjSjtSS &t SS^dio iP«e.
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Ela-s have been of many kinds We may think these have been

collected together and general norms for £la establisnea by the time of S.R. S.S.,

a work anterior to S.R says 615 is of many kinds and gives only 'ganaila' - nSdSvati

variety. S.S.S. posterior to S S bat atenror to S.R. gives only a ganaila without

even mentioning the name of the variety. According to these two earlier works

each line of an £la has 6 ganas. The first three lines have udgtSha. There is

gamaka at the end of each line. Then comes the pallavi. Pallavi has no regulation

of ganas or mitres The fourth line should have 'melapaka'. Then comes the

'dhruva' with the hero's name, followed by the last line with vaggeyakSra mudra

and abhOga dhatu. The procedure of singing is that after singing abhfiga, dhruva

should be sung and nySsa made (S.S gita prakarana; S.S.S -4 adh-

130,131, 132,133,134,sl6kas) We may note that these works view ela as (1)

caturdhatuka (2) with gamaka at the end of each line (3) without regulation of

gana or varna in pallava. By the time S.R. came the view that ela is tndhatuka

seems to have strengthened and the two lines with 6 ganas each (2 x6 -12)

have been rearranged as khandatraya with 5,5 and 2 ganas respectively.

Following this arrangement, perhaps, Arunagirinatha in his Tamil work 'Tiruppu-

gazh' composed 'Viruttams' with a pendent called 'tOngal' after every 13 ganas

or seers In other' viruttams 'also he has introduced this balancing unit Perhaps

this must have come to be called a sikhapadam. This introduction is enough for

the present.
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S.ii «^5 3Bo 3J£ SOotuoo 3toS°o&i SffiS

Ss.il MOOX5 55)0 aBotu, s
uoB aaaS, sj-oeaaaa «ojri«a>so

uoBoojSeaB S^
^>oifco&&> OHjd»S <&SjdS5 TStTZSu 29

a\i£38o, 5ao{S30o, B7"eaBo o~&
^S*** ^'J5*1,

c5?<;S
,}<

S5 '50o'2 aMScBon"

6oO»B3 SB DsMo 03j 30tSS33n»*S8So 0»g3»S <t$±<Sb 33»^8j.

^aais 24aa£o aa &ao3o, eeoao aa&a aa^aga. w°"k ^^
ajsS s»s ^Scssr»o<i5s«s Sana's asjsS »ca>3 -cpoj, oa-oae <so2a 'aao.'

aosaeaa '*go,' *o»<53»oSj 'cp>&>' t>H> |>eaas& sos^ja sp&sxsS,

3caajBi 'a»Si*go' trolKS). SJ»3j3$S3o»S 'caV wS 6^SyO) «a
aaaoSiNocsj&oojoa. a^sjjoao aaa^a «0(d»*3o.

»» as»co '3o& es»e». Jtoao. arcso. aoa&ota 3o£*aao. caress© « o © w
i& Ki& ©a*> S"33 Sd&Sxs s»J>, e(g

l
05osrtcS<&S3o s»S «5&ob» 3\aoBo

S»&oC e>©S^S 5*S'3;a e^O"© SO"«&j &0&&.

3o5*b8'2uS e^O'O Sr»&v did, fl^O So*T»c JM&ajo 6o<£a '^"S

aCo'. eslSs»!jo& &>6oa;3i> a^O © Wfl^S* »eoS8o3ag 5Pe» frcpeS6

sp&s Soaarj 'a^eo' oatocsj&otxoa. -e* soasjSa e&eaios^Sao 3a
26 3ce»n» vSoB-^^off' 33\adoa. 26 b^ct'oSj SboS do"£s «e"ot3

SPCovoSj 'aT'caNaPea' wowifc. BoSS a\do SoS) \doff8 '3o&) J5KCJ"e

Jba fixers*, c&Xfl»6*, aK«»£* 5r»cbjar» 3'n»s3 27 e&o'eo Zi>s«a

999 e^OTea D»S» &6&t3tx> SnBjBfloa.

1. 'eo&B a^a aaou;' e>35*tj 'ooBj03js's:» (jposaac^aj. (aoa^a

$o&oGt& o»a^ eiajaood a&xss»p>4£s5 'aoeosayS "a&5* t«
a^ao 6oa. qa 25 <$oD»a3 3oaoa. »o"to s^ool 25«jS

x
a»o>

6ot3»c3S>a^ar»*j. soss™ spqjKj ;»cj»eii>a s.sa«oo «"2>a axpoo $&s

CT»«o esLx&a^o t-S^As&aj eiowoaj. (4»+l5+3«5+ lK)'; 16 e&Oo
bits dtofl iocooa) Boot? spuj S»n»^ a^eon* Srthts&S 3Bo od
S^ititi «Bo ^&S*jp6.

2. aa scisff
6 Sago «^5j»o o^o aosr»^ adiajo, soasoj, c&o oaa'iJ

5*S»ij3 o»oo, &»a »33 Sr»c» iowox. *r»<fo "&&£ CSayBAcooi7S»

e-S 55^ Sj5* 3o JbBs»S "3o& -5*03^ SBJ»aon» MD 3tj\ ToBo
fc o*Jg 'Sdiitjo 'd'a'. '^fs' «sotj ao\ asuo. ^a asaiSdjj.

SdBosr^s so*^ 3s, £»osds>a5o 3s, (&o sx&ajo is spcjufioa

e>Sogo. a)& <F>eSdS>aoo ^SooB» i^a»cS* (afflPftoauaiasoB!
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Verse 29
Tr TfillapSka Annaya made it known for the enlightenment of those

who are blind to the knowledge (vijnana) of padam that the divers kinds of such
a padam, (as has been called 'desada' in the treatises of music) as related to

Natya sSstra are the closely knit vrttapadam, the nibandhapadam and the

cumapadam

Com ft has been stated under verse no.24 that a subanta or tinanta

is a padam. That means a stem with a nominal case ending or verbal particle

indicating person, number and tense as a suffix is a padam That which does

not possesss this 'vibhaku' as suffix is a iabda; for instance, the base or stem
'rfima' without the suffix of its vibhaki is called 'rama sabda' After a nominal
case ending is added on and it becomes' Ramah', it is called a padam. The point

is that which ends with a vibhaku is padam

Here musical compositions are called padams These padams are two
kinds- mbaddha (framed) and cQrna (free lit. granules). That which is prosodica-

By framed in or bound is nibaddha. That which has no regulation of guru and
laghu, no regulation in respect of number of letters and not bound in a stanza

but composed of letters expressive of a certain sentiment is cOrna

Composition of letters in a prosodical frame with yati and regulation

of numb? of letters, makes for 'nibaddhapadam' If it is a stanza of four lines

compos d of expressive letters it is called a vrtta Prosody or chandas is

described in chandas sSstra as 26 kinds based on the difference of number of

letteis m each line If the number of letters per line execeds 26, such

compositions are called mfilS vrtta-s Dandaka vrtta in sanskrt can have

anywhere between 27-999 letters per line, starting with 2 'na'-ganas and

'ra'-ganas or 'ya'-ganas or 'ta'-ganas.

l.The verse starts with the words 'bandhura vrtta padambu' Here one

should not mistakenly comprehend 'bandhura vrtta' (In sanskrt prosody and as

followers of the same, in Telugu and Kannada, there is a vrtta called 'bandhura*

This pertains to the 25th chandam which means that it has 25 letters per line

Four 'na' -ganas serially plus one 'sa'-gana plus three 'bha'ganas serially plus

one guru make for a line The yati is on the 1 6th letter ) We have to understand

it only to mean a close-knit composition of a stanza in four lines.

2.1n pada-composuon mbaddha type includes not merely the regulation in

respect of the number of letters, prosody and yati but the tala and pSta also TaTa

is a familar concept, though not its intricacies The sasabda knya in tala-namely

the noisy stroke with one hand on the other or with both the hands or by snapping

of fingers-is pSta. Literally p3ta means falling or fall A composition without

fixation of the number of letters or yati is anibaddha This one without a tala is

used only in vSdyas
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2.U «o& &aaao atSa&s

So.ll woa&oS 3.&C0S

C5\o5*«E3tJS»£ 3ySfl,a» 5as«£"

ssoas&js&o uaas*

SkoftS (Sc& &a3a&oee&35 &o&^ 30

«r>iis^asao, auoo aoo, tfpgaao »3 axpdot^ ssjaaa&Sa aco

«o45o7i» 3S»»o S5A iotpac. (Sa^JSS d»ue» S»»uo t»WJ»SJ 0»S

eegoo ePoOfi).

s^&aooa <*tfa ao3a soa&j «» ^a^ 32jSo e»s saa. 'sasossea'

SC^O'eir S5>\ Sa^EM 3& SlSOoCSSo ^oa&j »S °&j8_\S 35\So

"SoS
6 saa. jb« 3!q3» wtfals sespgo. soAascaajs ** ^oaoS* ss

'ewfi&oS' 'wofijOW&oSS"' »3 50»o5* froBo^ SjjSj OS'S 305*3*

soSLjaofi* uM^ca a>o[p,i«» svs wroo, «&>a''6
i

r8o Ko»caigo. a^c

sbsj t»37l
i

5jsa»(p»i n»s (3o»j»3 >ssj"iao »oax>&. ^asjooajaS <Soa

S^S'^oS (<5oa« tfi'&ih ~&<£&s) 33\u&o&. aoHiiS $oa&>\ 'Sn»o7?S*

usi3 «9cc«oa. so^aofi* jascijoa&j "&on> aMsajoasjj 3&fl> &>a.

afSB-csjoaso^ 'ioflcsps^a <so5*jkci8o (*4sas». «rw |Wro»as says

a<p$© («oao 1a»e$u> ajatso^goo. z&fo sa^a spa.es 306* aa.d&off
5

a&fo -soas^e* e&e |d»s» sta.'Sos »o?o. a&eoii1 'tjf3'

'dStfltf' »3 IMS' (3&on» 'eSsfi' '^s' 4j*p. <&a «^8 3»d>tfc<

orso. (d»»s» a-faj»(«rs)a. «a*o &o<5 Ma asa ^oo aocs.

ss^oS* «&e iters*; erajws di© to. aos^aoSV'X aaa3\a erts
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verse 30

Tr (Among the vrtta padam, mbandha padam and cDrna padam

mentioned earlier ) vrttapadam is being explained Vrttapadams are those that

blossom forth beautifully as though gold has acquired fragrance, from the twenty

six kinds of metres in the form of vrttapadams with aksaraganas and jatis with

matrS-ganas

Com The regulatory principle of a song or a verse is its prosody called

chandas From the root 'cadi Shladane', one etymology of the word 'chandas' is

'that which exhflerates' From the root 'chadi sarhvarane', another etymology of

the word is 'that which dresses up the thought like apparel' Exhilerabon is the

essence in both the cases Musically oriented as this work is the author suggests

only exhileration by speaking of beauty, blossoming etc through his words'

'andamulai alarucunundu' (Tel andamu-beauty, alaru-a flower, happiness, (vb)

blossoming)

In sanskrt the mantras of RgvSda are vrttabaddha (framed m metrical

form) YajurvSda is m prose form, mostly the RgvSda mantras form the corpus

of Sama vida attuned for singing Chandas is called the feet of VSdapurusa

(chandah pSd&tu VSdasya) So it has become one of the vEdtagas, a subsidiary

subject for the study of Veda In Slnskrt the chandas of the VSdas and that of

the secular literature are different In laukika chandas, the work of Pingala is the

most ancient The next work that has become very popular is V R ofKSdarabhatta

One can say that Telugu and Kannada have followed this work to a large extent

in regard to metrics

In Telugu prosody the yati and the prtsam are the distinguishing

features These are present in Tamil under the name of 'monai' and 'jftdugai'

respectively yati is caesura in the form of aksarasajStya (assonance), prSsam is

repetition of the consonant in the form of second letter in each line These should

have come to Telugu from Tamil only Kannaqa observes padavicchSda as yati

like Sanskrt and there is no aksarasajStyarupa yati, but it observes prSsam like

Tamil and Telugu
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©5m ScSJ»3o "SwOtS «o¥o. |3'i>c2
;

oo) e$«3j«u. fea^tPeo, 3o<JSwS£

(S^cSj, £oiSj%S&, 3SC& Si}o&S^ «&0*e>5, ^est.S* SP&5 «^tPe»

XaCbJJjeo. flSjdMjj s»e*S§ 2j->[3 »S Sob. (S'iSf^JiiptPc HiS^tfia

{foOds S»«i Sr>((y>). e-S ST\if 5>aoS( 6xjj6o!Soi e&Bo ojco^.

woiSSoli a&^as^ioS* 63joo3»2a &&>§. Kj6V>$;S: '00& Sr»|3eSH>3j»

acjSAS'S:;52j&J 3o& S571|«Se»
)

SjS'tf'jo'noff' Si7"& JSP^es esSJjaoft.

ii&VzG* ago "&». wS^S «o«o W, too '46"' «"Sb&0»o». 30£,3

3d»? «3 1x55s es^s '4e' &p&j. t.s psco s»» aeo s»a ccsstp^s

t.g S^obSo (&>» 6^00)5* 35n>S 'AsV »Sjtt>oa. JL (3-»$c Roof*

ws^osot? 5SP[eo o»&. 'ajda*' »3a "3o& ^jjb»c» s»a, 3o» t-s

Ipajo a 6«o s»s, C3WW& >ffl5* sr»4ma s&oa. *« 35, aj«»

"3o&5 &7*&> a^eofo »SjiJP '4CS ocS KSPeJ^SPox.

SiK^O*© «&BKO»e», SST»(Oo 33^.5* 30^ 3P|0»Xa»eo Asj^osj. «&«
RCT058 06^ J3»e» >o»e 4otS&j So^Sl '&<£<»' a3 "S&. SP;«I»K

fl»o5* &Bj2 3°SS 'e«fc<a> '»S "icb. (SoSj^a $oB»eje"
,
37', SHKSjofio,

aj»(o»c{joao *ay». 'ssr»(o»ao a33s $ofi3aa> s«^' <»a s&bo^

goo) SoS^Jotf4
£t»(SP tfpSStrjS6 38^ wo*£3o»eo, AO &s»eo'a'fiico'

wSa&iiPox.

SiP& qg^e 3 as ca^ (ds&ou'fij. q«»ot3 (asKa»eo 2ap£* $on°a^

jS^ooCSuo So 3oj£o°cai. |3>0o 3dk£U*33 5*e»3 »3j Kj&;$e;(pfc,

S&SPfi »&»*£ 5*6 fo&§ |SoO e&oSJ) pib, 5j»S$>;3»S fo&ajoO M«

SiPi^O»o 'SfcSj'iMS ^oSftyS) ^>8o, «OH» SPau&jSoiJ^aa.

UDU= astoo U U I = «too

I U U= dbtoo I U I = estoo

UIU=8too UII=<i«c»o

IIU=SK»o IIIsSKoo

ixSi e^oAtspoa, aso«sj»oa &&.
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In prosody, in Sanskit as well as Telugu and Kaimacjii that follow it,

the concept of guru and lagliu is the first item. Short letters are laghus. Long letters,

letters that come before conjunct consonants, bindu and visarga and those with

a mere consonant succeeding them are guru?. The tune taken for the batting of

an eyelid is designated as mStra. (lumSsonmEsabhySm anyatarSna tulitah kalah:)

A letter which can be uttered in a matra is a laghu That which takes more than

that is guru. Though a guru is generally equated with two matras or laghus it can

vary, a short letter followed by a mere consonant is only one and a half mStras;

when it is a long letter it is two matras, it will be three matras when uttered as

a pluta. The Tamil system is different. In Tamil a component is asai; a gana or

foot is' sir'. A gana is formed with 'nerasai' and 'ruraiasai' A short letter or long

letter either by themselves or with a consonant constitute a 'nerasai'; a short letter

does not occur as the first item of a' sir' Two short letters or one short and another

long letter, either by themselves or with a consonant, constitute 'niraiasai' These

'asais'-'nef and 'nirai'-two or three or four join together and form the 'sirs'.

Like in sanskrt there are both the three lettered aksaraganas called

tnkas as well as mStrSganas it. Telugu and Kannada. Those with four lines of

aksaraganas are called vrttas; thosi that are formed fiom mStraganas are called

jatis (sanskrt has varnachandas as well as mStrScchandas
,

'matra varna vibhSdSna

chandas tad ilia kathyatS-vittaratnakara) In sanskrt the different kinds of Sryas

and gltis that are composed in matrachandas are called 'jStis'.

A three lettered unit is called a tnka Such trika-ganas are obtained from

prastara of the third chandas which means the chandas which has three constituents

of guru-laghus. Prastara process: write down all the constituents as gurus in the

first row Wnte a laghu under the first guru and keep others as they are in the

next row. Again write the laghu undei the first guru, make the preceding laghu

a guru and keep the other part as it is Continue the process until all the constituents

occur as laghus. The third chandas is called 'madhya' chandas Its prastara and

ganas are shown below :

Symbols: guru - U laghu: I

1.UUU- 'ma'

2 I U U - 'ya'

3 U I U - 'ra'

4. 1 I U- 'sa'

5. U U I - 'ta'

6 I U I - *ja' gana

7.U1 !
- 'bha' iW

8. 1 I I - 'na' 8^
These are called 'aksaraganas' and 'nisargaganas'
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3|S (8«SW$)ofi&j€* d»0»al t& e&Co. u e^Qo ejajg) S*!Wy, fafcig)

SSMSy. S&S 'ASSm' »Se4 (SB&^oaoS* Sj3 So^ 2. '»&gs'a>;5»a

"BoS^ce ajfeeiWftoSoS* KjCb?bGj, eaisfoOj, foeoejco o$m e>3»- «3
(S^C (5&oS* i3»a SS)«P&^Ba»eco. SaT^c^e 'asB^Ss' SoSotf* TO
8#0»eo SSfij^) S&S 3)8 So^ <K>l6. ^Cft (SS:on» e*dSr* *x^6*

2jd Sog)£ "3t3o%7I» TiOjfoap 2teoa. #3 t»8; 3oCT>«£ SXSyS SJ)«Pe

TteSo So»^ 13, 42, 17, 726:
*~ " ~"

*"& H)^03 *a
*i

*oa* s£w 3^33 SOOSjoa^). SM* 1X05^

CEaSs S5JS7"& 30. BoSlj82\oO»© "&83:

1. «WS», 2. «&&&> 3. SSjO^Sm 4. (3fi^ 5. S}(3flJ| 6. 7?dB3(6

7. aa^ 8. ws^Sj 9. upe 10. aoS 11. (fl^a 12. oxa

13. »ea«0 14. *gje 15. »«?S$e 16. «^ 17. eVfa 18. «S)fi

19. »A3j6 20. SjS 21. (3S)© 22. wSjfl 23. SS^O 24. SoSjfl 25.

«*S)6 26. aa^c.

3*U£ « ^o^S a)qjo»^JS5o (15 «0,^.)«* 53 ajojeo Srttafias.

aoaLNikS* SSP|01»?taoao3S Sr<S}\eo «?ibo>. q2 5r°o» 3a»c& sees

d'O'esotJ'ox. So&vSofi* wa'csScpeo, ft055n°«» & S*2& Sdjcos. wBc

4 &P(8e «ci»o5* SPB^o^a. $-»-3-;Se-KK e3 ««n»«o jt>|5> 2iP(3e» «oS.

S"6 5!to€* Jl&sXH'o Sua s4L to&§ot»oa. !fe 3»;3o«* etftoo Aoawb.
twS^feo tsto'SP So'ST' 6oB»0: qS^-S 3*6 o$m% 30^8 <&«. itfc

goS* M8S*«E30 6,3^. eSaSj 2j*(8o iotxoa. M83 qS^no ^pol>f0oo»'^.

«< e&oo SoS 'Sqi ^'. Sqy^S^S s,Sos»»Bo 3o£* d»fio0*S, SSsJ»6*

d»ao spffj^aofi*! a'ojaoooiS esjsa 'aajo^' »%aboa. a^^
2, 4 d»D»o 5*6Ke»o esHeiZj^ e3ySa 'aSett^' »»!jo&S»oUJoa. SH>

eSjflboa. 5*6 aKoS* '35i*$0»g' <&oo S>0 »«o£* '^co^'q^tjo &ok
'o&S ^SO*^' ©Sj&oa. j)tjj w{i£ 5 0SH». *»0^*S aj^(0» Sos^k sjo»

4+4+4

4+4+1 - 3+4+2

4+4+4

4+4+1 - +4+2
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In the fust chandas, a line will have only one letter That letter may
be a laghu or guru So in the fust chandas called 'uktam' the number of vrttas

possible is 2 In the second chandas called 'atyuktam' with two letters per line

the number of possibilities according to prastara are guru guru, laghu guru, guru

laghu and laghu laghu-four. In the third chandas called 'madhyS' with three letters

per line, we have seen above that the number of possibilities is eight and hence

8 vrttas. Thus the number of vrittas goes on doubling in each of the next higher

numbered chandas. The total number of vrttas possible in all the 26 kinds of

chandas are 13,42,17,726 But writers on prosody have mentioned not more than

500. Among these only some 30 vrttas are in use

The names of sanskrt 'chandSmsi' are as follows;

1. uktam

2. atyuktam

3. madhyam
4. pratistha

5. supratisths

6. gayatn

7. usnik

8. anustup

9. brhati

10. pankti

11. tnstup

12. jagati

13. atijagati

14. sakvan

15. ausakvan

16. asti

17 atyasti

18. dhrti

19 andhrti

20 km
21 prakrti

22 akrti

23 vikrti

24. sSnskrti

25 abbikrti

26. utkrti

The vrttadhyaya (15 ch) of N S. has shown 53 vrttas

In Sanskrt, compositions in mStraganas are called Jans. These are also

stanzas with four lines Varieties of arya and glti come undei this head. Arya is

composed with ganas of 4 mStHS each. The ganas bha-ja sa-nala-gaga have 4

matras each The first half contains seven such ganas and a guru at the end Ja-gana

should not be placed as an odd-numbered gana (1-3-5-7). The sixth gana should

be either a 'ja-gana' or 'nala' Here in this sixth gana yati occurs after the first

laghu In the second half the sixth gana is made up of only one laghu For the

rest it is like the first half Such a composition is called pathyarya. If the first and

third lines of this verse continue into the second and forath lines respectively

without break then it is called vipularya. If the pathyarya has a ja-gana as the first

one of the second and fourth lines then it is called 'capaiaryS' If the first half

has capalaryS regulation and the second half pathyarya, then it is called 'mukha-

capalaryS' If it is pathyarya m the first half and capalarya in the second half, it

is called 'jaghana-capalarya' Thus it is of five kinds. The units of mStra-ganas

in arya can be shown as below

4+4+4

4+4+1-3+4+2

4+4+4
4+4+1 -+4+2

The place of yati (caesura) is

shown with a dash
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3S>fo sa;So Xa>w to »&***

1. iWys iM&S^ l»TH5so.+lCSo. 7 4xer>oDifi

2. SSsCX^.O ffedaSj^ 250+lS^+2v>.+lap. 6 3«aw> iw5

3. »s«OT'»r
e S&ae»!fy.3 larM-3?o.+lCSo. 5 3«ep«Sws

4. wao»^.e sawn,.* 1»th2*o.+1cso. 4 3tooaacago

5. ew^yj todM^* 2*o+lao 3 2«a»otbfi

6g^»oL4_Sfid»aoe
<
S3 arB^«fl»oat:3 3"to (UI) Sfoo (III)e» 3<&c*3

Si^s lxj&^o&si). o5*k»o "a»at5 ^eo (Sso >ao. >ajtesoS*3) »•«

oSKcpe Jb(«SS» aP[8o 6ocS. J)Sl (SS> Mkajo aP(3o t&>. (s*to

d»o»e> 3«too5' sr»ej3 JMfoO a^Bo pasoa? wS^ 8Kcp£3 soSOtf

(at»o) caboa.)

i,so»ss
<
as*stJ |>sd»&. s&p 6ob»6. |3»»<&o-ean» doaa^dsr^eo

fo{k;$^>oc'a^, ©5» sj'Bc'ap a>c© «to <&«;frao (as^a ackjo- spea».

$« s^a»s5su!3S33»a» fre^al ^sss^^jij. 3&fa£* a^aasj (d»&c^o

jsa-i. Ojso^ (d*s *&ot> a»o& a_$aa pasoa. ass S"oa& |d»»

ipsa: aal 3a>foS* s»&as to. saj&fa.^ (d»as8|
,

as3bj
r
a.

3&Sj8: as1 yaa, yaa »s spo» "&&. sew d»B»«>otj»o».

s»« ar»|8© $-3-Se>-KK tsS KcpoS* 16 Zr\&)& ^ro^ea fcaiS »3
vio&sse, a*pss aa>o»j|o»s ko»o !x>a t»s ar^fosss «sao«&8j, ajoss

Tsaa »3 $oa«5e«» 3d»\&. asl «so<j»&|d«5 6o5»s>. 8&p\So h>&

di*. 2ar»0^«n»o £oa 9ap(»e» SP6j (6+9=15) 8 ai^tfe iad d&a

31b as* cwsAja »a »5^ss. 2 »j»Bc«epe Sea 42^(80 kcpco 3o$>

« Sua le3»$j spfrfi ao»« aaba^a »a »3oas&, 3|»sa "Sga.
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S-SOr/a In-Indra. C-candra

Name in Name in Gagas in Total Place of Yati

Telugu Kannada Telugu

l.Mahakkara Piriyakkaie lS+5In+IC 7 after 4 ganas

2.Madhyakkara Doreyakkare 2In+lS+2In+lS 6 after 3 ganas

3.Madhur2kkara Naduvankkare lS+3In+lC 5 after 3 ganas

4.Antar3kkara Edeyakkare lS+2In+lC 4 after 3 ganas

5.AlpSkkara Kiriyakkare 2In+lC 3 after 2 ganas

In Kannada there is no yati as in Telugu; but prSsam is common rn

both the languages.

Utsaham: Each line consists of seven surya-ganas (ha-gana-VI, na-gana-IH)

plus one guru. The first letter of the 5th gana is the place for yati. All the four

lines must have an admixture of haganas and naganas; but there is no fixed order

for them (If all the four lines are composed with ha-ganas only then it becomes

sugandhi vrtta; if composed with na-ganas only it becomes Vicikilita or Tarala)

Dvipada: Three Indraganas followed by a sflryagana make for a line. The first letter

of the third gana is the place for yati. Two such lines with prSsam make a dvipada

The lines should be separate and one line should not run into the next PrSsa yati-the

second letter in the line repeating next to the yati place-is prohibited Palakunki

SOmanatha is an exception in this respect. Dvipada has been popular in Telugu

If prSsam is not observed in dvipada it becomes manjarl dvipada Some scholars

approve of prSsa yati in this variety

Tnpada: This is not generally used in Telugu, but popular in Kannada

Catuspada This is also called caupada/caupadi. It has four lines BhTmana, a

prosodist, says that it should be composed with 16 mStras per line making use

of caturmatrS ganas like bha-sa-nala-gaga (Un-IIU-Iffl-UU). Other prosodisis like

Ananta and CitrakaviPeddana say that it should be composed with 3 caturmStraga-

nas followed by one suryagana. It must be embellished with antyanuprasa

(alliteration at the end of the line) Yati is after 8 mStras Composing 2 surya ganas

followed by 9 mStras and with yati after 8 mStras makes it vitsla Catuspada , says

Appakavi Ananta and Citrakavi Peddana put it differently saying that composing
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d»a°Sl 52P(*e Kereo SipfiotS &a &.» JSr^too Sr»6j (5+5+5+3=

18) 8 JSPiao&a e&s, wds^oe (>3u: &r»S}3 'sjpu sebs.ys' «$

spocKoo &% »a a^sa »s a&s 3S\a£e>a. wsjaa a^sa »^aboa

S»S, t&S^Soff6 Sp^o f63o £r>&\ 23x>a. "SotiT'e tons Sx*\Q

Kej»« Sees t.S 5J*C$tno (5x3 =15+3=18) esoor" 3eS«^«o?? 33^aa.

&j""£ttoo 5*0 e^Co d5oS, e*8roS ^SffloC©.

a.uja: s&toe* aal ifr&sp ti&. ss^oS* \d°&a-z:&nr
&,

ff&S*o: as§ sr»e» 3»a»e»otJ»eoi3. a^sa^o^M 3^o+lSy». «3o»3j

"3o&>d»&> 5r°ejd 3SbS*B bS d»Bo Ctfcoa. 3-5-7 Hn»e 5*0 e&eoS*

3*7*8) 5*fc3 «SSs© <£oB»0. |d»3 6oC»0.

ftifceo: 32bto 65s°&^ oo^ea SoteepSjE. fta&TSa t»2 >2ip

XtlaS "ia>. cfofio»0* *< Soar5 3&taeo. 3t33 jpeoftj d»n»a>otJ*a53.

(d»s&S3. |>sas»d 3e5&oa. (Sdd«ao«i*a5 lar +2 sio+23j* &od spS*

too wfiijS^o c&S Sp6j3 ©a 3oft0 «3j&oa. J&itajtf* } Sp +

2s|0 (SS»0a»a^, S6^»CT>^ 5SJ», fiCPeo&j 6oUP 3*£*foo wg&BoS'*

<jsjosp6}3 »a «to"a<»a e>as>ock&otj>oa. ibssa^o p»"& $« ,3odot36*

(,So»3^ 30j 3d»j8; »ayi Re 5sSp»«on»'3 SOXrSoSa&ifcoa. wo'Sea

3toA3iB^ S&n» 5j«o(«o7P p<SSjSCSs)33a 30&3 3oK3.

<o&fta, &©sAe(52oo3Aa), asafta e5a as.&A«&e». (Sad»n»s2

l*)o+ 2SP. «ej»e» 4our», &r»£"Ke>o wa^Co c&a>Son' Aoiaj*,

s»o5d»n»o3o'3a o«fcAo. |aa£»ao£*;k £>ar» &po^«cj»e»oup a&"*K«o

3a5Bt3 «g.6o d&e^JSo^ fiottf* SPe^ce: 3<i3a IkoJSAa. ass

wSboCS:&otMo6.

113



2 . jryaganas followed by 2 caturmatraganas plus one laghu gives vitala catuaspai
a

This also gives only 15 matras per line Appakavi prefers a guru at the emto

theline Ananta and CitrakaviPeddana prefer a laghu at the end of each line-
vvrMi:

these latter wnters observed antyanuprisa, Appakavi had not The 3 ganas 0l •

matras each followed by one sOryagana (5x3+3-18) with yati after 8 tnStras and

5di and antaprasa make it Kamata catuspada In Telugu, ganas with 5 matras each

are naga-sala-ta-ra (mU-IIUI-UUI-UIU) which come under indraganas It has nccn

said earlier that 3 Indraganas followed by one sOryagana make for dvipada I hus

karfiata catuspada can not be different from divpada except regarding the plan'

of yati. Vellatun Lingana in his S A.V.R (unpublished) gave this as padalaksjna

saying three kSmaganas of 5 laghus each followed by one sOryagana (5 x 3 +• .* 1 *• I

with adi and antaprasa and yati on the first letter of the third gana (11th l«i',nu

) make it a padam

Satpadi: This is very popular in Kannada but not used in Telugu.

Taruvoja: This has four lines. The dvipada chandas of 3 Indraganas follow ed l>\

one sOryagana if done consecutively twice becomes one line of TaruvOja. Yati is

observed on the first letter of 3rd, 5th and 7th ganas. PrSsa is observed.

Gltam: The Telugu upajaus are ataveladi and tgtaglti.The common
name for both is gltam . Among the indegenous gltams these two are samagUanis
These have four lines but without prasa. Prasayati is allowed One sQryajpiru

followed by two Indraganas again followed by two sQryaganas in each line, with

yati on the first letter of the fourth gana is called 'tstaglti'. It is ataveladi if the

first and third lines have three sQryaganas followed by two Indraganas and the

second and fourth lines have sOrya ganas for all the five, with of clourse, yali on

the first letter of the 4th gana in all the four lines Ether of these two has necssarih
to be attached to a slsapadyam when the latter is composed, in which case the

attached gltam will be treated as a part of that It is obvious that ataveladi and

tetagTti can be written and used independently and separately

Ettuglti, mSlanaglti (KamalanagTti) and pavada gTU are visama giiuni.s

in Telugu. One Indragana followed by two suryaganas, with yati on the first letter

of the third gana makes for a line of ettuglti and it has four such lines Melanagiii
has four lines, with each line having seven sQryaganas and yati on the first letter

of the fifth gana. Appakavi has called it kamalanagtti. Ataveladi with prSsa in all

the four lines is called pava^agto.
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wiiTSi! SjjSSPfl Ssg S55.JS500J S&SaSs

3»B3»e:& te3 $oflt3e» 31

Sen srasfo JKSowxo 5*5

S& atSoitoea HtiS°%ir
3oa3>}S

3S&& ^as<o3ca»; 3d aos»

o»n!Sja«j« »oo»5r»c» (1) a&s^eu (2) 32.^0203 (3) vg aa>

&o^e» «S &J-»B» 3ton» 6oU*a». aofisff
6

3SS.& &)tfo e>3a JT»e3«j

3»o»0* t-S^fy. S»4Sa)T» fcS^fy. 3«on» AotxoS. (31)

srofo d»ow t/3 aaon» s&Ja kmo. s&aaada arc o»«o5*

5p4 i3
i>»i»o»QP tit aoon* S&&0&. (32)

& 5o»^5* 3Sj8«S t,S*5*d«fio &PS*d»£5o «^3 t£ SCSon» 4ot»ottri»

sosmp^S* saysws 3o5*d»ao aHT[ d»ao wiSa &s*s sao^ a»fb3
«3y»a e^^5^SW&o&&ota>oa.

A
we*X MjSOo SPC wga&sasa

•SySWb^to 3>jS». (33)

sa^os* 3b\8 (Ko$se «* &r&> 3n°^ ao»£> 3$&r>3 ^^(jowsOiS

3K0&., 3!>\ w e^fye^ Sn»o5r° wScowoa 3^JPj&.

wots Sfi3=e», SSSPiSor? &o"t3fi e>S3&>o.

sr»e»fo d»D°©P ;3H»K) iSS'son (fcSVd'ao 8,|VcSo7p) 60S00 3B.SJ
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Verse 31-33

Tr.The entire vrttajSti comes under the catagories of (1) sama vrttas (2) visama

vrttas and (3) ardhasama vrttas. Among these the visama variety has each of its

four lines differently. (31)

That is sama vrtta where all the four lines run in uniformly identical

way. Similar is samapada whose four lines are uniformly identical but embellished

with tala (32)

While the odd numbered (1,3) lines are composed in one way as the

even numbered (2,4) lines are composed differently then it is called ardhasama

vrtta. Annayarya has stated that a similarpadam is called ardhasama padam (33).

Com: The author who extolled in the previous verse padya (stanza) becoming a

padam (song) with the hyperbole of gold getting fragrance states the three

categories of vrttas and applies the same classification to padams also in these

three verses.

That which is even or uniform is sama. That which is not even or

uniform is visama (vi+sama). That which is half even is ardhasama.

Since the main characteristic of vrtta is its being in four lines, this

evenness,unevenness or half-evenness has to be understood in terms of the four

lines. It is because of this that each of the four lines being different in structure

or composition is described as a mark of visama vrtta.



qS^tt 3)<£o& 32>^a 4* Srueo s»e»fo a^owp SpSjuTJ fftfse&p

Aaw&oSj sr-c* o&sss^om. 'aj<$ trass*' »3 s«t»«o as as

EPoa'aj a^aaa^rfa^ ar>(0"Aj aa^ «»&>£* aa^ 'a-e' aao ao^a
«»<fc©Sr» 655es«(fao& a»agon» s'tiaiod.«

SS^qja, a^a>aj«POP TPo typo S*a1 a>oaj. -vSoaajo^ ^Oofi*

^tPeooi^dkS »go. «&c33 qCS AoSa&ysapa fo&e>$xiJ$)o |ga»,

KSJ»« t.S^>>fio«* ar«aay. ee"fo K&S SH^fiod* <io3 q^e 3osic&

Stood 6ot57» 2j«a d»o»££ foifceSu ^SSj"ar> !»»£* arfcil »ajo« aa.

ajfijo «,oi»D>ai 3oas $oa*xr>a1 sot»aoa 6oi»oa. »ajsa '»s>a
aa,as ajso* «as»^5iou}oa. fo&esaajo 3o» kcj»o ^o8* jh» «^
eawp^po* apofl 'ae>a aa.aj »>«o' »a!>oa5S»otj>oa. jpaj^n^ao
e&S 3o«£, fa&ea» (S&o &» ta[S&o S3»0,asn>>8otf6 SP1©^ way

ea 'sojae^s aa.a53)»o'. s&xsotp «^e ao^a^esioc cssxo -

»ota "3o& 3*o»€£ &o& Ks&o$3J(5Si»n,a te(g&o n»a ^oS'SKotf* 2r«ei$

»3jaa 'ajdja eg saa^o'. t,s&n>ai '3o£
s
57?aS e^e so?c s>pc»

apod »ajsa 'ae;>a wgaa: a^o' eaiocss&otMoa.

6a»3»e»& lla 3oo»a§ 3<>aa (1) qo(ea|s (2) Atoiaaijs (3)

*-s»oo (4) epS^ »3 sm ea^ 3jtfa»o°e5* 's»o»oa' »3 »cd»a aa.&
sj»o aeyk&a^a : o»a aacea.

s»o*oft :-

1 a*So : qo(js ap - a-a-»-n» kctho : 11 t^tpcs

2 tS°6o : A"io(C ajts - a-8-e-TP K£Pe» : 11 «&c»e»

3 S»tto : yofi - 8-8-8-rp kct»<» : 11 K&a*eo

4 3*So : S'S'Oj - &-$-*-» Kaxa : 11 e&o*eo

vfii '««s es\^o',
,
3&|sast3.o' «3a sjd»a aa.jwsjjros.
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These remarks apply to jaas and upajatis also which are composed in

four line stanzas. Although the phrase vrttajati is in singular and denotes only

vrattas, the component jati is used in a mnemonic sense as a reminder of jSti and
upajati verses. Vrttas whose four lines are dissimihar are called 'gauna vrttas' So

ardhasama vrttas and visama vrttas come under gauna vrttas.The serial number

of the chandas indicates the number of letters in a line!. Thus 20th chandas means

that a line of this chandas has 20 letters While the number of letters may be 20

per line there is room for the order of gurus and laghus or ganas changing in each

line So if the number of letters in the first line is maintained m the other lines

but with a different order of gurus and laghus then the unevenness pertains to

the chandas of the first line only. Then it is called svasthana visama vrttam. If

the number of letters also changes along with the order of gurus and laghus or

ganas it is then called parasthana visama vrttam. If each one of the four lines have

different number of letters, order of gurus, laghus or ganas then it becomes sarva

parasthana visama vrttam

In the same way, if the number of letters remains constant in all the

four lines but two Of the lines are having different order of gurus and laghus or

ganas from the remaining two then it becomes svasthana ardhasama vrttam If

one half differs from the other half even in the number of letters then it is called

parasthana ardhasama vrttam.

For example a svasthana visama vrtta called 'Varangi' is formed from

four differnt types of verses called (1) Indravajra (2) upSndra vajra (3) kanti and

(4) vatormi. All the four belong to the 1 1th chandas The following are the details

of its formations.

Varangr 1 Line -ta-ta-ja-gaa - (11 letters) -Indravajra

2 Line-ja-ta-ja-gaa (1 1 lettersl-upendravajra

3 Line-ta-ja-ja-gaa (11 letters) -kanti

4 Lme-ma-bha-ta-va (11 letters)-vat5rmi.

'Angajastra' and 'NadTpraghSsV are two other 'svasthana visama vrttas
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103 3o8&j<5*S $-5>3-K (10 a&O'eo) vH 8:^30 5*6a»aon»;5i

112 $oao£*a <S-$-$-K-x (11 e&oto) »«5 5*«5 a»a°eo 2,3,4 d»o»eo

«& 3d \4, 8ao«a»' «<3 as>a 2a.a>3)3o ix^&ajoa.

B&foS* 33y3£aa.
Q "*

goS t^. SoBoS* %t3a t^ajg'&i aa^S fa&e3jj|Saj aa»cao5*

a"e»3»n=££a> SSSPSo!? 6o3s a&3\tSo. &a3 6o«3»Cne» waaaoo. 3^So

^ai 3)0^e» 3CCSOT> &&&)£& (Ko$S8 «« a&a^ e^ffr>3j ao»

al »3jomoO '3&30o' »oiMJ!^&. esco:3 qgiS K&soCSSe&a wweo
&,st3"3o& Aa^o». sj«o ea^2j&> aa£ap¥s

g'Sr> «3 $r>ao ss&a

3Fom J»ea>a»e> SPCc* 693 K>&2oCb§s*eP6. <Do&>Sotj Sa»e» SSjaaoo°e»7?

Ao*J»a», a»«o&»al>e 5iT°&\ &ou»a. ficcO «o¥o -& ace is°n>txi

aPCeogNJPejTF AoU'f&S iKoSSB 3^<3T>'j!S3. (WSj foOoO SD 36,37

Scce Sg (asofto^tfca^ qg^JS K&SoCSae&S eso^eo tSti "3o»j 33^0.

5n»aS So» a»jj& 6o2 piftPfS1
cr»Ko Sat» o»*o awjpclkoa.

t,StJ»n»aS SpOjS sn»S^ ta> d»oS> "Says cr>Ko5
e n»aoo &»#&>

s»a t-So^aS SPdjS >u& aj5'S(j'>e>a§ artSjoo &e$'jka' aas"8i.

0»*oS*So eg^e SPtSsj w&Spi 6otaoa g&g trtWbj ajCgO11*"

si tAftcaj. a&aao «s^$j& aaoS^a a°e»d»Dw sa>on» doEs^c

s»fij {r>*KO St'ct SCOT'S wa^ccS. wot: ex&sa7FS)Ba»©. "aKorp

a»fid (ajaar»ao. asScegoip ip&t &>Q$>y>Zo. ao»aon» a»&S aoosa

aj>ao. aeoBa°a§ "3t3oaj 3rto a^artSoiftb, B°a3 3i5o% 3flo |£Sd<S

apsqjfa 6ou»au. -»47?a Kaias"e (sar«o 'exfc'. *< ec&|aae3&

at3 '(J5jfl' aaa ixj^ttoifcoa. 3»i3fi* 'aaxfto' «& t.gt3. a»eo6*

aa^s s»e£3j*oogo s."fcgaj «otw» 4o"t> »a 'aaxjke' sftfeoa.

ap&J^sOT1 a'eoSs s^cpo s»oo fc,gea»$j »ou«8:. s*tk tsjS^eSs jt«o

S&aptfjJ esa J)go»«o esajiSsoa. o»<^3o e^OSo*^ 6otJ»a g&s

wsse* tp^jt »a»so. aapapo-eo 60^ a5oaaj»a,
aj)o<fi3 'aax&o' »a

3«»a}&o'tjj»«». aaoaoHa spos^fi* sosa^s4 a»tM »o»ot3 o»««^c»o

4oB»ooixa'')& tfoffiSS.
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With 'Rugmavati ' having bha-ma-sa-ga-ganas (10 letters) of 10th chandas as the

first line and Dodhaka lines with bha-bha-bha-gaga ganas (11 letters) of 11th

chandas for 2nd,3rd, and 4th lines a parasthana visama vrtta called 'srTramanam'

is formed

VMracana, Uddhata, Madhura and Manidlpika are given as sarva

parasthana vrttas in Telugu

A vrtta born in a particular chandas running uniformly m all the four

lines with its order of ganas and laghus and gurus unchanged, makes for a

samavritta. There is no need for examples here. The vrttas we generfly read are,

more often than not, are sama vrittas. The author has applied these regulations

to a padam to define a samapadam. But there are one or two points to be noted

here While thinking of a vrtta we have to forget the padya or sloka and rember
that it is a composition of four lines Padams are vntta bandhas in four lines but

they are not padyas-or ilokas. The author says that these lines of padams are

embellished by tala. Though the author is going to speak about tala in verse 36
and 37 some points need to be stated here

Between the raga and tala of a padam or song, the latter is more
important than the former A padam or song composed in a particular rJga can

be easily sung in another raga. It is not so easy to change the tala in which it is

composed. The letters or syllables of the text are arranged m such a way as to

suit the tala that the composition does not fit in with a different tala A samapada
has not merely its four lines in a uniform fashion but its tala too runs uniformly.

That means the laya has to be adhered to Singing fast is drutamana; singing with

medium speed is madhyamana; and singing slow is vilambitamana. The tempo gets

doubled in madhyamana which gets further doubled in drutamana . The standard

of this tempo measure is called 'laya'. Based on the behaviour of this 'laya' what

is called 'Yati' occurs. 'Samayati' is one of the classical three or modern six 'yati's.

If the tala has the same type of components having uniform time-units (kaiaprama-

~na) then it is called samayati. Generally the time taken to utter four short letters

is called a laghu. If tala occurs after every group of four letters it is called ekataia

Since tala is known by the number of letters that it may comprehend , care in

composition is neccessary. It is enough if we understand that the laya of a group

of musical notes with uniform time-units has samayati. The author is saying that

the composition of samapadams has not merely its prosody but also this tala

Iaksana.
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3o&>o»e» &,gS!5on»a} JbflQS '8oBo>a»«5 S:5'Si5go7PS: Aou»dSsS &0
&oa. »om# SWoBa stereo eJS^fi &PO» qS^S t,S ®o«l). S*5'3o

&d»a»«o (3,2) t-SSHo. 5>e'3o&a*a»e» (3,4) SiB'S 3«o. g£> jjssaa.

3fcd*n»es (1,3) t,5S«o; SO»>»!3»eo (2,4) SbS'S SKo. sjS SSsS'sagO. -S*

3o&545a*» (HtroSSCbj. 5i35*d»tx o^rf&oj t.S>4So t-SOgoMo &>ft©;5

SSi7»iSi>a»a, &5'SeSon«Sj 4^ay»iKr>fi »05S3ii^ wz>jp>. bd&S) 3o6e

SjdjS wgSSPff*, US $oa»3§ 3oa3 qo(aS(B, 4"So|»S|es vta'ii

Jl3(?ao 4o«l '65«fa' t^.t» 3&>to (Ko*»«£ SSo&aioa. 50(tf;$(8&

a,3,a,KK - H<3»«» (9h2- 11 «&o»«d) 41>o(83(b5j ss,a,83,«« - Ka»e»

(9+2- 11 «&0»«o) "SodotSS 8d5>e;XSo. *i75o<Sot3 Jb^ao 3a 14

'SsiadnS, cs5aajcS3!i», d»8|ac& ovs^aefca-fjd"

aaj'erfs^ia as^Sxjsr" sajg5V 4sa"e&y«'

«3 e&eK^ »a>ssoo «^o»«» ^oa arttu&abajS.

5 - ?(0|a5(Bd»sso, 4- 4"Sc(0 api^oo <*s so'lao. ;?»«»?£> qs^o*©}

S&&n» 1-2-3-4 o5»o°o& fo&e».

1. 5-4-4-4 8. 5-5-5-

A

2. 4-5-6-4 9. 5-5-4-4

3. 4-4-5-4 10. 5-4-5-4

4. 4-4-4-q 11. 4-5-5-4

5. 4-5-5-5 12. 4-4-5-5

6. 5-4-5-5 13. 4-5-4-5

7. 5-5-i-5 14. 5-4-4-5.

&S (KoSSO £& (1,3) >o»eo t,SeSon» S6 (2,4) 3»{J»eo t,S0Son»

4otttx> t»g5a>q^a53S 3S^tJ»a^ 4S«^c»o7? ST^Ik fe&S'sp©. 12

23oo»a! aoas 'jaaieng^o' (3,a,»,») «&> 3kp>n»e*so, (Sxssjoaa

(s-ij-ts-e) «75a »sd»i3»^a> 3"£ '»tsa (So^o' <s3 »g»&»)ao «%
asoa.»o»"S 13» $os»a§ aoas (33«ed (ao-s-a-e-K) tfe doo^ss cboe

(»-«-»-ts-«) «;Sa »ed»i3^aj s^ 'sa^aa' sot egs&ajao e>%a>oa.

5S aj^iJ^SSSJ^ea.
" "" °
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Now, the ardhasama vrtta. A vrtta being a composition of four lines

ardhasama vrtta suggests that one half or two lines being one way and the other

half or other two lines being different . But which two lines? The first and second

lines constitute one half and the third and fourth lines constitute the other This

is one way of looking at it. The odd numbered lines, the first and third, constituting

one half and the even numbered lines, the second and fourth, constituting the other

half is another way of looking at it. Both these can be accepted. But the prosodists

have called it ardhasama even when one line is in one way and the other three

in a different way. Again the classification of svasthSna ardhasamas and parasthSna

ardhasamas is there.

Among the svasthSna ardhasamas, the 'upajSti' verse composed by an

admixture of 'indravajra' and 'upendravajra' metres, both belonging to the 1 1th

chandas, alone is seen in Telugu works. 'Indravajra' has ta-ta-ja-gaga

(WI-WI-M-W) ganas (9+2-11 letters), 'upendravajra' has ja-ta-ja-gaga I

IVI-VVI-rVl-W) ganas (9+2 - 1 1 letters).Yati is on the 8th letter in both cases.

By mixing up these two metres 14 types of upajatis are formed. These varieties

are shown below in accordance with the sl&ka: 'Skatra pads carana dvayevS,

padatraygvanyatarasthitascet, ^tayonhanyatra tadohanlya, caturdasBkta upajaubhe-

"dah. 1» indravajara . U= upendravajra. The four letters represent the metres in

the serial lines of 1-2-3-4.

1.1 u u u 8. 1 I I U

2 U 1 U U 9 1 I u u

3. U U 1 U 10 I U ! U

4. U U U 1 11 U I I u

5. U 1 10 12 U U I I

6 1 U 1 1 13 U I U I

7. 1 1 U 1 14 I U U I

The fact that our author has indicated the odd numbered lines (1,3)

being composed one way and the even numbered (2,4) lines being composed in

a different way as ardhasama should be taken only as a symptomatic statement

'

Pramitaksaram' with sa-ja-sa-sa ganas in the odd lines and 'pnyamvada' with

na-bha-ja-ra ganas in the even lines both belonging to the 12th chandas, give an

ardhasa-na vrtta called 'Ajitapratapam' Similarly 'praharsini' with ma-na-ja-ra-ga

ganas in odd lines and 'rucira' with ja-bha-sa-ja-ga ganas m even lines (both of

1 3th chandas ) give another ardhasama vrtta called 'ratipnya' These are svasthana

ardhasamas.
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10S 3oD»S3 3o&S &£»$ (a-3-a-fl) t& d«c?^ lis $oa»a§

3o&S 33ar«e(a-e-8-e-K) 50d<O»^& £% 'sapfl»' »3 38^3 «C»

&Sktfo «SjSso&. »"l> llS >5oO»S5 3o&S S«HPo83» (o-a-a-S) sfib

3»o»£*& 12a «oo»ss 3oas 5*to2s» (a-s-a-s) »6>o^& »"& 'as*

3*8o' »3 a«>a wC%S>S)do «%ifoo&. qe?o&> $oS» 43^o». S>3§3

or»eo.

q^otJ tsOS&q^oofJ4 §p&5 Sa°«o »SSS&cPe» »S!soCi(Sjo*J,,<fc5

»3)ST,i3»0j^o5 Tft^Stgn* OSfi&SMKP&^s e^oS^o 3553^8;.

S&SO»eS> 3!jjSt»n» 3a.2S>Sa'eSs wg;SS3»a»e& 0°e$ouo$'&S »"|»o

1. 32 StSto5*S3 S&SSo 'o»fl»oo5\0 ^oSiflKSo' wi^jBo. q&S
U^SmISS w>oSdott&3 d'Ssci'ao »5 »Co. S'wd'Cy'eo {PCS§ CS^.TP

Stt>. ^5'!o»p»oSu'4 35 o»co5> %Bo45<5aDS5 S«t,o5<
Sj^8j3 o'cooS'oho

<$&]& 3§j3ja. s»«t3 %0oa0n°a5 JScOSaCPJSoS* 5p6jS o»e»©os»o*e»
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'Sumukhi ' (sa-sa-ja-ga) from the 10th chandas in odd lines and

vanamSli (sa-bha-ra-laga) from the 1 1th chandas in even lines give a parasthana

ardhasama vrtta called 'viyogrni' . Similarly' kalitantam' (ta-ja-ja-va) of 11th

chandas in odd lines and totakam (sa-sa-sa-sa) of 12th chandas in even hnes give

'manotiaram' another parasthana ardhasama vrtta. There are more like these.

Enough for our purpose.

That padams having this ardhasama laksana are called ardhasamapadas
was enunciated by Annamacarya, says our author Cma Tirumalacarya.

We may note here that tffla is not referred to in the case of visamapa-
dams and ardhasamapadams.

A SSstra explores all the possibilities That does not mean that examples
can be provided for all or that one should follow all the possibilities One has to

make a healthy and pleasant selection

In verse 32 the author qualifies samapadam as tilalamkrta samyapa-
"dam It just means uniformly lined verse embellished by taia All the four lines

must fit into the tala uniformly well One should not mistake it to mean that tffla

alamkara should be there For all the 35 desMas there are, no doubt, alarhkaras

said to have been composed by Purandaradasa, with their svarasancaras But he
was only a younger contemporary to Annamayya AnnamScarya cantra speaks of

Purandaradasa meeting AnnamacSrya when he visited Tirupati So it is not probable
that tak-alarfikaras with svarasancara composed by Purandara dSsa should get into

Annamayya's work on sankMan in Sanskrt or into this Telugu work
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•ton db&e»o(trtS3u<»oaaotu«o& Sr>\o>k&bx£' o°«So

Ka>woK6 a«»»3»sS3»a ssp^cg sosBms a

a^OSs oHee>d»g <fc»y&fo8r>S5" <&*SS«P£a
-

aj

aesipfe^s &o»&5»ss oji&aoaj^ x&fiS 34.

cusps Saoaaao «3a OcotJfi* 32£&. 6S3 dSsifceo, i^JSeo,

iiiP(0»«cr>oSS:Sao3 3o»e», o»t>e Sofifi 6ou»cm. MSaS* 3a\a©33

«S>)0»S^ S^C T»j3 SOS* «o*Son» Aot*»a. «r^3»S »3jdMWktta

33^0 3a i&s'aoe' (S&g'sfy.oa.

a^isaeasso jpe^s es^wfcgeo fo&ea |S&eo2u&>ab;j^&). 'aa

Stt^' &3 i&>& «oa5& s'ajST'iaon' 3i>ys ^Ss&cr^gTSoS ao»»5

"awaken" aoa^aotf* e^oo ^ed»a<>D3 ;r>a» ws^&x&c. wj&s eao

833£* S^S^)3SSCr» M<ft3 tf»<&*>"5;3 a»*S5. 8^2. wd£>» 30S* 3jS5j

js»g. «pss &a>c»o &$&>. s)Sis»ec!'B3a sae«j»Rs&aco wekssj
an 6oa.

Saoa, Sag <sgeo S3TO'Bs»3. 6awj38a g»3iSj©3"a (SuoO'on'llS

SjO,cab5, aa, &sg,d»is, o»o»e;5 anSSo ^go*^ n»"rtc&5»&>a» extso

28 sa$o (So« s^^ ^»&sxp 32^3 Jw» sae&no «oae $a>*»

a%eo7!» A|«ow5^. qg^S B&foe^d&es 3^3 sa«^o»os s»Si33oa»

3u$o3ttf&>&>3«jo»7

3eta7«0 OoKS Sx>(fi as 'a«Sd»0(8 Sja Bo^gOo' (1550-1600 A. D)

(aa1 sr«»^|a Si&ojwsjoaswa spbIco) «* aaqjep;^ sjep aa^as.

'»i8 e3a3j3&Ke> ^fito fi3Koa»
»oa to e&5te»"J> tsif c&S|g&2»
so so»oasw so& asc^a a&s»
accK »os>o3» ijosa&j Ttr&sa'
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Vetse:34

Tr. Now nibandha padam is being explained. It possesses yatis, prfea,

words Mowing mStrS-ganas; association of a tfila; it carries a certain meaning

intended to express; it will be a skilled composition. It wiS be a beautiful one,

its sweetness surpassing that of the wine prepared from the flowers of Bassia

latifolia or even nectar. It has become famous in the world on account of TJDapaka

Annaya, the preceptor, composing them.

Com: Taflapala AnnamScSrya is extolled as the preceptor of padam

composition. It was Annamayya who . propounded the regulations of padam -

composition nominally enumerated by Bharata as 'pada-niryukta' which is simple

hymnodic composition . No one seems to have composed as many padams as he

has, not merely in Telugu but in any Indian language. The excellence of his

compositions is such that other padya-kavis can never hope to come anywhere

near him. Language behaves like a ball of wax in his hands with maximum plasticity.

His imagination is sweeter than the sweetest. For all these reasons and more,

preceptorship of pada-composition is justified in his case.

The words nibandha and nibaddha mean the same thing, 'framing in' or

'framed-in'. Music (g5na ) composed for popular taste in d6si-ragas by a

vaggeyakSra framing it in with dhatus like udgriha etc. and prabandha components

called svara, biruda, pada, tenaka, pSta and tala is called nibaddha gana. Such a

padam, is nibandha-padam.

In the commentary under verse 28 the regulations of 5U-padam and their

varieties as enunciated by the ancients have been extensively described. Here one

or two instances of pada-laksana as enunciated by the Telugu prosodists are

touched upon. VellatOri Linganamantri (1550-1600 AD.) in his 'S A.V R.' othe-

rwise known as 'MSlayadri Nramhacchandam' has stated pada-laksana to this,

effect:

'Three smara-ganas comprising five laghus each succeeded by one

sQrya-gana (for each line) with yati after two ganas (in each line) and prSsa both

in the beginning as well as at the end of each line, make for padam'
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-& (Ko«sso as [«o«S5e& s°o3o ao^aswfc. "a&K&ys s»;Mtej»<J

Siexer>tx>. Si^S* viotfotf* ajtSS Kct>3 a)S. s»n» \&gip Kcr°3 s»&>Xej»oi

Ccom. 3«iS£* e>$r»cSKC!»o& Si>o£i) So5*S oSm^j AaOil s»SjHej»

eibi S)0\S«r>co3. oOjSJ1i(8isSo niioSca^euoS ItePw aa3"»iii&r,,0j s^EPs

SrtJcK«T'SjSo>0. S7SS^Xff»SS Ste'Bjsr' (III) 3"?fo (Ul) IkJS* SaT»8o

ST*|<$eo. "a»3o >D»aS 5X3 = 15 + 3 = 182j*(««b. ^o&JfePo "SJSdfca

3«g0. 6j8d5J^
l
e(i»S>5'a»iJj d»B°o3off*S: (d»S 4ooM). *iq3^c>a«co

&al eg^o iWfcoa. siS^S 33a."&asots =a 50n» g0"o3*»a e&eao.

e&no (tea 3S}a4o&. qa 3&K^S 'a^aa' Sr>S eSjifcoa.

^ eg^osesi ae^e i^aa a^^sa esx;3»*c&c (1660-1680 a.d.)

sii '>as» (>%s» a&«»j&

S*aoO aa»«o s«© sr>|«o a«<aS'

tx^socooa as^cotf'aj atoms'.

An #a^a&ce3g05 36*aota ti

\&<ssi aeoacK sess&ottj foois'e!)

(d»s c&ax»& ssjt&axS" «psj!5Ss»«

o»« aaa o-ooxoacanjcaaot»

30B5& o»8^&3. S*e3on» e3i:SjeS) Sob. CWoo 1$ 16 e*oSj>«j

SdSjaso. <W$a «S» SaSSoSS ~&S»K^>S SoSS "dSuSSoSS (&S3>3eajn« 35j
S33>. «x&iso»sca? o»«s&» (i»»a4 ao»»aj aajsasb.' (707,708,709)

«|8a e&aoS* >n»3S 16 Sr»(03 3»^o42.. AaSoO (S*a,n» aso&

qoS 18 *o»gsr*3 >a& Tio5oe&>»S» «» 'e&n «5*33rf' S^ep&s"

eoC* 'm&s $eo»a^' - 'aoAa etpjsc^' a^ooa swa^aj ^o« 3d^&.

'spsjS aa» p»a.o aa&ueo aa^scsysaa^, J»oan» aaaaeaa^ sir>&

SSJ»p»»!55g SoOSm^S SR«fr>Ow5*CKr«jSe!5SS^ Sr»ca» (s)*fc «i(o)

a»n» asoaaBaaa^' »oAa eo^sesM "a»a?s £ossM(e») e&>ssae»a Jw»

^sK5ot»ss a«a>a>o a»K«F>*S5^«j »©Aa Sba &oa<S assoaaws a>ipe$
apeoiisa «^oot»a fi^ssa essaxoa.' (3-427)
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The author of this work was a little posterior to our present author, Cina

TmimalacSrya Smara-ganas are kama-ganas explained earlier They are born in

the third chandas and tryaksara-ganas themselves can become kSma-ganas We
have to prefix one laghu to those beginning with a laghu We have to suffix a

sDryagana-either 'na' ganaffll) or 'ha-gana'(UI) to a succession of three ganas of

five matras each in hne Thus the total number of matras for a line is 5x3+3-18.
Caesura (yati) has to be observed after the firs' two ganas 1 e. at the beginning

of the third gana. PrSsa pertaining to the second and last letters of the lines has

to be observed The verse which gwes this laksana is itself an example for the

regulation. The note-worthy point is that this regulation is nothing but that of

kamata-caupada. Nagavarma the Kannada prosodist of yore, has given this

regualtion under the category of raghata with yati after 8 matras. In Telugu, this

composition can be taken as dvipada variety too.

VSrtakavi Raghunathaiah, {1660-1680 A D) another prosodist posterior

to the above one, gives padalaksana, in his LX> to this effect:

"That shines as padam if each line is composed with sixteeen kalas

observing yati and prSsa fitting with a rSga and tala. The pallavi and dhanyata should

not fall apart; the verb should be fruitful; prasayatis and sama-yatis can be used

and the composition should be in accordance with tola"

The purport is this. The word 'kalas' signifies 'laghus' The regulation is

16 laghus for each line 'Dhanyata' is another name for 'upapallavi' The verb

should be such that it comprehends both the pallavi and upapallavi The composi-

tion with prasayatis and varga-yatis should fit in with a raga and a tala, being

laya-pradhana (LaksanadTpika. 707,708, and 709)

In this regulation only 16 matras per line is advocated We hear about

upapallavi' for the first time. Raga and tala are mentioned

Again, Pottapi Venkataramanakavi (18c) in the Vrttadhikara of his LS.
mentioned A.B and S.R and spoke about nadam to this effect: "So padams can

be composed in indegenous language and £las mean padams; three caranas go by

the name of 'khandikatraya' (and there are) pallava and upapallava and (all) these

are composed by 'pa' -ganas of equal number of matras each; these should be

in accordance with sDladis, these are clearly given in Sanglta RatnSkara etc. and

in accordance with ela-laksana given in Arjuna Bharata comprising of pa-ganas,

raga and tala m the way of music; and so these do not come under the domain

of literary regulations and let it be so (L S. 3-427)
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3 sjt.tf'&i 3S\t5&oa. s»r»&> csccpoatjo^ i0q»8jS«so srOoSuiioa.

a©3 «S5S»a 3s
,i
<a§a - ** be"2*50 »J*«l"fijeSH5Ks»on» 6oB«oS 0»«

^s»o*J*d£>» 3&jb4o6. JPSSHPSS aSJKSSS 1Seo SoAtf SoaoaTpSfa

3»a» JtoSoflPS JM&S» o»ss*oo »asr>s 3*ox d»o»3S 16 Sr^jaeSSo.

asess ssr»ia,'3&s<|33 sfiepoS* sr^osoo - (S£x>n« says spo^.

o<*d»s ;r>a sotea^J seas' *»*» Ssp<& cssem aosoo smsapei.

iSO -058WO ;j»eo£»SPe 3}3»o{5on» AotsoS. CSOcj'oSojjcSs »33»n»e» €s

5<3 3CS SPeofo, oOs, tiui S7»(«© HCPeo «P&S*iS-CSy5a CPKO»co&

©3, 0P«^O*n,,e» S&S JJPtdSJ^ (SKBes S"fla») ws& 57»^3e HO^eo

aPG»e>S> 14 wg»£fto (u5*a» (SO)^ 33y»ioa.

1 'aog Sjaugo a&" z5jQ» sxaso tB<jm

ago CS°ab«)eo75j Sag&S&JSjS *~

(Soft. Oe^. 4-4/5)

o»7T»«»sa »Saeso.

So^S* w^jcKpaS S&oa, «u» o»«30on» Sr>e» »3«fir3S SSsoa.
36 aa^ swseoo $r»So4.

~*

3. «»«r»^ao «ot aa^oAoa «a stggo. «r>2p5Son» w^r^so «3a
lS(jsr»?go. Q»a3jj)& «p«sa^a

<
56sr'3«a s'esjvsspas e^eo 3a a

«sff$8o; &a§ S8j3fi-a:3 sr>Si«sga3 ioS &XK§>a>a.w <&otPo». ago
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This regulation does not fix the number of matras per line It only speaks

of ganas of five matras each. The three caranas referred to as khandikatraya

indicates 'tndhstukatva ' of pada 'Pallavi' and 'anupallavi' are mentioned.

ElSpadam is enjoined to be in accordance with 'suladis' with raga and tala By

the time of this author composition of padams was considered to belong only to

music and got divorced from literature The number of words or units per line

fixed by the ancients as six (S S S ) and five (S.R) lapsed. Regulation of the number

of ganas per line came and even that lapsed Then came number of matras per

line (16) and finally composition with pa-ganas of 5 matras each was advocated

This is the gradual change that came over the composition ofpadam The sanklrtans

of TaHapaka poets contain generally three caranas with pallavi Each carana is a

vrttabandha in four lines There are exceptions to this rule of three caranas.

The sum and substance of all this is that there is no fixed number of

either ganas or mStras per line in pada composition and that one can use units

of four or five or six matras as suited to a raga and tala, observing yati and prSsa.

Three caranas with pallavi is the more important part

In this context one can note the advice of N S. In arya-vrttas the ganas

are to be scanned for four matras each; in gltakas scanning is for five matras each

gana or unit and since tala is important, in vaitaUyas (raghata.etc ) it is for six matras

each unit (Baroda NS 14 ch)

1. nibaddham anibaddham tad dvSdha mgaditam budhaih

baddham dhatubhirangaisca nibaddham abhidhlyatE

alaptir bandhahlnatavad ambaddaham ltlrTtam

(S 4-4/5)

raga aiapa is ambaddha

2 the compound 'matraiflkamuTis incorporated in

between 'padambulunu and talasangatulun'

The groups of matras referred to relates itself to padams/ words in terms of matra

-ganas or number of matras on one hand and on the other, it relates itself to tala

also, (vide commentary under verse 36)

3 'akhyata' means that which has been said Applied to language 'akhyata' is verb

The verbal root with the tense particles of past, present and future, called 'tin-s

is called akhyata Its number and person will be in accordance with the subject

noun. Here it is enough if it is understood as " with a certain meaning expressed
"
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Sncsti 3s»$;3»&> SOotaSSi afioKosaSX dke^^ajeSeo 3tSaa3

Sii d°a£coe> ;7°euftoi3S

d««j« 5*^
r
t3c& SojcpSo «3C«J 35

«J»ll aaoCSaSoiS 0*a§ eto)T9<3 dbS, (d«S 'SaaeJiSa aSNuttitb'Sj.

<3*eo?b iF>®>0 ~3xa($$6
e& SjSc5P7T°£*&> Ssrfec&SSOo do&oo dW&CD

«aS>oai&oiJ»a». <J»es d'c^jSi S»aa
>
$©dir>SABo t,Si3n»iS o»Soo (d»S

«SSjoCi)&iotxoa.

S*c. »on»Qoi: e>2cJSjn»eo. SaoCSaCo SnSdkSo. aao *&Soe»ot3a3

dSsflboJ, ^»eo, 'Saagaa gPS^So (jymmeliy) 5*&r»&a SHSj SefcCOti «S

-8<;3Hcto d»a»^S5 a"0»a£* 6o3 e&BoS5 Sa^Sd&'ajSS e^Bo SpHSbligsS*

cSuo did. i3»e»fo dBDT1ff
s
Sj SPajfo dfcifceo 6oU"ca5. SsKSo c&O

esS°n=sc5. s»a sa'&tsj^eo s3j dfcaavso st»(8o ;r°oi d*o»£*S5

t-'i^to a&oa. >aaj$^o5* cr>2oo<s3a ;S'&p;5j»r»(So. t,s>a»aS 16

57*(aeoo"i> StpSS 8 SJ^ej £"a»ca;. esSjtts d»aoS,,8 es^Bo 9 SSSPja

6o£ e^OSSsj Se9>adl>on« 6otF8. K«°e»osp£Ssut35pc» qti ar'CkS's'e.

favS'o SfiS&xp&mi dSofl AoStoo, £,St3go"Ei .aSs^SS &>6ZgZH»
60S00 Sir's ^oaEcsjj.

w

dsjfi »3a aa3s»a s»o^.& 3(*»oa d*»o. aoaj
r
ja^»a.€f'& ss^so

«*& d&a a^aej^so. «&s>3o5* aaasa^o o»spaa>. sos^aoe*
>ao -asws^a aao s»A&a»sj»D. aa^ d»o«oa<&e »ou»&. 'dfee« so^tf

d»o»o3> ^s^to a1a.a«' »a 8>o?tt«)oa2to.

3&fo«* dkOBsBrtSoSaa • d&fijijiSoff* 3a3)8o As^ tsitaxz* S»Bo

5*0 e^BoS* ^(fiTte es^Bo w-S*ts »a}fio«8. &3»3«eej& *»8JH>3)0»a§

12 did >3o. wJStp 12 v§£o &S\&i> 3>tS<^tSo atSwt). Beofofi* 12

«&oo a«e sa^ao oejw» a&xs&oxz* 1 5 «^eo5* ^(O«o «s^oo

13 a «^eo7? a&oa. ^«« sr>«» d»o»^& did aoco. aaeaartk

q& ^aasa^off* s-ss'Wa, e.st3so"& a&j
)

_&s*'t3n>a <£oaa aB^osaay.
(&fi e^ca^a ipa^aso s*3»ao 3&oa.
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verse 35

Tr.The components of a mbandhapadam, yati, prSsa etc., are being given. Assonant

letters at the beginning and middle points of all the four lines are yatis (caesura).

The second letter (of all the four lines) being the same is called prSsa.

Com: The components of a nibandhapadam are like its limbs. If the text of the

padam is its body yatis, prasas are like its limbs that contribute to its fullness,

symmetry and beauty.

Nibandhapada is composed in vrtta bandha, i.e. in four lines. A letter,

assonant with the first letter of each line should occur at the prescribed midpoint

of the line. This is called yati. Thus these are found in all the four lines. Yati,

in each line is seperate depending on the first letter of that line. But the point of

yati is the same in all the four lines. Middle of the line for yati is a general rule.

If there are 18 mStras for a line, 8 matras give half its length or quantity. Then

the first letter of the line and the 9th mStra or letter of the line should possess

assonance. In case the number of gaps is taken, similar is the procedure. In some
places yatimay be found a letter after the midpoint or in more than one place.

'Yati' is the resting point for the readers' tongue. In Sanskrt and Kannada,

yati is in the form of just a break (caesura) with the word ending there and another

starting at the next pointln Sanskrt there is padantayati too; a word has to end

at the end of a line and cannot flow into the next line. Pingalacchandas says 'yatih

sarvatra padantfi slokSrdhStu viS&atah'.

The concept of yati is different in Telugu. A break at the yati point is

not so important as a letter assonant with the first letter of the line occuring there.

For example 12th letter is the yati-point for sardolavikrtdita vrtta. That means any

word commenced earlier should end at this point and another word start at the

next point. In Telugu whether a word ends or not at the 12th letter , a letter having

assonance with the first letter of the line occurs as 13th . Thus it will be observed

in all the four lines. Even in the composition of a padam yati has to be observed

at the middle of the line. It can also be observed in more places than one if so

desired. Yati helps the sonorousness of the song by its assonance.
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dtso 'Sofi* e&eo £»s. qa&ns sp«»a»CT>££ 6o*ox>a. '(ss^j ssoa

»ajg *tg»os»eo (SoaS a&oa. »s:(d»a »oo»&. ssjso^jk 3aj?t>£*3:

disfiS ^5& t,^.&So .4oS. dfcfiS* «^eS5[0 waeoeSa 3o&oi3§

6oa»6. [i»3U* S^oaao (SScao. »3n», 3»ee a7»|do alb J'e»;'3
,

3cOj e*k\

o5*5p4 Aotta-CSy. 4a»a,8o»3S 0-6-a>-'3 e» (d»d»^o»»n» 0»33s\. dbd

aaisc«s€i* d»o»o0 (5»5Sr»a Aot»oa. (aeT3e>a» >o»eso ass <*&id*&

1. wspa so°eo sj»z5tsayi& «*(Soa »ayo& aesvco csfcoikie aotxoa.

W«-«-o-e? -?>) 5-«i-t3»-uy^-o-J) (c)4-a«-j>fc «o«&je0*a »s«e<>a5

3-oj^S cSSa-3* e5« dS»03>|0, k»S»0»»S 6 5* dfcfiaj|0. (.)3^»o«*
ses^oo css>e "ajje *«(8oa*~3o©n» 6oo»a.

*~v M

a-$-»-a»-*-a.-a-&

*>S-a-0 & a»Jto»P AoiSa. 3*3«os -crw* «j.
tf-$S-fi-4S

3-a-»-$-a

oS-oa-oo- *0-5s

s>sj-a><i>-aM

e-«

S-e»

g.-a
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The second letter of the line is called prSsa This also is observed in all

the four lines, 'prakrista vama vinySsah prasah' is the etymology gwen.lt helps

beauty and rasa The second letter in the first line must recur as the second letter

m the second, third and fourth lines also. So prasa is one and the same in all the

four lines In Sanskrt such recurrence comes under sabdaiamkara. It is called

anuprSsa. PrSsa is the same both in Kannada and Telugu- recurrence of the second

letter.

But there is one difference between yati and prasa In yati the aksara maitri

comprehends both the vowels and consonants In prSsa only the consonant is

important. That means recurrence of consonant alone is enough though it may be

conjoined with different vowels. For example, ra-ri-ru-re can occur as prSsa letters.

Yati is possible within the groups of letters shown though the consonant is the

same in all: ra-rfi-rai-rau; ri-rl-rr-re-r6; ru-ru-ro-r6.

In pada composition pSdanta prasa (end of the line prasa) also will be

there. One way is to observe it at the end of two consecutive lines. It can be

observed in all the four lines also.

1 When words beginning with vowels are used the following groups of vowels are

said to have maitri (friendliness, assonance or rhyming):

a) a-S-ai-au

b) i-I-r-r-e-6

c) u-0-o-o

d) a and a among vowels have assonance with consonants 'ya' and 'ha'jvowel r

has assonace with consonant n
Assonance among consonants is within the groups shown:

ka-kha-ga-gha-ksa

ca-cha-ja-jha-Sa-sa-sa-ksa

ta-tha-da-dha

ta-tha-da-dha

pa-pha-ba-bha-va

mpa-mpha-mba-mbha-ma

pu-phu-bu-bhu-mu

ya-ha

ra-rra(sakata repha written as be
la-la

na-na

jfia-na

These are commonly used But there are many special types.
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(c)5-5., S-<, S-o, £5-0) $-$, u»-C, e-*-S »5> 3CS\Bo (3»S3e»fibo6.

^aspa* ala?«e cpo**^. sfi*ssiSSPiaon» z^n assails.
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2.Though it is said that the recurrence of consonant is enough for prflsa there are

some special points-

a) a consonant with vowel r is in prSsa with the same consonant without vowel

f. ex:-sukrta-sakiya

b) a consonant conjoined with repha is in prSsa with the same consonant without

rSpha.

c) prSsa is said to exist between the following pairs and groups:

sa - sa;

sa - sa;

na - na;

da - dha;

r - ra;

la - la - da

There are many special points here also. The above are given by way of a brief

introduction only.
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3jw> (5<&a» Sjaoufo

37»(p»6&o \&8Sx> $83 SS38SSWSC SOCKS' 36

CD —

s

cSS dSuSi SJ^CStoS: sec fiC5es6e»

$3^ «80»a o3»»o(2o»<& fee. 37

o»iit^
r
ssr>(a& o5»ssa"i!Sj. SoSs apjaeo kj&§. jsmaj &P|3«»

^«o. sgssj'ia i&ao. eea&aoS* s^^^oj&oa. (36)

&So& o»«(S!&5* S'oSU'Sl sp^o esSlOa. e^SoS* wo»«o $63»&©

(37).

3»£i#«"3o& 3o»£a; ar»c»3} foeo-a 3e»5>8wr>WM. 34 SB^of4 3P(0»

f&ty (SSoAoSo&ajS^a.

5Sr«|So35 to8x>3w%e>&> KPO} 3"&\ SB^o $o8&£& SouoOoOoaS

ioajg»sS*a»aj? ^oassjS* fo&oS^eirA xemosscbj, sr«[a'>KCT>eBoiS

»&j. s»» (tka ^o»o& eo&iS* 0»JJ)&to. SSsS "3o&> 2XPjfx> «r>«5c3

aas* jsa^aoasjiiocrca! s&s 'a°e>' &s"£&>. esr^&e^a ssgs^g

[Sc&o^d ?>a 3*a^«Pfi:e> sw r'eoSo&OJoa. S&S 'o»e' &3a (So'

Son» s^>3o»oa'3joa. O'O'Sl (l) s»oo (2) &Pfio (3) [Sdfc (4) oofo

(5) (po (6) era (7) So (8) ex& (9) dSiS (10) ^^Oo »3 S&

A»n«fcoc'2o3 e>OJ»s» 3S^a&3. txSS* lixtsC 5 SS»s)^>CT>e» 'BoS* 5

t>$xm$ipes*ex>. gSLB 5"eaa«> s»o"a§ soaoOoOoa.

SoAfioS* §*©asi S3jS»«K>§ e?*Soe7* SsSSo 3Sy§,
'3s»o,a§ »^5o

6oa. soflaotf* (1) arg^s»eo (2) spo^eo e>a s»©o "SotisBs^.

3p<uo 0»SS^^S>o&i £wgn»S&>a t,St3 "iOj SpaS6

(JW}3 s-S3& 3KW33
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verse 36-37

TR: One matra is called laghu; two mStras go under the name of guru;

three become pluta; half a matra is druta. This is according to Bharata's school

(36).

Measuring the time with tala kriya is called tala. That tala is of two kinds:

'marga' and 'dSsi' , following the traditions of Bharata and others (37).

Com: These two verses speak about tala. In verse 34 tala is mentioned

after mentioning matras Here again matras and tala are taken up for mention as

componets of nibaddhapadam.

Can't we consider this verse which speaks of gurus and laghus as related

to prosody? No. There may be gurus and laghus or matra-ganas in prosody; but

druta and pluta have no real place there. So both the verses are to be considered

related to tala.

The word 'fila' is derived from the root 'tala pratisthSySm\ Because glta,

nrtta and vJdya are enunciated in this it is called tala It pertains to time factor

as the time intervals in gtta,vadya and nrtta are measured by laghu etc. as also

by the sasabda and ni&abda kriyas. Ten vital factors, called prBnas, of tala arc

enumerated: (1) kala (2) marga (3) kriya (4) anga (5) graha (6) jati (7) kal5 (8)

laya (9) yan' and (10) prastara. They pertain to the various modes of operation

related to tala. The first five are said to be primary and the second five secondary

just as in the case of prSnas. Here the first verse relates to kala (time factor).

The time we usally recon in our daily life and the time that comes for

measurement in music are not the samein music it is of two kinds (1) sGksma

(subte) and sthflla (gross). The time taken by a sharp needle to pierce a lotus

petal in a pile of hundred such is called a ksana. The following are the units of

subtle time made up of such ksanas.
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8 &oh» - 1 eSo

8 eww -1 s»S,

8 s»ae» -1 aa>a,o

8 Aa^n - 1 s*

2 8*e» -1 jMfoO°sKo

2 CKfe0»\n"o5 - 1 «&|&«o

2 v&i&ots -i (fiiao

2 (&o»ko -1 oa^Sj

2 oSMSJjeo > 1 fo&>Sj

3 e5»5jeo - 1 SjtSo

za^oS* j&iJo »3a «csr»(3 •aaays&sa s&s "Boifc (ikons 1

foS>33u<So6. &rtt3o3»%ei2 S^ifcMStaSoa. £oh3S* (1) »&|aj«$o (2)

\OiiSc (3) e5»% (4) to&5j (5) S}8o (6) S»S>8o <*3 udSij o»«>

AS stsfi* \2r>aTb)S 2,SonH». 4c& Ifo&, &«$, 3>Sd°o°eo 3^ C'Ceo

«3 aw»&3 eo7Pe» ajfjalSs iS^oas. JltSS jShb'jg^eS'eo, KsKjoj qo*

6ol3»cco.

U

»33|J&tfo Ssofi S'Sd'JSo a»S ^SiSjBo d*& 16 e»on»eo 3£pcoj. ss'tWf'

S"fcs"eo (^oasojfi* o»« 1 ^^^S^So s»eo s»&>).
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8 lavas

-
1 lava.

-
1 kasti

8ninusas .
j j^J

2 kalis

2 catuAhigas - i Muta
• 1 cai

The Mowing are the sthOBa kffla (gross) units.

2 anudiutas- 1 diuta

2 dmtas -1 laghu

2 laghus -1 guru

3 laghus -1 pluta

4 laghus -1 tatapada

ItKw r^y ?>
hUS fflake a *™> *« "*« * P'uta Among the

above umu (1 Mnudruta 2) druta (3) laghu (4) guru (5) plutaL (6) kskapsda
are the « that are called sadahgas as the fourth vital element ofm-WNow

,
talas where guru, pluta and kikapida are used are no longer m useXMas in use today have only three sngas namely anudruta, druta and laghu The

following are the durations of utterance of short letters and their symbols

anga No.of shortletters symbol

anudruta l u
druta 2

laghu 4 1

It prastara is done from anudruta to kakapSda it yields 16 angas. Only three of

them are shown above with symbols Drutawrama takes three short letters Its

symbol is U The laghu that occurs in a tala generally signifies now the time

taken to utter four short letters (It is not the time taken to utter one short letter

as we fmd it in prosody)
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o»»«sy3a Ka s'tsfyipifc s»e?^ recsoo »a aa^«4oa. «*i*b3

aaol '(tess' ws"icb. sja tr>«a*i>a»«£ aips*an> aa^»5oa. 37 as

'(&&' (r"e>SSo) «3a 3Sg^&iK) S»jg(l(&»S 3o&> Osh». 3fifka aas*

csajB68s^ot»jp aa^ac&^oo asg(SdS3. a^ 'ar^a' «*oo»&. ($*>s*

3i3S "3<&£Oo &PO» 33g(3oi>. &^ 'itt>3o' woo1*}. 3o» 3»Cop

-Jkccso apCO'CeS) As^rcoS SottafiSHo. s»ta^^,o5* (1) CS3j

thpi (2) ,3*33jU (3) a.t^«P3j(85 (4) ao33$£S (5) 60uS - v*

5 cote aa^uaTS. swsswa 'Sote a>seofio' «*& a^a^a 'softaa

3x£>d*eo' c"$3> 101 ir*H» 3Sp4]3. SoAaejrjSCoS* 120 *f^r><^»

aa^efi^. !*Je"* co^sese *>e
A
a

,

ajSa a&yss T5oa» 363. «*oh»o&

fo&eaMSjeS'a KfT>e5* 3o» 3o1cp
1
SaO'o5* e»o7Peo aa^oAj. 33>fo d»Sj»

a^ofi* d»e&dS tfSsiy&Bj es s»©o«* (Sofia 108 &>w> "to 35ypoo.

(Xis>«» a&^s "ie& qo&cjs "io& s*^ 3wa> s&te^. a'sa^oa

afys o»c»e las : (1) ao-cfcajo (2) assaju (3) a.£a (4) Mt^u

(5) TSj^Otf (6) 52oo«* (7) 3(<fi5)B (8) JK (9) fi»ot)S (10) as

(11) sws (12) n«& (13) stsg (14) txsoseo (15) tnsseo (16)

(Tocsao (17) soseo (18) M^sajoisa (19) ao (20) 3(S3»s (21)

SoS'oS (22) wSj (23) e©a (24) 50* (25) jxxs (26) aaretaaoe

(27) &asj<OoX (28) 5«£ (29) art (30) 3»fiS (31) aoCttg (32)

was (33) Sis (34) a>a (35) vo&sas (36) »3*os (37) &>s*«

(38) 9o&n 3osS (39) »oS38 (40) tsssiP«a (41) &t3e$ir$3 (42)

K*^ (43) uS (44) UfySS (45) wo (46) waSj'ajS (47) OB&a3)(6

(48) A&^o (49) AxgSiS c&tfjps (50) CS*3g (51) cBs^s (52) 3j*«s

Sos«* (53) sbd&>(9 gos»« (54) *o8 Sos»«(55) snsgSos* (56) Soo»0

(57) C^S (58) 5*3© |ix& (59) SCaac (60) 8^ (61) Ssoa5 (62)

ad u*a (63) sajC^sttS (64) *ft& (65) Sc=^5SS (66) osq»c (67)

68So1b& (68) O'our'WiP'a (69) aaoSj (70) 4ifc6S (71) aj^aoK

(72) »eses (73) aos^a (74) soo««e» (75) 35(5 (76) sa^farcs

(77) &o3«3(Jaa (78) S»3«^a (79) Soa-SoO (80) oJ^s (81)

a»s, (82) aos^ (83) as&a (84) 3o3 (85) cpcssjo (86) ao
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Earlier it has been stated that tflla is measurement of time m gTta, vSdya
and nrtta. The mode of measmement is called 'kriya'. This is enumerated as the
third vital element of tffla among the ten The 37th verse says the term taia applies

to measurement of time by talakriya. This 'knya ' (operation of measurement)
is of two kinds: (1) sasabda knya and (2) nissabda knya Beating of time by beat

of one hand on the other so as to give out a sound is sasabda knya It is called

'ghata' or 'the stroke'. Snapping one's fingers is also 'sa sabda knya', It is called

'dhruvam' Amere waving of the hand oneway or the other is 'nissabda knya'

TSlas are of two varieties: 'mSrga' and 'dSsi' 'Natya s8stra' mentions

five marga talas only: (1) caccatpuja (2) cScapupi (3) satpitaputraka (4) sampadve-

"staka and (Sildjghattaka SangTta Makaran da of Narada; Sanglta Samaya Sara' of

PBrsvadeva enumerate 101 talas. Sanglta RantnSkara gives 120 dSsya talas

mcluding two created by SarngadSva himself The angas for these talas are given

by symbolic letters or ganas comprising gurus and laghus In Telugu literature

Palakunki SOmanStha (13c) has enumerated the names of 108 talas prevalent in

his time; but some names are different from those given by ancients The names

of talas given by Somanatha are .

1 cancuputa. 2JScaputa (3) sadgJta (4) utputa (5) mocita (6) sama (7) sattraccheda

(8) ega (9) bombada (10) eda (11) hada (12) gSru (13)hadaka (14) bandhakarana

(15) badakarana (16) krauncapada (17) sarakarana (18) asthanamandapa(19)phala

(20)cakravaka(21)kalahamsa (22)arya (23) lalita (24) sarala(25)virala (26)urrfl-

"mandira (27)mattamatanga (28)rathya (29)matthe (30) mudava (31) bandhama-

«the (32)r0paka (33)6ka (34)ma«Ja (35) khanditatara (36)avakhanda (37)kank21a

(38)khandita candah (39)khanda vama (40) avighQmita (41) kutilaghumita

(42)gosthi (43)arna (44) kaccana (45)ana (46)SdimStrka (47)taraksnaputn(48)u-

dvlksana(49)uccavati yaksOkka (50) catika (Sl)yastika (52) purvakamkaia(53)ma-

mmisrakankala (54) khandakankala (55) kSvya kankala(56)pancali (57)bhmnaka

(58)k6kilapnya (59)niravadya (60)ranna (61)kunjara (62)phamraja (63)catura<sra-

dhara (64)krtyaccha (65)vidyadhara (66,)raktadhara (67)attamameru (68)tambiai-

ST 69Sapu (70)utphullika (71)matanga (72)ardhakakka 73 saraswat,

(T^kanSbharana (75)miL (76)sammira vada (77)sunhav1krTd1ta P8) «mhjna-

-ia 79)simhananda (80)labmlstana (81)mukta (82)Panca brahma (83 )da amddha

m panct (85)cayana (86) pan (87)prasakta [88)khura (89)v.sarakhura (90)uttara
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(87) oat (88) «* (
89

)

'

ase*je C90)
65e (

91
)

SoC5o*e' (92)
***

(93) W^ir^ (94) uSSos-a (95) »oaiS (96) rasp jpobC (97)

LioaS (
98

)
"5!irt;S *"** ("^ c

S
a6

^
10°^ I?* (

101
)

***

#02) «to«|? (1°3) °$«*™> (
104

) ^^ (105) •**? (
106)

3* (107) (»53»>^ (
108) e°TSS>3 (S5o4o*0»«£ «(? - »S* (aKSoo)

e^o <r»06e» n»So0* 75o> |aj»Co€r* Afy o»<™« &So. ohJ "Sto,

ton

101

01

IUO

100

1100

I

CPOHs (S^*, ^58(5 &$o5* "3oa» 03>«o. «i '3oar>Se&;5 Za^&H

too Sftjoft. S9|V |0^t>& Wfc T5o8>n» jpoi'ft «o&a>fi SS50&. vo&

CHWS(*^S> Mfc* Sol6 a*« S&ofi. e$»%& *«a0oJP See^b SPOj

UoS* «A 5 5s»iB£ 7 tPV*w 7 X 5 * 35 0s^» «a»3 . aoio5a5^>o

sao»6a.
*"*" *~

l?fl? «*»% 3 «^o»» 3/4 1« $PSri& 2jjSte .i«r>B

«W5(5 oSmJj)4 tfto*a 1 1* jjsf&j 3^ oooh)

&(* t*»ifc (3+4)«7 «&c»t» 13/4 l' JtsJ^Sj 6(3& ^Svi»{)

*oS «$»$ 7+8. . s ^c^o 1 1/4 1» 9JVi^b 4(TSfc Oo^O
Soig «»»% (S44)-9 «&0*w 2 1/4 1* SJHrtfc 8(A§ OovPC

(1) t«b»<P*io

(2) &q
f3) ars»

(4) aoT>

(5) |0%u

(6) wo
(7) S»
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(91)pancab8na (92)harina (93)mayakhana (94)adikankana (95)khanjara ^(catu-

rasra khanjara (97)krsnakhanjara (98)asamana khanjara (99)lakkhavati (100)

dhruva (101) laya (102)tanubhadra (103)lakkhanayana (104)vilambita (105)adi-

matthe (106) va]i (107) dhruvamatthe (108) jampe matthe .(PanditSrSdhaya

caritra-parvata prakarana).

Though the names are known their forms are not known The angas of

those that correspond with the more ancient ones can perhaps be known .

In south Indian music there are seven tfflas in use today Their names

and angas are given below

Name of tala angas

1 Dhruva 1011

2.Mathya

3.RQpaka

4Jampe

5.Triputa

6.Atfl

101

01

1U0
100

1100

7JEka 1

TSlas are generally of. two kjinds depending on the value given to laghu.

If the value is 3 short letters it is tryasra. If the value is 4 short letters it is caturasra.

Other varieties arise out of these two. If tryasra and caturasra are miked we have
a misra jati laghu whose value is 7 short letters If tryasra is added on to this misra

and cut into two (7+3-10/2-5) we get a khanda jati laghu with the value of 5

short letters. If a caturasra laghu is added on to the khanda laghu we get what

is called a sanklma laghu with 5+4-9 short letters. By changing the value of laghu

thus the above shown seven talas multiply themselves into 7x5-35 varieties. The
details of the type of laghus are given below.

Name of laghu Value in no matras symbol counting

letters (short)

1. trya'sra laghu 3 3/4 l
3

1 beat and

count 2 fingers

2.catuasra laghu 4 1 l
4

i beat count

3 fingers

3.misra laghu (3+4) 7 1
3A 1

T
1 beat and

count 6 fingers

4. Khanda laghu l'A l
5

1 beat and

(7+3/2) " 5 count 4 fingers

5.sankIrnalaghu(5+4) 9 llU l' 1 beat and

count 8 fingers
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«r>«o Tx&HuoS* S3j »*g Mf^ (Sdfceo SPB» 3PJS&J &S©3* TJoSa

S»o|3rifoci:

(1) se^d : 3ea ;m&ti%s& sscuo

(2) s^ : jesa>& &s,^ jfoa SjaT>%3S> a»»ix>

(3) aa^a : wodeos (So** arfoa 3<k»<j«33«

(4) aaaoo : »$«s»j> a»a»j^ TSeoseS aao*oo

(
5) ^S,o : «e* saejsSfi ($*& 3xiSj-&to

(6) so»s : 3«a £S zsxm,

(7) sos : tj§ 3303 3as [Soas aap

aao* »;5 Mjg|to» 3hw. «ots ap»«b fcajju 3«a -as* asW
*a 3o^o»«> s-eo wsjajoa. qes os»aj& |«5»gaji5 wtei&&, als
mi s*%j§a> awe. s^oas sjsrts> wbsuu a*«3 & a»aeW?
w oS»a»el OAStg (5J«y BS^ooH).

i*33»«S So SjOWSo O»«wso Seotoo»eoo. 6a»3'oc)& WMSOWJS 1011
(»s»sj ,o*s» oa^ o^sj) sonno. &o*sfs o5jj% 3*>ei*8.« e&os,
w&SVla »Sj& n»Sl 10 «Sa»e5«

SOXSi / «6 / SOW / SdXSs.

(«*»%) ((tttfo) (osasj) (03^)

*£**. &e«*o oso «seo ase s^a.gc Ao£=a. an*^ »%
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The sasabda and mssabda kriyas in tala also are of two kinds:

mSrga kriyas and desyaknyas-Only desya kriyas are described below

Sasabda kriya- It is called dhruvaka: A beat with the right palm on the left causing
sound or snapping one's fingers similarly

mssabda knyas:

1 sarpini: waving the palm to the left

2. krsya- waving the palm in the left to the nght

3. padmini: turning the palm downwards and stretchmg the hand

4 visarjha: palm facing downwards is waved outwards

5 viksipta:bending the fingers of the hand so waved
6.pataka . waving the hand upwards.

7 patita: bringing the hand downwards so wived

In tala, an anudruta is counted by the sasabdaknya called dhruvaka; for

a druta it is a sasabda knya dhruvaka and niSsabda knya called visarjita It means

a beat and then waving the palm backwards It is equal to a duration of 2 short

letters . For a laghu, sasabda knya dhruvaka and ru&abda knya viksipta are used

That means a beat first and then counting the fingers starting with the small finger

and one less than the value of laghu ( The beat itself counts for one letter)

Purandaradasa is said to have composed alamkSras for all the 35 varieties

of talas with svara sancara. Practising these is said give svarajflana and talajfiSna

to the student For example dhruva tala has the angas 1011 (laghu, druta,laghu and

laghu). Suppose the laghu belongs to caturaSrajati then the alamkara will start with

sa ri ga ma / ga n/ sa n ga n/aa n ga ma
(laghu) (druta) (laghu) (laghu)

and will have 10 rounds or Svartas.

The entire svarasancSra can be written down based on the following

principles: The first half and second half will have equal number of Svartas i.e

J- and 5 in the present case The first half starts with madhyasthayi sadjasvara

and the second half starts with tarasthayai sadjasvara. The last round of the first

half win have tarasadja; similarly the last round of the second half will have

madhyasadja. The svaraprastara in the first half will be in ascending note (arOhana

) and that of the second half wiD be in descending note !avar6hana krama) Each

tala letter will be represented by one svara
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1. a&tofi* 3W6 R*3o{5Sa $t|Soa (floras B3o<J»&».

(13)(1950)

<m o»n»o^»oo»a«J - jssejawtr te<ftoo£" apas^.ggj 3(u6,

SjpSo ^65 Lxxxx1-(1952)

2. w&i&ertfl Jjo^ajo, sscots^o, #sc£o, 0&s^5)go »3 "i&s»B»

«h. (tbipal statto, eo&so, s^to, (gargi «sl§. <*>*» m,

(p*5co, «ST»^ »S "SO:.

tteSDo Salts'*:. SXfiS* J)c35 tyPta SBadjcBr VS^ 6C«KS«»

(1) (0$» xe (3 ssr-jflo ko»«) - &Koa, aas©8, so^vP&eso

(2) £&6|* Kfl (4 3T»(tfe Ko»ea) - 5*fi5o, S'liSo, (jW6» 5W,

(3) (pocko (5 ssi'itfe «o»e5) - (aftjtJ, ajsaxe, &ssxs&-«eo,

<S)«9o« (3<sp«o, aa^so, «&p»!p, txaagT'o, wssaie^ajoKwsoa^*,,

(4) Sj(»HO (7 KP|de IfePtt) tfOe, 2:3g*ie ST^O*

50 2a^o (Sofi q&ra&&.
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1 In Telugu , POlQn GCvindakavi has written the followmg two treatises on tala.

(a)TSla Dasa PrSna Pradlpika-published by Tanjore Saraswati Mahal Library

S.No.13 (1950)

(b)R2ga Tala Cintamani published by Government Oriental Mss. Library, Ma-
dras-5. Senes Lxxxxl (1952)

2 a anudruta is also variously called virima, vyafijana, avyakta and anunSsika.

b.druta is also variously called valayam, binduka, vyCma and ardhamStra.

c. laghu is also variously called tala, hrasva, sarala and mStra

3.Depending on the jati of laghu the tala vanes considerably It is natural that

certain vrttas are considered suitable for trya&a, caturasra etc gati-s Some

examples are given below.

1 tryasragati (ganas with 3 matras) Sugandta,Vicfluhta,Pancac5maram

etc

2. caturasra gati (ganas with 4 mfltras) TSdaka, TOtaka, Praharanakalila,

ManigananDcara, Vidyunmala, Ma-

"nim, Sarasija, Krauncapada, Kavi-

r&javuHjita etc;

3. khandagati (ganas with 5 mStras) Sragvini, Tvaritagati, VanamayOra, Bhuja-

mgapraySta, PadmanSbha, LayagrShi, La-

yavibhati, LayaMri, Mangalamahisril

Dandaka etc.,

4. misragati (ganas with 7 mStras) Tarala, Mattak&ila etc.

Different lands of ragadas are used in yaksagSnas.,. Those varieties

and their tslas will be given under verse 50
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Si S»o8> a&jJS auo#3'& 3&o«m3Ss 3SdkS©t»1JS (&3»ofieaBoe»o&

«fc& ;j°£*Koi» S»(g5<<aa£°o&>£' 38

O»n3»ofii 35)\S JtooO S45&3 a»»3 wad&CiJa S4So»»5) "iCbSSok

aeso .saji'W aq^a as^o, "Bo^eser* a^a'^ao, ajj*5Ja"|&so,

wbstfo a3ja »oaoo, «*»;* sawi- s^a a»(OS,5p4 «$*ko b^IssS*

«o£Jon» 6o*jooa.

33 tF7M>& bat "So& Krej 3^_s agja^aj. 26 aa^oS* snajaaa»a^

¥&8on» BSjoO wST'&jSS) w0°5on» afijiS S\«Jbocs»6j (Soaa^Sj) CPifc

5jeon« 33»jB». o^JS JHs 0J»Son» Ao3 !fSa*a3 <5»<fcSjoSj 3^5 q»8

5^.e «*s «o«o «a>a»a»ft. aa*6a»s2 a\aao«o »3a ($ofi&0

(.S^tsStF wo&3« Ot<fa$j5r»0» fcS^."ti (»&§*o»4S:. *6o»SS S»0a»33

3»d!)« jj»fye3 Sa^fc q»aa3jw 33pA3. »3'i5'3jjij» qwfeaeo «3

»a w&jsoa&js* aa^tfaj Wjq»a3s»sa s*p& zaepnz* ^owe&a
(K^ovt*. «6eo ^o»a5g^atM7i»5 aaaa [ecj»tfcsai^5o"aas»oKSo.

3S^3»j&j.

(Xo«S8 3Co£*a »5PotfSao»©& (a&?vs»e&) 3i^sa. (1) t&po
(2) ib«n.ao ( 3) («wso (4) »oao (5) «$%. »ote eo^sso "itto
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Verse 38

Tr. The Pallavi appropriate to the component individual words of the

aforesaid nibandhapadam is being given. That which comes at the starting of the

padam is 'udgrSha'; at the second stage 'melapa'; at the third 'dhruva' ; next comes

'antara' and after that, lastely, comes the beautififul 'Sbhoga' with mudra.

Com. After speaking about yati, prSsa and tSla as the limbs of nibaddhapadam,

the author proceeds to say about the 'pallavi' appropriate to the component

individual words of padam. In verse 26 the author, viewing the text of the

composed song as its grossbody, spoke of the vrttabandhas ( the prosodical

movements ) supporting the composition as dhStus: while he gave the dhStus for

the body of the song there, here he is giving 'pallavi*, suitable for the individual

Here we have to take note of a point. The body of a song is in a single

vfttabandha or chandas. Bus that does not mean the dhStu also is one. VSta, pitta

and fl6s,ma these three dhStus are given as causes for the human grossbody. Though

the three are different the dhStutva (being in the nature of humour) is the common

factor. Similarly the prosodical inner movement called vrttabandha
is the common

factor in the padam. There win be at least three caranas with three different dhStus

constituting the body of a padam. Just as the physical body is said to have been

constituted by three dhStus the body of a padam also is considered to have been

constituted by three dhStus. This idea underlies the whole thinking. The author is

mentioning the five dhStus, udgrSha etc., mentioned in works like S. R.

Those that are called dhStus of a padam by the author are (1) udgraha

(2) mElSpa (3) dhruva (4) antara and (5) IbHBga. s. R. deals with them ia the

following Slokas:
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[£>3»£*7Po«S'3 spS* cNfceS^ Sa°e>«5« n

»&> £»eK'&pa» opsins aj*$3

3»02i&g$i> 2$3» jj'Bffl a°«J5*dkgs° ii

S|* '&«»SS» $V Stf&Po gja5"S_505""n

(»eA. Sjf^. 4-7/ll)

soteeo^so^&aaov) sr»a 6n^a^3 ^soa, aovaa 'Sjcas |&&»;
«£*ko • asaa. |S}3»$*n"e js^se^osu^a woac. ais^ aa^o «3a
»»jgSoa. So»X£ '<Mo§*3Bo' »3a Aoioooa. S&S3 as^ 'io^o'
w^JSs. <5&25»o &£ 'Je&Ka' n» 3e»SS3yj. AB^a* ($:2oS> &e)3o

(goszso) 3ssoa h&s 3o5*a "^caso eoajoa. (jMsaco - &&?• sese

3e» (#>3. 'e£*fa ae^>eo»' »3 wOqySSoSSoa an°3§ So&BSo (5JJ-6

5»ajSo) &o5* S&oa K&S qa e»i?*Ko. SaAoaj vfi esft^dSso. StSS*

»o«K5, &e3»Ss»eo es(aij»;3»©3 3jfc\6. 'woeo' e>3a >o«ar»a [3aoO»o3

3&)»3 i&S, SsoO, (Sesfcoe, 3>)&S, eoSW©, 0»»S, 3S«T* (SaoO'o't

^>&ss>eo as^a 'esose' & sa^oj»5* »^.a sp(tf& as^oaa^jsa, aa^wJ

jssocpaiffj «oao sss:»a5*oax&s s^oca^ Sdka&jsa, («:^^wo5Soff*

S3uatoo3&> K&g eS^a 3dS30»a» 3eoKoS*irooiar' SCsp&S SP£P£.

Sofatt^ (J!o5°^ 'SoSS&o' esSug'S -^(HofiSoff
6

'a»a' wJSiadoa.

3&&>JSogJ"»a 'a«a' e>3 wot»3>)a». «sqm^ 3»JS,(Koqs»6* |d"S\Q&B 5%

o»n»£*S5 3«r»^a»«or?aj 3Sj»&3 'SoS' «s3 o*HoSpb» t-SO^oa. o»al

as! 3oao$So^£i>.
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'PrabandhSvavavO dhatuh sa caturdhanirupitah

udgrShah prathamastatra talo mSlapakadhruvau

abh0gasc6ti tesam ca kramaHaksmSbhidadhmahE

udgrShah prathamObhaga statO mSlSpakah smrtah

dhruvatvScca dhruvah pascSdabhOgastvantimO matah

dhruvabhogantare
1

j8to dhaturanyO ntarabhidhat

sa tu salaga sudastha rupakSsveva drSyatS

vatapitta kapha deha dharan8ddhstav6 yadha

evam 5tS prabandhasya dhatavo dehadharanlit

tatra melapakabhogau na bhavStam kvacit kvacit

.

(SR 4-7/11)

According to S R too udgraha is the first, next come the two, melapaka and dhruva;

abhoga is the last, that which is woven between dhruva and SbhOga is antara Among

these, udgrSha is a meaningful name Baecause there is taking up of the padam

(starting /commencing) it is called 'udgraha' Because 'udgraha and dhruva are

made to join together the second is termed mSlapaka The third is called dhruva

because of its stability Since abhoga means completeness, the last part which

concludes the song called abhoga Among these melapaka and antara are not so

important The fourth called antara occurs only in salaga sudaprabandhas-namely

dhruva, mantha, pratimantha.mssaruka.ankatala, rasaka and ekatall prabandhas

As the text says 'drsyat6'(is seen),commentator Kallmatha says that even among

these antara can be woven only where ancients have done it. He clinches the issue

saying since it is seen m mantha etc. it can be done in them and since it is not

seen in dhruva prabandha it should not be done there.

What is called pallavam (tender leaf) in musical treatises is Called pallavi
in this work; of course we are also calling it pallavi today But there is also a r3ga
called 'pallavi' among the dfisi-rflgas well known in olden days (a vibhSsS r3ga

) This has nothing to do with the 'pallavi' we are dealing with
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1. AC^o 1. !>>Cb (14) 1. o8"6

2. iWaso 2. sso (5) 2. <&&>%

3. (»a 3. wag (5) 3. »oae

4. vo&i 4. S^ewS (10) 4. 4d»otf6

5. wtf'Ko 5. 5S»2<s»

«a aajssciy. $& iwsxeB»8ofi& &3kKeaas»fii. *\^o zsyv ses> «&

ue& d»K»T}*o ST"^ 60a; t,fy.t3Bott»5*o 82j 0»«a3*o$r»a» to.

o»7W»1!>& «Jg&:p wd5Pip?Fe>jS> w^2Sj Oc jMb»5* Sjgon* 3!kft&.

5&5 iT»i3d &,S«PP»a§ aiPSo-O ScOo "ctofccoo &e^os»aj. SO&383
fi&2oe ©CWWJ 33>3&o EMb SoAofcb'O'^ aOd&S JPff&J OPi^o

TJe^Aoe*©. ST»"aS 'arHb'.^dfcjWS 'CMfaSy "5o&P STOj?toB«2_Sc>a>3

«3 v&&> 'A^dSs^' jgos* asy*ga>. e3tfuotf&> 'ejdsjs«3
,

n» srooa.

CO A
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The dhatus that are mentioned as appropriate 'pallavi' for the individual

words of the padam pertam to the svaras or musical notes Just as they are enjoined
in the case of gltaprabandhas they are enjoined to the stringed instrument vlna

and following it, to the wind-instrument flute, as also the vadya-prabandhas The

following are the names of dhatus in various branches' (These should not be taken

to be one to one equivalents Merely the technical terms are presented )

gltaprabandhas vlna/vSm Vadyaprabandhas

1 udgraha 1 vist3raja(14) 1 laharT

2 meiapaka 2 karana(5) 2 yeduppu

3 dhruva 3 Sviddha<5) 3 antara

4.antara 4 vyafijana(lO) 4up8ntara

5 abhOga 5 muktayi

Numbers m the middle row indicate subdivisions under each general head

In a gftaprabandha these dhatus are the musical notes, sa, n, ga,ma,pa;

,dha,m pertaining to the musical element In a stringed instrument like vlna these

are the svaras born from twanging or plucking the strings Sanglta sSstra says that

dhatus should be created on flute also as is done on vlna

Today we do not generally hear about these dhatus It is the writing down

of the notation in terms of musical notes that may be called dhatu kalpana Not

all those that smg can do it II is something that can be done only by a few who

are well-versed in musicology and talented For example though the sanklrtan

compositions of TSllapaka poets are a available on the copper plates it is only

the matu (libretto ) that is available and not the dhatu (music ) Those copper plates

contain only the names of the ragas, even tala is not given except in one or two

places Though the names of the ragas are known, we do not know how those

ragas were sung those days So it is not an easy thing to set them to a t&la and

the given raga It is because of this kind of difficulty that the T T DeVasthanam

authorities got only some of them set to music by scholars in music and literature

A vaggSyakara (music composer ) must be skilled in composing both the dhatu

and matu Becuase he is able to compose the words of text that is matu and the

music that is dhatu he is called 'ubhayakara' (one who
-
does both) This compound

has degenerated into 'bayakara' For those who were appointed m royal courts

as music composers 'raya-bayakara' became a title

Like literature, composition of music is a great art of sculptural beauty

Aganvas m literature, here also some are conscious artists, some unconscious
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aasjtf 6oce3& MfcSjo. O»£«0»bS)&^ 'fPgWaSa' «3fl 338 ttSu

Stjo Sitfaj6Ao3.
f

s»3 B3I «S3>n»eo fetf&k o=«>g jpS Sole Soli*

3^ 0»KO»«5i0(0, 0»Ho SPjiSo 3^ cr»«5S^^. ass© (363T'£s3'3j£jo"£!

wtP««J°<^e» (S5>go7? n»&g6* iot^S sti J&cHHSo ajesSSor?' 3eu&oa.

gtgus Sotooff* [S:s^&osl)o&5)a^er6 £»&£»$& ^sfi" aofta

2>Ke»3ao<$ . . .' »3 (S^fiS* OSC 'yoSOjSfir&a tWoao'

e>£XPK203(fi 6o6. ^JSw^ ge"£efo»?So 5P5SO»«off6
5r»0jS '!?Sr»ia»j<l

SCjri' »3cKS»|fi. flnfflSffiPd ' 5r»a»ag'S>' »3g)a TSn»»5»Ko0*3 6oQ.

s»^co. -wsge cKa»e»© "Ji& 3s^tooso1 seaiao. sacpeu 3C£>s
e
3°o.

e,S*J$ 6oa.

aces, gjajea, J0Se», SoleSw {pampas 52x,alo»eo. aj»S3$j

STHoeSPBty Q>a>% Sjco SpBjj. »ot) S-0-H-a>S-«-S «3 SSSt

aotoKsa 5«P8 LSuoeM «

S<J0%B ^..^ r ^ ^^
Se>ftaeo»^SOoS* as e^no !jo» 35\0(ioa.

SSBJB,S ^ **! a>(? "a fcgaDjWt'

(soA. oo^. 4-222)

ttM* ^oi3 «w& 'sopcs, 5<W rtto. 3&?bS« aa-

a^S"^2r* *•»- *"*• ^-^
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artists. It is a general rule that the composition of a padam should contain the

'mudra' of the composer at the end We know that the lines of krtis of TySgaraja

have the insignia, 'tyagarajanuta' But exceptions are not wanting to this rule. The

sankirtans of TalJapSka poets have no 'mudra' of their names In a composition

where there is mudra it can be any one of BtadevatS mudra, Scaryamudra, ksetra

mudra, prabhumudra etc Similarly if the names of the rSga and tala are

incorporated in the text of the song it is raga-tSla mudra; if only rSga's name is

incorporated it is raga mudra The utility of this is that if the rSga and tala are

those that are in use and wellknown, they can be known easily

Among the trinity of kamatic music, Muthuswamy Dlksitar is a conscious

artist, among his compositions those without mudra are rare SyarnasSstry and

TySgaraja are unconscious artists In the well-known krti of Dlksitar 'vStSpiganapa-

Om bhajS' composed in Hamsadhvani rSga and Aditffla the rSga-mudra is found

at the end as 'hamsadhvani bhOsita herarpbam' In Syamatory's km 'himSdrisutS

pStumam paradevate' composed in kalyani raga and RQpaka tala the rSga mudra

'karimukhakumSrajanani kitySyam kaly8m' is there in the last line TyagarSja's

krti 'mohanarSma' is in mohana-rSga Among the Hankatha composers there are

some who have given rSgamudra and some others who have given rSga-tala mudra.

This method is limited to giving the names of either rSga or tala at both The other

details are to be brought from elsewhere. In contradistinction to this, there is

also the method of incorporating the muscial notes themselves like sa , n, ga, ma
in the compostion of the padam

Padams ,krtis , klrtan s and sanktrtanas are conglomerations of dhStu

and matu Matu is the compostion of mcamngul words, dhatu is the compostion

of svaras which means it is limited to the seven musical notes , sa-n-ga-ma-pa-

-dha-m If these svara letters are made to be common to both the compositions

of dhatu and matu then they are called svaraksara-s Such a musical compostion

is called 'svarartha prabandha or 'svaraksara prabandha' in classical treatises on

music S R gives its laksana thus:

"yatra svaraksaramJva vanchitO 'rth6' bhidhlyate

sa svararthS dwdha suddhO miiJrastaihssuddhamisntaih"

(SR 4-222 si)

In literature it is given the caption 'sangamapadhamsalu'

In Telugu, VinnakOta Peddana in his K A C (written between 1402 AD and 1407

AD ) gives the following verse under the caption cited above
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Son &SBS3 »»6 OS

aaen» s«jsp«a>

qcoti a^o^esosjti d»o^ ao»e£ %>g07»5or?& aj-»v>aapa©»&

doSaSy. 'aSK&asa' »3 e&ct, T& 3fi£o JSiP&d'D'^er'X - a"£

«a &g ajtr^BSo^ta e^aboa. &g»on» 3*e^(«d«a^o 6oti ar»a«

a^tr^e ocss wsjifcoa. s«p^aH>& ajxss^ceo jjcAocosj. ajvss»a>

£> »%sySssp&3», ajJS3S"a5i3» qegoa&b.

- 8,9»

« - S,«),K,»5

SJ - &

a - S,3,t9,$

45 - tf,$,a,$

» - S,a

^joococt'?', ^a^a^saS", aMfpa^&e eo\& wcoja jpsj^ss

a^&eo, sjo^o 5o%i32 (SS>&«». wo>a&^ spea^s^/pe 'snea^a'

»a^ sjo^oao^tS aa^a/\oa. o^Kcra?, *»$a>?\j^o ocsae^ a^^o&as
ar*ae agan»3 &x^x aa^aasj. e*jxag Ba^aa^a o»«o - «ao»*o**

sfOja '^o^asd'aap' as^s <r>e»3' »3lea#*

ga^oajd;, gsj»n»6»6ajd»

^ c a: 3^ g aj! fc Sj s j» o» ~i
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nl-sari pani nl san dharu

ol san mSdhan garima nl sangBrl

nl san gS rugamSgama
go s&rulunun jalukya kula visV6$S"

The fust three lines of the verse have svarSksaras; they are meaningful

Such groups of svarSksaras can be present in padams or songs both

in their pure form as well as an indicative form If sa n ga ma pa dha m occur

as they are with the same vowel combination they make for suddha svarSksara

samputi If there is only rough indication of the consonant alone it is 'sQcitasvara-

ksara' compostuon The indications for svaras are given below Eitherthc duplica-

tion of the consonant or its combination with any other vowel does not matter

sa-ca,cha, ja, jha, &a, sa, sa

n-ra, ra (with trill)

ga,ka,.kha, ga,gha

ma.ma
pa,pa, pha, ba, bha

dha.ta, tha.da.dha

ni,na,na

SwSti Tirunal, Ramaswamy Sivan, Ramaswamy Dlksitar (father of Subba-

rSma Diksita) are well known for their svarSksara sampup-s. Among the modemers

BSlamuralikrsna's 'nl ganma gani'ajsvaraksarasamputtcomposition is worth mentio-

ning One can say the svarSksara composition in TySgarSja's and SySmasSstry's krtis

is only in the indicative mode. In TySgarSja's kfti'srlrSmapadamS nl kipa cSlune'

composed m Amrtavflhini rflga-Adi tsla the following svarSksra composition can be

pa da m da ma pa, da mS gSn sari maps

sir ri ma pS, da ma nl kipa cSlune
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'd»8£T»' »3a ftgBXPIPjn 3o4ot3$*& SSuB»«so&. «o»ir> 8SP§

> > ar>(«)6

*^as*»^ ecsssj 0^.3 j» 1,35*10 5^^ 3o;&t3 ssjajoa. s*<io«Ko

- «*ao»*o0* spays 'c^ Ikww &ar*' (SjOssa) «*

ip & 3» &>a&

S» & jfe . £> jj

5oiJ Sjc&eseys Aoa. aj^rfr e^s^ «^o ssa^a. o»a>&r*&>

WB&yjttoO* Ad|2t»9»e$ So«ofto^5 J».<Sl>o. 3»«5£|3uo5!°€£ 60^

»$(j)»c&o Se«U»a§ qodttPCo 33\&o eMoA.
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'padama' i« common to svara and sahitya One can see both suddha and sucita

svas,> uaras in the krti 'sangtta jfiSnamu bhaktivinS in DhanySsi rSga-Aditala-

si sfi ma (ga) it

'bhrngi natS sa sa mi ra ja

One can see svaraksara samputi occasionally in Syamasastry's compostion In his

'ravfi himagirikumari' (svarajati) in T8di rSga and Aditala, the following can be

seen:

ga ma pa ma da nl

ka ma pj li ni

ma da n! da ni sa da da m da gaji

madilOninusadatakcu koni

DIksitar's compostions have more of this kind of art. It is obvious

composition of svaras as common to dhatu and matu has led to the composition

of 'svararthaprabandha'

All this pertains to gltaprabndabhas only . There is a prescribed'method

for dhatukalpana in vadyaprabandhas. All this is shown just to give an idea of the

concept of dhatu howsoever inadequate it may be.
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Sen »45Ji»o e&g&ftuoa

ae5^» asas sosfcSM &>sks»eoga<fce>ss5' 39.

S^a. »ao^*a SCWe «ga3 BrtSo snfooc, ir>o3}ot3l »foe)S"3 iotap
«$(><35Jf-<>3} e-S rellBSP SthJSjhJS *»55SoSa03«p aao OSC Ao^fl

aofl.5o3

sP£ii24a aa^otf
8 aao wse&aa;!!), «sc&s e&spB» aajoioa. wsc&ao

eotj S^J) 3ea^Pot5 *&B«ir>flo. »SdWS3ao »^Sj& SSn&3 (KfroiPe.

s3<£>;j°e» Sea eScfca. »3<S>3 sao wotj *So»efy 3ea U»tfo aao

•a (K1i»oj»o. -s&sC aa^ofi* aogaooa •»*»»« wpoaoscmfe•we^* ago a*)*. «a»$c-;sottoo. s^aW"*^ «a»o*s
saon» («!?"& tifta**,, ($*»&>, wtfWo ^ca^ taureoo
re «*fc_e sr%» «ge |a4d6o to aoaaa (jfowe. rt.a «oo
pfesro** (ptafttf*. ,a -a^o 2a»ago3t3$ soooOois «cL
s»aay; 6.S aanofi* ao^ vZtie)0 ^^ ^^ ^ ^^ °

dHMoo* js>a«s»g£> edited «5oo wo«ss>sp cwteakru. *a
a^oS* «>2<&ssao «^aja» swsfofrow aguoaoS* u4ys 'scno'
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aga •*» jaocxWa a^ «£<,& sea*** bam* gp^a.** aa*rt> «^Bcre wgrtb gpa^ a oa _ ^|M ttso-oootfa, am*o0*s> aea ^aua^oa
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Verse 39

Tr: Pallavi (or refrain) convenient to the avayava padas of the song is

being explained. That is Pallavi which, for purposes of correlating the meaning

of padas into a single theme, stands linked up with all of them and is repeated

again and again at the end of the padams.

Com: In verse 24 a padam is designated as both an avayavi and avayava

(a limb or component part). Avayava means a limb like a hand or leg. Avayava

padam should be understood here as carana of the song. That which has limbs

or component parts is avayavi. It is necessary to understand avayavi padam as

the total song comprising all the caranas. In the previous verse the author has given

pallavi convenient to the individual words constituting the limbs of a nibaddha

padam. That pallavi pertains to the svaras or musical notes. Even there if the carana

is treated as avSntarapadam divisions like udgrSha khanda, dhruva" khanda, SbhOga

khanda etc., take shape. But we have to note that meanings of words will not come

under the perview of consideration there. Here it is taken as a predicate of

meanings. This predication may pertain to the meaning or.theme of the entire song

or it may pertain to the meaning of each carana coming to a thematic terminal

at its end. If the whole song is treated as a mahSvSkya each carana will be like

an avSntara vSkya. In the present verse the phrase avayavapada should be

alternately understood as meaning the carana composed in vrttabandha in four lines

as also the total composition of padam (caranas individually once and collectively

once)

If the meaningful text (libretto) is treated as the limb (external

protrusion) of the 'gSya' (or 'song') then the corpus of the text becomes an

avayavapadam. Pallavi correlates the meanings of the individual words in each

carana into a thematic whole; similarly does it correlate all the caranas of the padam

into a thematic whole. That is why pallavi is sung at the end of each carana and

of the total song too
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For example let us consider a. song of Annamayya composed in

KSmbhdji rSga-misra triputa taia

Ela rSdammS-intirO vS

dSla rSdammS nan-nehnavfidu '(Pallavi).

Paccani pulugula-bandimldanundu

Paccavuiti pinna-bSluni tandn

Paccani cSyala-bSyam bangSru

Paccadamugattina-bagainavadu- Ha 1

tellam pulugu pai-tiruga mariginatu

tellam sati pati-dSvara tandn

tellam parapu pat-t£h poraluveftu

tellam kannula-tehvaina viclu "61a 2

kondavmti vSni-guttagoninayatti

kondukaprayapu-guturutandn

kondala rSyadu-k&ieti timmaya

konda talanetti-gurutainavScJu HSla 1
! 3

The meaning of pallavi and the three caranas of the song are to this effect

"Why my dearie' Why does'nt he come, he who has taken me up"

-pallavi

He, the father of the boy that holds the sugarcane bow and ndes the chariot drawn

by the green parrots (Manmatha) and my beau that wears the unfading golden

yellow garment" Why . (1)

"He, the father of the Lord of the white Lady that roams about on a

•white bird (saraswati ndes a swan), he, who turns to this side and that lying down

floating on a white bed with his white eyes shining (pundarlkiksa reclining on

Adi-sesainy6ganidrB as pure caitanya or consciousness) "Whymydeane . .
."(2)

"He the father of the young girl who has won over completely the Lord that

used the mountam as his bow (father of Ganga who has won over Isvara) and

he the Lord of Hills residing by the pond (puskarmi) and who had become famous

by lifting a hill (Govardhana)"

-"Why my deane. .
" (3)
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In the original song in Talugu the part given above as pallavi is in two
lines After that there are three carnas with four lines for each in the song. Here
the devotee is nayika (lady-love). God is nayaka (the Lover). This is madhura-
bhakti. The context is that of a lady, being in love and unable to bear the delav
of her lover's coming expresses her eagerness and anxiety to her close friend The
first, the second and the third carana-s relate themselves with the pallavi expressine
the apprehensions of the lady concerning the non-arrival of her lover. The song
suggests the six qualities of supremacy nemely (1) aisvarya,(2) vlrya (3) yafes (4)
in (5) jflflna and (6) vairagya. Pallavi has correlation both with the individual
carana-s as well as the whole padam. If one wishes it can conveniently relatee
itself with every two lines in each carana.

It is said that the origin and development of pallavi in music is an
unsolved problem. Tajlapaka AnnmScarya's sanklrtanas have pallavi; some have
anupallavi too . In the sanklrtana composed in ramakriya raga"(rQpaka taia)

'bhaktikoladivadS 'param&tmudu • constitutes pallavi; 'bhuktimukti taneyiccu-

bhuviparamatmudui' is given as anupallavi. That means by the time Annamayya
came bn the scene pallavi had established itself and anupallavi was in the process
of stabilising. One can findpallavi and anupallavi in Krsnaffla tarafigini of Narayana
Tirtha, at least a hundrcd'years before TySgaraja.

On reflection, one can see that the repetition basis of pallavi occurred

first as repetition of laghus and gurus in prosody at the end of each line and later

on became the repetition of words. We can examine four of the metres in Vedic
prosody- gSyatri, anustubh, tristubh, and jagati

to) In g&yatri metre each line has 8 letters with three such lines in a verse.

The 8 letters in each line can be divided into 2 units of 4 letters each.

U I U U / I U I u
a gni ml 16 / pu rO hi tarn

U U I U / I U I u
ya jfia sya it I va mi tvi jam

U U U U / U 1 u
hS ta ram ra / tna dha ta mam

Mark the repetition of the pattern oflaghu-gurus in the second half of each line.
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(b) An Anustubh verse has 4 lines of 8 letters each. In secular Saiiskrt it has become
anustup-sloka.

1 hi ra nma y6 / na pa trS na

I U I U
sa tya syS pi / hi tarn mu kham

tat

sa

tvam

tya

- **

pQ sa

dha nna

I

1

nna pa

1 U
ya dr

vr

1

sta

nu

U

ye

sa

dha

tyam

rmo

mata

bars ta

1

1

pita jsa

1 u
da yi

nam

1

sa

U

kha

sa ntirj patmh 1 k^amSputrah

sadS te ma 1

1 U
ma tiJn

1

dha

u
vah

Between the above two, the first is a Vedic verse; the second a secular sloka

in^wo lines. One can see the repetition of pattern of laghu-gurus at the end of

the second and fourth lines

c) A verse in tristubh metre has four lines with 1 1 letters each Each line has

3 gana-s. The last gana or unit is IUU We can peruse the following upanisadic

mantra.

I U U

na ya ma tmS / pra va ca ne / na la bhy6

I U U

na m5 dhaya / na ba hu nS / M te na

I U U

ya mS vai §a / vr nu t6 te / na la bhyat)

I U U

ta syaisa a / tmSvr nu te / ta nomsvam

(In sanskrt a laghu at the end of the line can be treated as a guru)
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d) A verse in jagati metre has four lines of 1 2 letters each .Each line has 3 ganas
or units.

I U I U
tu va ma gnB / pra tha mo to -/ gi rS r sih

I U I U
de vO de va / na ma bha vah / si vah sa khs

1 U 1 U
ta va vra te / ka va yO vi / dmanfi pa sO

I U I U
a ja yanta / ma ru to bhra/ ja dr s|a yah

One can find repetition of laghu-gurus at the end of lines as in the case ofgfiyatri

and anustubh verses. This we may call gan8vrtti.

e) Pragatha has seven lines with some made up of 12 letters and some 8 letters

In trie following verse we can see not merely the repetition of ganas at the end

of each line but padJvrtti also.

I U I U

yu vamsto me / bhirde va yan / ta a svi na"

I U I U
a srS va yan / ta iva slO / ka ma ya vah

I U I U

yu vamha vya / bhi a ya vah

I U I U

yu v6r vi sv8 / a dhi sri yah
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II IU
vr ksa sea vi / sva ve da s5

! U I U
pru sS yan t£ / vampa va y6 / hi ra fiya ye

I U I U
ra th£ da srS / hi ra nya ye

Mark the repetition of 'hiranyaye' like pallava padas

Whatever may be the stand of S.Rjegarding 5la prabandrj the fact that
some iilokas in this regard of Jagadekamalla's S.C.(H34-43AD l

)'are founri in
Parsvadeva's S.SS (circa 1300 AD) clearly suggests that there have beentwo
schools of thought Leaf 46 A of S C. (available at Varalaksmi Sanglta Akademy,
Mysore) after saying that each line of elaprabandha has six ganas has the following

"pSdasySnte prayoga syat pallava" khyam ca dam tatah

pallavakhyS padc na pi niyamo gana vamayflh

an5naiva prakfi rena dvfltySngrech prakalpana

gltva tata stutl yanghn gltva melSpaka bhavet"

The above slSkas are full of mistakes These very sloka-s occur in S S S of

Par$vad5va as given below.

'udgrShenghn dvayam prasaih pratipadam ganasca sat

padasyame prayogasyat pallavakhyam padam tatah

pallavakhye pade nasti myam6 gana varnayOh

anenaiva prakSrena dvitlyanghreh prakalpana

gjtva tatastrfl yanghri geye melapako bhavet
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(tatha)padafraye" gltam EkamSva vidhlyate

sa prSs6 tha dhruvO gSyO varjiya nflmnfl samanvitah

SbhOgas ca t?t6 gSyO gStur nflmnS viiSjitah

dhiuvam gTtvl tStO nySsah sarvailasu prasasyate"

(adhikarana4-sl5kas 130,131,132,133,andl34)

Hariplla's S.S (1175 A.D) is also of the same view

From the above we have to note the following points In Slfi prabandha
udgrSha khanda is said to consis| of two lines with six ganas each. At the end
of the line gamaka prayOga is enjoined After that pallava is to be sung This

pallava has no regulation of gana-s and varna-s Similarly the composition of
the second line too. It is dear that pallava occurs after the completion of six

feet lines and gamaka. It can be clearly seen that the 12 ganas of these two
lines are found adjusted as 5+S+2 padas m S.R ; the pallava that comes outside
the regular lines is pushed into the lines themselves designating the last three
pada-s of the first two lines as pallava. Those who find it difficult to believe
that the pallava padatiaya of S R fame have developed into the well known
pallavi may not find it so difficult to believe that the pallava padas without
restriction and outside the six foot lines mentioned by S.C and S S.S. have
developed into the well known pallavi The pallavi as we know it is the
composition outside the carana composed in vrttabandha m four lines. One can
say that while the school of thought advocated by S.R has lapsed, the one
advocated by SC and S.S.S has developed into pallavi

What is the basis to argue that there have been two schools of thought
regarding eKprabandha? Apart from the obviously different regulation cited
above the important point that caused the different thinking was some people
regarding 615 as tridhstuka and others as catuidhStuka. S R. viewed ela as tridhatuka

Cfiukya Somftsvara, JagadSkamalla and PSrsvadeva belonged to the other school,

treating it as caturdhatuka. This difference of opinion is recorded by KallinStha in'

us commentary on S. R. (Ch 4-36S1). He wrote thus •
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'CIS prabandhasya tridhatukatvam abhyupagacchatam etSni

dvadaSapadanyudgrShS bhavantl iti matam. caturdhatukatvam

abhyupagacchantah sOmeivaradayastvekadasanamevOdgrShatvam

uktvS dvadasa padam meiSpakam ahu rityaha*.

It means those who wish to treat elapadam as tridhatuka consider all the twelve

words or units as udgfaha. Those who wish to treat it as caturdhatuka, namely

SSmesvara and others consider only eleven units as udgraha, calling the twelfth

melapaka. He is commenting on the slOka (ch 4-36) that says that in the third

line there are only two padas and that there is no pallava {of 3 units) that

at the second word gamakprayOga is to be sung and that it as called as

melapaka by S5m6svara and others.

The sum and substance of all the discussion is that the Pallavi

enjoined without regulatory restrictions after the gamaka prayoga at the end

of the first two lines has developed into the pallavi as we know it today,

acquiring some regulation in the process
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•C(>dS7»a^ sps> M(S?2ijS arts^wbdtow, asap& ae«4^ •s»aas

CPoecBtt.

'»ole» e£ao' ^teqpa^ <rtlt»t> Soft XfoS* S6£rt! *-So»^ »Ao3a

a&ssea&ao as>a© aoa •ore»s», ^ Tiostaje aspj&ao, a&ao,

sn^uo", a.i.a. «»5. "b&ipoJ, Tiff wjeS" ^ a. a*$3»*o s-64 a»

*• s*(&oXe£* (joip»a«*xs»ai as'Weaa &^?a> su^bF •«& «(o6,

aep& casseeas rca^ aaysa sa»sooaa 5j(o«& a*$aa»£t>«&o aeto

a<™»a§ 3oaa |*W. b»s5" a*n*8*» ^&i*ftj 1>%^S *w> %a-

3»co qaj, a»ao»* as'Woaa seAoo 6b5" ws!" aa*T 5»aKJ»*o Ml 3»

8\tfe0c&.



TRANSLITERATION

For TEUiGU

t» -a; «* - d; q - i; *t - 1; A- u; At - u; o» - £ d - e; £

e; a - ai; t, - o; t - 6; P - au; *o - rti;ev; m - h

s - k; » - kh; « - g; 5> - gh; o- fi/

a - c; $ - ch; e -
J; 5v> - jh; sr - It

to -
tl ® - th; tt - $ Q - <jh; a - Q

a - t; « - In; a - d; $ - dh; a -n

a - p; a - ph; a - b; « - bh; »> - m
<& - y; e - p, w - n,« - I; • - y a - v

* - s*; a. - 5; a - s; > - n; & - Kb

For Sanskrit

ar -aj «I - -ij f - i; f - -I: ^- U: If • • 0; ^ -JT; 1$ - I; tj- aij

*l - 5; alt - au; 4 • A} W - lj

¥ • k; * - kh; *T - Q; * - gh; * - n

W - C; W - Ch; W -
j; H - jh; ^T - -TT

*-fc7-th;»-d;*-dh;*-n
W - t; * - th; * - d; * - dh; * -n

*I - p; *1» - ph; * - b; * - bh; * - m
^-y;T-r;f»-l;W-v

* - S" ; * - . $; * - S; T - h; W -. K$



i

3»t^.' (Tuning Ibrk) «3«a2 1.3 Sj8B»S£ sJiT S"^ 3J»flo0aBj»» v&
^S^oaoiStJ'SS 3jX5eo"5>t5 n»6fi* voeerotSS ae^totx 3dtfcn» SjSSj 0^3
2800*5*081. {$$3 JjjtawaS, |ac\Sr»doai3'3S e-3 ayS^Sso s»sj»8.

c4f «$»» Sa^SjJii D»a 5»(« T&o&sG* 10s «PKo S^x> (1/10 of a

second) Aotuoiia 3>0i. t-g ifoo {5$»a Sa*SBoa£fci |SO$SjSS aj>i5&CT»

eoti «sa w OjS^ti S'os&oA S3»o 110 ettsfoe Or*5oS* AoS»8.

e>o3s>j&. « «5S ejejNSaj (Wave-length) <3oO 60S* a°3S S5r»33j3

56ap»o « <fo>S3 (surface) ioo»0. &S |3©0$3 (reverberation) Tig

3<e»€rj, tj&j'tfj geotoasoa. $ja fr'ao Aaaaoo l>so aciseso 3ottuo

80 eOSo «SJ>ifaoa. ecT? StJlo foocSj 0$33 Lay§*7S aSsJSje fcoO»&

S*o« <rw>&^ S'S^sr* S*£*jaboa. -tf* «j^s»^e» doa acr^a o°3S

&,g S>_353o (balance) aOjBaaioa. 3»at3 OjS *»«» ao^ja Sr»C» §*o«

BjSVjS (sound energy) 3*e» ft*&e/3 i^3, O'SiJ.O 3Sj)0 "3 SjJS 6otwa&. 3O

s>«oon« s^oassj^a a^aa 3el" asiSooa. aas seao7?>3 ao (aaa^a

gecXjasoa. qa aayTsa |aaa$a ar-(a'&>.

ay^fSfce

a$s ^ear»ESocstj»as eg st^&jo s»3»o »a as^ssu. n»e 3a
'SJ'S^.ao' (Vacuum)€T* Sja aSaJScb. rr®S 6&"S&» t,g S>*»€i* SsSo t^

a^a dlb »a assis a*aj. s_$a ;?>!>, axJ aoti ss'He^H s»g sj»cci:

SSjeJST», (05 anxa^Si, 5j0 qSS 2:3 So»q2^S3 ^cfirttejoa. oja
"sno %6*a^

30|&>®i s*5 an&ajoa. &a»3'Be3S a& jpbs* (jja J&^a
3Ko5* (adSr*d»3oa.

&:$. 3a - e_ja 3r»e»as

a^aS). ?a "&g&si 303»ae» 38,000 a
<
jo05r>eB go $j&o& asxossa

«owcu. soAaoe*a ajcego "&ss>& 30"ai:oeu 4,000 ayjaspec «o

b^&oj an AowcBsa 3s^ueso56oa.

5o*i6{Sri5se»

jSj.5iy.eo Ojaxo "Soi, SoAaaj&eu "&S3. 5J«53TH» Ojaseo 333
g5*&on> 4oo»ao. aoAa a^sjen asir>a3 afa»n» 6ou*cco. a3 "Stmpoj



"»$&>& SOTlMaes 4,000 a^oaspeSi e5*uS AotaoBS 3!>y3* &a ^.^aj

5*t3 >to (n»(«So) ca.«5oi* cr»e» (5oa"i SSsofi.

*« »oft3 SjSieJ c.SB"»5* &.&3{1) i&O (pitch) (2) &&3 (intensity)

(3) foe»o (timber) eJ<S »o**47* i$&330iJ»02>. a^oao3" 3&>:§ a\o£5i3»«)

««Kl>e3sr>Sj«3fc5 'l&fl' ar»&>eboa. Soaa (intensity) e»3a «$ao3 SSj^)

»\oa» «^a ( amplitude of vibration) ibti *»5°!5a<i ttolxo&. t,g So
ao3Ss ssgabj&ri* &t5as§)& t<s a^oas aa^a sen t.s aa^a a^a^a^,

«t3n» JtoiSasjiis sjS's arjooa aa^ssen sssff's aa^a sjbsco&j aaoSa

«j»co). s?oS Itoaas'Sa 3& S>3€~ S^S, qB So a^a, ^a Sj^us SriS «a

IbOoa £§"& (3«JcS ejSjtao. [<fc>a SiStSeo aa7»Son» eW£ a'iS We, 3ca,

aj»i» ScJSjBj a>So KsB^o. -S< foao S^oSa aga (mode of vibrating)

ftofi, w 5cS &o£ $"fc act&o 6ST" Sjaso (upper partial tones) ^a»»co
&>8 «*g°Saa 6ot»ofi.

3*8o (Resonance)

s-g S^CS^ (tuning fork) (j&r»Aoa e-S "t)OeT" 3s^.S> 5*3^.3 <* 39^.

»e»$e)5 &r>S° a^Otto So8;3»e>S* SartSajS So»3»e>5* a^oao3 t^OiS

s*s»aa. *< uoSoasj a^oa;pe» n»e«* aa> s^oa wooa^ 3Md»o». *a

scsoo s\oa;i»<aa> aeao^ox. «* s»0c3o 3a a^eao a^a 'svaa ar»so

ao& «iin» ssatsoaboa. a
t
$ea»as &o& ^ao^z^a a^oas^eo, asyfc

&*o£ So softs oesoosj s\oa^pe» e3 ^o&oiS aBCiaao asy«3o «scaiS

3jBo « u©£o32j aysasTO aO-Cfcaao '3»a!> <S\oan»eD' (resonant vibrations)

«9!5)absr»jo». qi5 aoAaoff6
'sr>ao' eaaaaS'oa. Sa,S3So^>«» (sympathetic

vibrations) S>T«S 3»aS a^oasPoSj S8>o». (t,S 863Sj aitSaaj&a -St $$»
a!5o!Ve) Se> [S^.3 AC'S «o3 5T»B» S^oaajoa. s^aag^aoSj ioJ^aoJT

S'on & iS'sLSoo'otJa ^slb Aoaas. j|o*k noons* o*~& scao(ao7P

asoaoCSoo Stf&SoSSo). Sc3»E>5"& S'B'iiSs' (resonance box) ioa.

'«»e>arr»e»'- 'JJ^Oes'

aoAaoS* scaaeSs 5
j
\oaij'e) ae&an'eo 6;3»jcai. t,s acSo 'jSid'

(pitch) es3 e3°3j CPS aNoajr'ei aecssaspSje^S d»<Pjac aoAaoeT* aeooa

^Co. i^oSca: softaoiT* *< avoficj'eo s"S, a\ofiii»o aa.\*eo a»spco7v»

(S5j"oaai5o3 . ^< ^fc&o SjSc e»o$ Sco^ 'etoaceo' (intervals) ootJ*.

'3o&» i!>"3rt5i a8-csoa^r>«» xe> aofta accoJfa t.'id^o ae5oB35j&, oh3

a<p aoon»o a&ajeo ^& 3co ?u&s ©a twsav& t,so«a5*5t3 aoa&aoo
suSSj&i s-s n°as*gt5 ogfto^oo oCoKiaioa. &,go>as*s~t3 «anoaaaj&

a^a aoowo ses^80»aao se 'synes* (beats) aats&a. a«5*^a<&oe*

t,gus i>$&> "Bosa f3"sa> e„"l>a s^aajifc 'stkj' a^oTs* aatsasaboa.

#• 3303 sir-sa, ^os, aaa &%> fue s*sd°Aoaaay& 'anae' 3ko



%^oSs*jj »ai»>oa. «< i;sjHfe>' (j»3ca "asaj& 33 »;S a3W&aa»a^
onto «a»j<nS aajoa.

d»4*,)0c3oJUfo - (PCS&db 3oA«o

S»*»ja£ SoAao Sje ao(aa»cJS) SSgOs 3oao& wSaay. ^IFs* S
t
y3^)

a»a5ea*£SS (i^ca^o »3a ajj^o. eSoCjJ SeAa Sjohu '3o& so»o>: (1)

Sa^Fj (Concords), (2) 4^.^ (discords). 1-3-5 S^jceXs get B^a3o03
sao^ST wsjjifoofij. fct3S «&s Sea spgss sr^« sot (1-3-5-7) 3*a»oa3
aa^-g »%«»&. sa^re^s 3a a^ 6^580 woa>3 »aj& « aerja^

eoiftJa S»Si£" S»T *»5 & '•boS' (common chord of C major) »o*J»cb; t»

3a S^Oo S*ajoSjOo wo2>3 3»a>F S»5[ «£ & "HiSo" (common chord of C
minor) «o*joOj. «tS aSon» ia^ST^a 7S S^o §*a3oSrt5o »oxS s«5"

«5 a CP>ai'3o*5"' T>"a£ (Chord of the dominant seventh) vou»0>. JjfciSgJ"

TSmsST "4^^" (Harmonical major scale), a'tPiaSf ^>3&~ "&^.iT (Harmonica!

minor scale), "SocfiS^" ZjaS" "%_£" llodical minor scale) s^ axPBo

"Si^to « ago*4 Aa^eco. qa SrgtoS aoftao0*a c>a*oga»(!i6c»o
)
Sea»d,

7P& Sj5*3«C «3 3o*SJ5e3j &t> Ao«J»dfca »otJ»cb.

W»06eSb Softtfo 'o»X »<}(»£*<& age'3 3oaoa. o»Ko, a^jOo, o»*o

36 aoAao wcoooesa t.s aejaao aa^oa (a*Kt SjO«j "^J |GCSjo

Aa ax>^d). ajo o»e«©> Aa^ayJl «« ago«* owst |>aa«ico. o»xo

«kj"& S*a^ SjD»oa3 urtj-o e>a5*3-« |SSjo£* K&S <S»Son» 0»Boo
•a as^avbj. a'Sa»e ao^as aj»o se^ot» access gofcoa aessco^s

x&So. *« ages k&>s»3 (d«E3o ©a a^&.

t?»o6cS3 aoftao "&3°o aao4 ajOoaa uw'rtcao^a 6n»a, t»js>D»a,

a^acos* •aaa? ;>ay3a s»ooa°t33 (1) s^ (2) ]$$& (3]f a^&dk (4)

ajfedSs^) aajg^) 200(0(^7) »aa_c8j wa o&i aca»eo «*ss*3«ra (S&oS*
Kj^oSesasao 3d;&. !)S -SiSPtS a>«-0-S-iS-C5-ij e^ S

i
r0»o5e SoS

a>ca>. Sjtpeo «5*s«a ^ajoff6 3jOjF>dtsja « isasofi^'S e^ ^s»aa
s&ffa^aj&j «< a^cpeaj a-a-«-83-a-a-a «s^ (S&ot^ ac^tjo Sc&oo
oeftoa. 'a' «»3 ^aa^eoS4

e*ooeajcS>g «. a
<
58aa»o»dsr,») *a.a (n»aoo'

«sotj»ej. a^as'Sao fj»*JS Sjo\& &o& aoaca> aceoS* (d»eocoo eas^o
^asoff* aatS as-x-a-a-a-a-a w^ '&$$& \n>sx>' watsajaj^coo.

«r«*cBo ao^ao^ 22 i&a >a^u !t>8oaoa3. a-6-«-aj-a-a-» «»3

aa a^eo *i ^a^ as^as^s %"t3a, a»t5 esoao^o, » a^co a^oaa

aow^ (frequency per second) aw""&5 ^•o^S^Si Cw 6oi3»6!7» (Soa -CSJ»3o

a»5*oa. iS



4 7 9 13 17 20 22
» 6 K & a a a

«otfO*te 4 3 2 4 4 3 2

tPdijtcai 480 512 600 640 720 768 900

&Q$*zo 240 256 300 320 360 384 450
ajojo5»o3s 120 128 150 160 180 192 225

5*t*d*t» (n>|<*o) &o|fi>o3> 160 s^otwe aea>aso z»ts«uS»a o»e

ib;oxC*a 720 ft^oisav> tf&cssaao &>«$ sbsko&>. »&:i>o|a ( sio^^o*

Sola ax$jeco) •d0>6 (o»S^o»SoT» £ djo») Sjdtoeo Softa n»o»^o

t»a7S seSocso»a5 d*Q^on> Aoo«ox. saweS" a»n»^ s»(a as*
si a©as 120 a^osst) aeajaso «ao*6a.ig&3 aoaa 1800 a^oaa^
asajaso aa^ a»a»ay. ana «&&o(« 3e>asr»a5 3oas 90 x^oa

a*© aea>aso «fi o«5.tga5 3oa» 1800 apa^e aeasaso »^s>a

&ag S*83&). "SqoJ&Sj &oi<S4.{gaS 3o6» 120 a^oCn»e> aBCSiBSo

o^eaoaar-aS 3o&» 720 syaaa»o ascbaao »"3 5s»a&«^ speaay.

\>b

n*ja7?;3»a3 «Sslboon» s»a$S$c«>aj %03&S*3oo Sr»a ^*>e «3u

at5e* T5»«t3a» accs&i** ^q»soon' %&»*>&, |*»s *»&eo?to a^&eso

sa Aoosoa. "Boasaa a>e^(*>a >o°ooon» J^e>&, ss^a SoesjcsoXe

a»«5 aft 4oi»oa.
"~

t,s ootDtx* a»a^ Sals a»as esKon* *o£ ^ofi ao3 i.gt3, «« ao^a
ASa^ <S69a> JSir»a»- 8S>S> '3»ao <3>e»K9 aoBeo AofcjS. &o|«a.Jg»3 (

120) ^aa ao3&, !w$£ a.iga5 (240) aa^o "3oas ao3e>a>, a>ojaaoa

st»»5 (180) esr»o»s ah^ as© aso^. ao3& (%>a tfV *• n»«» ao3o

soe^ar*^ ,'s»3So («*' «»oo»&. aa^ §-»-»-$ »a (pe&say.
A
(s, s«

jSoa ao&sj aw^aaa sj^asooa. s foejj tso &a#a»oa> s$o»eu.

T*S -Jb!^. TM& O»8ajo»a SJKSS. "S3 'Oo&aj^.eo «sOo»e^a»S, (Soa

3oa» a^eo «»aja»(a>o»s fc&eo). 3itaa»a5 ar»eon» Ao2 jjh»k*

as^. ao3a> ajoiaax^ar* (160) as (jbA 3&, a3«o»ss»t3a a»;&aiJ

$-&-»««• Aooa «aja» ,'S3«jaj ^>a' ©sjasos. (^-a-s-s^).

a»6*jaejs»€* aio(a><aoi*a t^ s^ *
.!

A.gon» &&soa o»aS «»6*a>

»o«*a aoasjV)}, cfbS'iiHM n»aS aoa^a^o* J4.o»a^ tass^ocood »a
aoasijjb* «%a>oa. boIj tjsos, oaasaa, sassj'aa (1-8-13) J>"3o»s

s*o»o3uo socs&i^a. tftf^Rtsbo Iba tstos, «os, sa&r^as J>"3o&

t.id»e (1-6-13) a»o»oauo &a^&^>A «5ja»a.



eJf 069& aH3saj»j »6 1,2,3,4,5,6 "a»««a *>oo»eo7P Sjoftajoa.

•OCK S^o663 <JVf>aS vSKf |Ko4 (anti- node) «J> SjoOiS 0\**o8Kt>

>3»aS •3»S'a jXo* (node) «a "&Sb. 86335 ibtJ»aj& K^n» DJSoTS

CjSS WQ^SSLgo (the fundamental) •ot3»0>. «*» ac^jtf S^j S^o^Seo

S*8j, a^dfcoCr* OjSJOS (over tones, upper partial tones) vSai e&>8

e>«3*3^S $£&*» (Harmonic series of sounds). (Jfc* «>3& a\o&63 063
«^Ko fre^aso^ 6ot»oa spwtj *« *»a>eon*0j3 es&eo 1:2:3:4:5:6

aT|0» Sa^«i«J Ao«»eo}. «*q»«5.»o Sjoai5»o iKSa^Sao 100 wcca3

cpS »je&o«r- ojase aeas aa«e» 200, 300, 400, 500, 600 S£o>n>

Aou*u>. q& sH^af a&5 •SuS 100, 100x2, 100x3, 100x4, 100x5,

100x6 ^ay»5 3o&i0»oa3. sw SoA« S«j>eo e»aj»c»3»ajS ^sSjoS*
Sr»&3 &>(«« {SjSmd. 5Sr»aa7?itfo, ao3eo »'^SJ»a S$a>eo «« w&QeWJWt^S

$$&*£ aSjjCea 3eo«£e>a.

Batartiagio ar»»a So«ofi*a SjjrtiSS (larynx)& 'gi> Jta' «»^a.

s>xo^»je«oaj«o sosrnk 18a>.£b. Sresj, J^sjeaoiBxo sosj^sj 12

a».3j. DVKJ) Aot3»ox. a>Ksr>0 Sottas SjaaSoKo S-SSJ) ajaj»& 8*-12'

SsSj *ouso«a, «»a»B»e sooejs OjaasoKo a-eaj sjartfc '2-4' a>o^

Aotuocsa 3ajoaaS*o&. nasaosaeaa «k>¥o oaxfk a^a^e soeo«*a

a^jtffttSJ (larynx) t»a3St>S»<fi!i «53*>So2 ajcSboCT* S^Sxc *o"4 tjcSje^

at»so«boa •&, «& n^if aoWss |a^scn> oa>sr*«^a «o«o «a.

bS a^l e,o,o« «a o^wrsa »r»so»Ko7s>^s» ds>aaj&> « «sa>i£a

•ayeo a53»^os»s a^eo s*a> ar»aa «?»a.4£a e>cfaj» «a58aa»a£s>3a

a^a «5jaje>a 3»j3b»&> "&»^ a^f . a^aoOso a^eaa^ *>ayoi8

{5j3jo3i dHS^on^3a>aja. S*0j 3»tt"i>iJS ( resonance chamber)e*K Sa d»50&.

sw »oAo»»3 *a$t au*^aaa ^a>oaaoa Aolx>o£>. cpofedss 3oftao£*

Aa a^beas 'a^eo' ws^tgipTS Sos^ao, bsjXj, sa^s e^^ »3y
oss 'ajceo' *Kst3^sj. atSa '(^oaaeB' «aoo sps- *oa. aa^o^a-on*

aoAo»ar* sws. - xts>n>

aoAaof* $o->aa»»o 6dS5tj»a"3 »cs^e» s»aoS> a"^ cs d»u ><S o»aS

•gaa ss^ocso'as a^rasa za'oSe& t,s ecsa s»3»e. aoAaoe* ajt^o

5r»oj^& •0>ib%)' «a "&2.5S *°g^35» 3a»e5* srKjja aaoaa& 'aj^taj'

»a"to. 5°t3G* t& aa ajO (mood)fi
<a «pn»a^ (emotion) ojSS «»o3

ist»n»a: «tgao6igoi»7pai a«>j ajsja^as 3dja w an^a '2rtr8p'

*3ai aa o-sa. «• ^ar«aoS*ao aoAo°as e^ «r>a. s>s*g. $&*
<r«a Aroff* «< aaa aq^a^a b&ks. s^ki saj>e& ^ft^qbcfe sj^As



SJtieo wo(«S aa«c SoosH5S:S *t t3»a. aaSo%n» AoSwa^ TkayS*

assKs «r»a,&o3 bs&^jSj aa^os. «&y&<; *5dj«>ea-

'wo|OOj st^okj <?»ip-s, $»<j»so aotfa»

«o*jj» 3&fc s»&>7P aj^jtoo, a&fo «r»a. aj"H3»Boo, aj-»«$ fciar»oa»

4o"fcs»» e$o30 s»ea SoS*3n» 3>^»9.

aoa^ooe'a 3»oa ao&r s»s»«* ajwba. kt^s tmjS*^ ao&.

saS*5s<!tiao> aSstoSj (jKSj (Sao%J*»5 JH3»6dl>5" «r°S. wiJ^Ob. ( Italian of

the East). 0»S6" S»6 (Carey) 83 '30oK s»^0oo' (THinga Grammar)

(1812A.D.)£* "30oK, SPjoS, 023*, SiSdsTMJ JjoHfiS (S>o3»«) «^ 0B5

<j*a.ff| aeoK ca. v&gafo s»o-2»on» 5*&ox>&. ;J«jj§«u»aa sa^asoo

«»;S& t3j*S^ ants eoaja» •e(d»ear"«£ acooSon*, a&uSaon*, a»«

? d|d ( Variety of inflexion) Aottoo So ^CbjS,t3»SSJ»«J«»A«U3'\ «T»a.<5*

t.St3n» &^30j 3i»j6" •;?£&.

CSS s>oa£" (Campbell) 83 '3or»Kr»> B»|SSoo (Teloogoo Grammar)

(1816 A.D.) woStfo d»£ ** ifo&bS (a^ito) (KoeSo 9»B« 3* «r»a.£*»

«© jd»&3S}j*, Asar-nsoasT*, *w&«efi> »oxa &.s «na,s» aoeeOoSa
%T^O*o& aSO&o&b >K6*Boff'a ar«!$w»ai 45*£Kx» , otuaoSfc Soon*

oo^a «. «r»A5**J, 3»KB&£3 qSj,.* e3>e Jbe>Kot>«*i3 ; «KP8e£*t3

aajdar-a^ »jg da>s*au*aS «• (Ko«o *asoa>,oa» 3^s*ao. ass!6«a

u
3to?b •oosS'a^ frevj jws»a;j»»^ csrtsu»»l 3dJ sea *»^ a«o

(sajugo wSotSa Ss«o>K«M7,a.t» *s>. «« «r»a. «a a^isoc>o«*?t-| k»»j

p»a «pa.o& ajo^a^s ^srsoo p»Sja epsS" s'^S' an (jio«o (?5
3j*j)c* »\a>sa ca.^|, soa^jfi (iWiao, *g asjg ^tSspiJ a<son» s«o&
«aj«o ao»£S sa^csKoftT? t^aoaaaiaj^oa. •oajsy (*'»«»• sr^eco



•ts 27 %««* 3&it> «r»a>»a #3 a«ao tea (WoSocmsa.

3»aa. (a»T>a6~ a.o.^S. a^JTn"* «»3jXj aa& »©aj*ao is&gls. v&m>

ff»5. aj*a«»cai »a 5oAo»S3 (S^So7? SS>j AottwaS 3»«ao o& ooo«

«r»a.S"S5o'S3. €»Sn» 3&>?t)ff* 3e°e» DS* i.5 »CS>)5* aMXi><SM 3H05*

a»A"4 aceo B»t5»% *& «»«>£»8Sjo. awoaofi* S3J «ayffj Sr*S»

*,»,q, »&) a&^a. 3&to •ooStfjo 5eAo»»5 asS a3j a»»£ e&tjojp

AoUsoSX" « SS§ cat^S! S:eS*Sj wotfSoo-O S^O'eJ' &3^oa). 3&X3

»3a is&g'i>. *« «$a 3»a»«$o a»o» a^sso^s "g^03 "3o4otJl

sotxjao-a^otaoa. (d*»aj-3a icaa^dST^o s^off* es^ i»o>^& 3-oj

aoAao«*s a^oosr'ifajs 'a*^' e»x aa^ssoa. (aaj, ass aa, as).

a»s 3B|X»o 'wljS&o' e»3 «soos*oo«»« as ;%oa. (sax, oxas, xasa)

Ssas&^so 'aeao' »3 »eos»8oe»x as S&oa. (axe a>a> axa, ea>x

saajxo...) ss^o-a^ ^ocpoa^e a^ as Sajoa.

n»sar»xc» eSctSS s's'ao 3"S Xsoo *oa. a*©© aa.c&ofi* sr»s

qcotl (3a7HS»"&) Se»Xj«fooa. efVj>«s>X; «il
>
>uO; ^aa^OEKT'ea aso

sr»ai$a»e»R» ar»eoaxp Aoa. (ex>oa; axeo>aa«o; sjnb&^srtjs)

&>aifa»w i3»aaaj^o57^ arKStaSxp 6oa. -&« qs^cpofi* 3SjXs «r*a.& &4

§*&>©««> aojoa. (j^a^a s*ao a3j arKS^ sr»o» ^wT? 6asaa_joa:

(»ax5>«9oXj; %as>3>e>s; aaa>so«.). esc^ 3e»X5e* aaj a^s ae

aibgooo (3oai+'aM>s"a5»B; "39»+ajaa»> 3a^as») aj«i xaaasi»A*o,

&<J»\8»5< t,g (a3cS ^o^cOj^cos. qcot! e^CT^ 'BajXjSj aoAo»ss

jargon" a/ia s*a:o'a3» «ya.7? &rs.

l>bss«oo sjoS B&xj^rofi* i3»o^aoAo»eo ifajj a»|d aa-os.*.. 3,°^
SS SotsoOoS '3oa33»cSi5eo &6iS. (1) i3txa"a)<"eo, (2) S1>u^'&<no5. 5t»a

"ijceo ^5an»i> acaa n»cff» 2Sn»edS7»<r' «o»0ir»a)0»co5i n»afe!b3. ;3«t^

^ason» SJ»05j'& So^n»cSS5o n^o* g««&»u&, q«w Sjco sa©5*



3gaj (|i.«. 848-892), o»s>s»otj ((!.». 945-970), (tfes», «i^.d*s

( l
l.»."l250 (d*o»o), eflbSJ»aa (|i. *. 1386- 1402), Sr-Sga (1*.

1437 |>oSo), OooSo Kd^ew ({£.*. 1509- 1530) SatgSji^oaj (£.

*. 1531 |d*otfo) snssp^rj "iefy.Bg (S&g SS*«J SVXStb. 0»»»*jjS,

»)5)o3> &oses, astga fl»ax»^ stg» |fft> ((I*. 1250 (d*o«o) •3jj»s>

«*Ss*^ "iofyog («&%g2 3tgS3»g«* S*oB&. (i.». 1560a S»oO>

s*i^ aoKowe too aasK> s«s> aoa^ooo* (a»&a ijfe<pe"| soa'toj

wottida w (Ko*o (*.*. 3*«>gl aedoas «©3oOo«,o&. «< (Ko»»

SS 5*643 voaXto (3*oJ» VSalb e&«*S As^om. Soai*j0 (3>So

spowu^sJ 3oa» 16 (&£s*l£ «i4*i3. «#o(«afoe* 3wse»on» ^
»&Soo3u&>S'oa. |i.«. 1213-1255 bh3 t)MS3'&a*8d »)*j So^a*, to

e«rjs* «i "aoOs (Hoqw» (bm<»s. to oe^s# exJgo *•&&. aj«oo^a«

(«S36oae34oa. S65g.8»««rt^co& (|i.«. 1300 |d*otfe) **&&» Soto

'(»oto) sx3»*e'a>s "&&. &3yB/io z& ([i». 1386- 1402) 'sso*

&>&&&)' *$ (JtooS'S* S3,. &SS SHodtoTtowOj "io^B^O}. ~&£S*&i3

Ttor»T5§ (|i.». 1402- 1420) '&&*$ Ooo-axJ ' *3 fo<p«-^ s*s

'»oto aotpau)' «»s5 (Ko«o ws» p»«»a>. «« 'soto aoo»ax3'3

4bS Soto CO^KJo 3>ft B»£»£ (S&go.*\»<JSiS tftoji &SO»«oe (iji.*.

1440- 1465) »»3j3 3a»
i
joSrfij. ooaVfoSgcuttJ Soto BO^KSo Jb8 Boo

Ki«* n»£fr»gSo (Jjvp&j. (qO et3»(&0o). qOSs to«J««rS3«t» •t»4
r"

AdSrtr&S" &x£& ax>4 a*r>a>'3e »«•© tx«po»Sj aS»S>£n> >o&St»
BoiSJoft. «t S6<oS Sj&rtfegS c9oB»&ej^a^0^Sx> 'Soto JW5*£Sdfao'

»'3 ^ofli»a536. ^«aj v*/6^ AstMBscyvdjJSoC* *o&sshs>. «• »oto

SJ^»^adSJ»S5 'q&jo «0«o' «S &r»6» "&&. 3«*jW»o oJ^O030* (l*-*-

16 *IT§) S>Li£ SoAo>o& ISodoiSSKPoj 3t>j '<K5« «\S
>/
o' «p4 ^(oflto

ipWSi. wo4 g*S>. **ObS hit tfOotSo ttiti *(*«8oaa' «^S S*j»j&

(p*«>&. ««dS3O«&o^S3es^»0*S S*o2SSi2 o»SJ»anttg!ij '&j0 Tb»sc»»o*

•^ (She (jio«o (S*«<e9.
<

a»ij'a»SiSn> Ti>««ja^o»nH> a^wso a§«»
aij»B»4tfa. so^os »oto*as 3*3 so& (a>0o3o& ^atL «« s>e>st

3oaa SjC* |Sbg »cA« |»o«ssfs «r>s^ K*o»a6 ao;&3oa *o»xac*«a»'



do& & |Ko«o. & |Hep^ tfr^ UtQft'Solia irtSBa Sg8n&2>dM

ftfcfo |fo$P$J 0»5XW #3x&g (|S.». 1560 ^pe»)jM '$C8o',

*3 (Kosra1, Bon&fcoo jsptfj^rasa (16-17 Waotf) '•wdbaepo,'

to^ TSoSis 3»o»d5«>ffl (jl*. 1900 (fofe), '^ jjtaSto,' SWfo

&&6 s^MD (19 *o».) 'Soto MaojjGMte' SsWto
(

#tf *\£,

K^fe' fieSPO SiPKSS (17 *. «0»jV )

(«W >5ftOp8»' »&
P& a»»£ pp«». ' aop ara»&d' eaoaa R*aoo»o»ii)^o yoi*>s»

3o8oa>$ &tt£co 32>(Xofi» &o&Sg «otb SqS &*>£»<» Ffy
(

8alttf9>0 Sopo'e^SP 'Sop apfltfadWSB aSjOTPaff SJto&j0"eoj.

3»TI<&S«6oeJ eS^SJKJ»o>p», <|p& 0»&O»3i «&>£ So30 rta,

||Mfy v^fmr, "aao»ao, >8oKd^S |S&fijft

e»& 'aoto x* qsk^so*. «aa J***
1
twS*«o, sao«, sW©, ana,

d»0oK, s»o5*b "SmBS^ o»7T»o& 3o&3 &tf toe lb8 •&•> aCdSrw

e»s5" aracw "Sogo^a etast 2sT>-5".&. &a»otf |foqj»a) 5p>oaoi

|Ko$o (S^OoSofiofi.



\kj "&oWti>tfB>tis

#*j»&> aos&io o&3ee*a TSojrtas&as <j»ea*fo sj»oj &r*ooa
s»&oo» a»S sa:K&e& wSe Sr»o» |3S>aj<S 3r°doSu&tf>3*j&>. w &g}d

"3"6c0i sj&co *&3c& Scs°csn> p»OoVT»eb, ca&aVSi. §*oao»<fija') QSj&a,

S^iS*oajS: « w3, ajos» Vot$&> gOS^S, "S5*S S*oa& SSjtta, sjoS'S

S*oB& S^o^SS <ySoO Cf*$adj&. (*« «o«*Si foftoO •SjSJVM&g

g»s wo»^ solesss* twso 3*»8i). sarofi* *o«oe* ^ o»ar»;&>m»

#• 3»jrf Mjijjfi* ;aSi3<W3^Sb. t»<J&S a3& ^&p&7V&es*S^ c**ooa
aa:S»3o£>n»0a, &* jjgOj 4&;j«>&, 24fc«b OS«otoo& eedb SCpoSj

j«r>»>Kar«3j at3cS5 «o(«, sajos, ajw>3»& ««xJSr«oSa 143000.

14s so'ce* "Ssyoo *J»eo, fla^oS* as8 SjoSeaja'Sjia ©osss©

•*« wedST^ (S&aS 3kJ»jtt>. 16a *a>t>s* #* wessrtDS 1*^2)^
asc<&o £»3j eOoaoa. ee&S (j.». 1512- 1523 Sj<5£ SH«sef*

i«i3>aj ocbaso aa^oa d^ass "aaoCbra^Bi.
,

a»ot3A,'a aojoas
SjOs a^SuS saeaj S6oo, 25 TSoAajJoj, 3»eo (p»«n»aS oonKb 3»(a

s»ss5Seo7? aaso^o^&i^ab. ^ofi*3«e aa^aaajaj £,3as cwSaS -ci»o

ato aaoa^ostja^.. aw-"S*;>o <srt\ae* c«dSieo 3»ca>5 va%&> (n»sr»t»

qCP)8b. sVd»6 dJyjaff* d^SiS 25'3e ssa<e5* SSs«C"!i.»o Aasoaao
0»«a»S (j!«Sr«aj o»So 3<J£>£8o oOAoa. cd&e as^u»d tteosS Oan^zJa

t.s |n»ar»a^ t-s a»ca^ *ajoa. cwpei ssea^ (S«p30 *H a3se«J*oa»x^

sr»o» vry&. ssfi^a1* dSy^ff1
'«soaaods>' aaj-w»as oon>&>«,ajK>

5Joa5oau»aS 25T!e sea«e» aj*g»aj»s»!«& ao>$s63«e>
)

4a<H5 aTSo^as
5JSr"e scales qcs^u'&i s»s c.s soeatesu aasa» sd&gufi2..*~«6*a»a

S*a^ <&*:s»«» b»»s>3 3ds>t>a;3. DS*a»e saojpjeo d-aws Lcpoutso,

a»CO^eo«e ^oOs J5oB*&eeo, t,S S0Se, lOTio SOtfo «3o S'SsSenTI'

»as«\oao42.. ao»j» s^k>«* ticsj^aovjsxo, ao»«so»<&«o Sfs« ^ass
«S£r "&aoa3&»^o»tS. 16 *<Pg &e& «< t»o<S>o cfirt&ij p»oe?S*o

•o«p a^toaoa. «• smxjsjviS a^j Sh»»o aojSr»»o aa.eBjo<r* qa
^^aoiso^v> X6aja»«&o«o »»exa7^| 5oS*^3»»4 asaoaa aa^uOs^oa.



«- (»J»©0»& 'S^J>ar»tt»' e>3iF>&. o»*>>g£* Xo&Sbs *»sp& 3oa£

^^SolPA (0*S5»joSat»oao s,Si3 6o3a. (SoasSsaes <3&s«»3 son»-

oi. o none tj

(^Smo^S^ "feSoSuo So 5J»Ss»*l)& &Z§o&. 3oas6&e» aw'fij&ieji.

sw>c&>ew&> <»'3;j'>& «So[&, ©"«$, &u{P8«». jpee&es&PO eg) SPoa «3

JL ^oStiSrCbJiS TOj\ $SoS 3&fo<^ fi*Sj ^ie^CP&ga^&j. -6*c&

(SJ»&5 3oS*>e ^j&oS'ga ss5 «*dM5 tg^ ©3 e}©^c&o s«gtS 60a.

eg^CowSa liCSd&SSjO'J»&^ es3 S"&>&,, 3852^ SCoS:^ tut a)g&

gj-»«>& ge?p&>. -&fli>as&&ot'<p&^S a&s&oa s'aj&eo. sj»& (l) aa

8&&>ePCP&><;&0 (2) esSufi) $) "aa(5C6'3o««i3'«S)ao C.4) OS S&"5o?K«P

&& 5) S*^ ©Qy5oK«;p&>&> «9^sp&. 33 e&>&e°j=&5& "as&ofis^



^OT»^» (|l». 1424-1503)

<PB$ fiCbSieSij

i) t

(«

4)

(ase&^oiwij'iijiis)

1

Se^ tSu^M Moo V sj
1^ (fos ssy&s'ca.



oX£ir><3*&>gix> (I.*. 1424-1503 &«£ s»oo«* 3o&ea»&. ((S*a aoss

oa^ o»$a«ae5)). aa>* e&aa saj^jesS* bales* a-eseosr^aa.

qgaj» "a*** ar'Sofi* a*«*r»a5jae>3»aj ajt3S3»"8. a&pjcja" o&a»e5J

Sjjc «3 aa^ (aooa»»[ sr-ojoo aa aa^s* aoaa^eoff* TSufieo-atsv

es^&c&grwjb sr«» aa aaMj»6* £>o TSorttfjOiS d'gep^.cs^'oa aa

Solea ecsa (d»eo«>oa»aa. sjgor» sr»c ^ ScstoSjKsaKT^j, ^as

^^sptxssr^a 35j»oS3Rr»dj mao Apoj. jj^s «&o& saj'^jft" 3*sj

cases tt&ss* ajtj'tss SDTvao. e«»"rt *»ajaj"»a»JS5reo &r°e» ssgSj v&oba

'SoiSSo' «o*3* %*J»S3 JM^So 6oS.

"aoesy^sr ^ 8oX3»$s»3 (k*b»33;k)}) ar»ain»js"tj, «ajaj«vr>

jpsx* ^a>S ar,ajn»^;3,>05. a^ascaS s>(S3»a°s>"&,so tflb agaa jd»eo

Ooaoa kt>b» wajSxssjjrfS.

•a
<

}Sr»a*&3©a*tS} 6*w5"Si35 as^_S s»Ssoc° 32,000 (ai>""a "3o&'S©)

sole^aea o-OoOstas sasuttsaaaja. jj^ "Sos^fc&s ucxsb (»>»o?(ooS*

'Solo a «oco»'s^ 'Soro^atj} sr»o» 3eo#oa.«« soloaoa: ws^aro*

»a^ar»cr»«b^» wa^fioo^a waa5" *e§*3di*3 «a^aao&>a ra^ »oi

8,30 cn'Ssxs **cstJ3 a,a»»u> aa^uajtj'os. §*»j eot*»sj-»&> 3oao^

tfo6u&i54oa. J>"a5s» aofoaoj •&) eS&s ocson» 3s> "saaOiajo'CF'tsxe:

•as &ar»oj33 aa a&aaeM'&geD sr»s» sofoa ss3. 3a» o»gd'>s3*e

aol^aff* 14,523 ax^ao ocm •ajao^'jeaj.

aoteaeo s»s »a^ar»,3*05£e» Sos^aoe* 3ost7ia©ar»ata
i

^o, a«i(i

a^aaff* car-dkoo, a>o ao(aooj ajae *as°w eooewk. 5t5c* "iog

ij»-cso a^a'aico, 'Aog'fcifcts <aso s*&saab;j»jo». asAsaa cmssco7? <5a>

^d&a soavxao^r* 'aoloa eg^oo' ooocatai 3astjaj«s*oa s»a ©fco

«S£iT*<j*&>ga> aa sao» Swasa-aa, sols^-n^sa, s-ofos'Kr'e^

as !>eaae3jijao3^&. 53^8tya.c* ajooaoo»a»n»6a, |3»g)a «n>a.c* "So8o

SsjpS o»6 CSr'ba Sofcs s*eidS7*SS »a^ayo»&^«» S^3^»Sj3 sr>&.

•a^ST^&gon^ aooo a»»e?i» *a^ a>*o«* aj8o«ea»&>e3»a5 ess«a

asjs4)s>o»n» s«oa ao>ao«* aojoj»cb. vdi s»aj. oa^ajds>^?6 CKsaoa:

xiH



soioiajfoatf *oc*> £pa -&oa' »3 twss v^&<&^e sts» cpko^s

W» '«Sex> «0f» Sy3o(0 aSi^a *<Sc» \bjX>6 3o«p' «3 D»S^ »SsS0o0o6.

|i. ». 1487- 1490 &g£ s^xsff* &p>2oSd>t» SedbSfte trwi» Ao&s
SHMS SS&oKC»dS» •jd'Sj »»^arsWS5^e& Ao^Sfi. «< SB&©)to»<&eo SoS^

S»S$o qas t!SB5$& OajoB. #4 SS5>oKu»di>&} •S^STNJ»e}»S> O*0>

Tfesoo'iso. woaa* «s^&«9| •aaiba as oca 3dk£B»a5 awsooa
waad* "J1&343 CPtr So3fc 3a»ocr»lfc. art) wSj&dkj UorfrfsBba

Itoa soo Kjj (d^oo w aoH£ fe£s3uu> 3«fe. cmr as awea^al
s*»jojaa& as «aj aajsvjyso. «< -ss&oho^js>& k\sj 3o<rts*$e

(SSjOj. qa&> 0»0»<5So ZOjoO S^jasiyO SSjOS £*dvPcD, «3o &>o&

tr$Cep«» Tere^Oo. SOS ftotxsftoa 14*»S3»eMJ»ja». -&«&S «Soa»
«*a soom> cst»S3o&6s£wpo «a^asB«iii. ieoss^ asses bsjKs aaJb
«r»easns$o $aaS wotoo isi*5ioa. no&e* sefcoKcdwso '^TSosu^a
3»« a<j£rv»a co^' as a^oataSa'tto.

'Sofcs e&o'SjS (SS&aSj 3S>K> (KeXSW&S eSOOT" 3S^t)g SoSi \«

(Ko5J»s^ (a»&as!»& »3jsr^Mb^ ssjS&, «<aa^ 'so saw :*»»a£)»e'

a a&Jb Solo 5 e&aSB fcifiaSao SoSi, ORCd»S sr»o aolos^ o»i»

ff*s> K>c»o<r&> »s^arKr«Oo^o sotese (Bo»;j*eon» Ao£tx> jJass sa»us

5oAo>as ucfiss 3fts s^c^a^ zoikiwxs* as^s oeoi.
**

1. •s^ar,a»&^oSj ajrsjo 13 iir^e* Jcasajyas «7»Kaajor», sj&arvj*

&^o»s6B trvsaa aojacMirt^ saas* »s^axsi>£& aj-osaj aofose*
Issff* 3S5Kj«* o<sgp s><fes>. jf^a^svbje !bo3,Ap sea* S33»e»-

acss^ s*a aoleseyi 3»aBfls ecsstus»a> wofijSo d»4 aotea
>i«(r>^ »)^ooa «*s sa »»jss<i&£ «&s*auo«* aajAsa. "it

0)^3a wsiis 'bcaja-' Cfioeso i»osb. ic&a-Soto (aj^se «eo>a)

(u3*j «a «»tni»ds>o. n*a aj'K^s aofos >t?o»^as aaawi* au^o
aj£ba?«^ar^»!

*"
"*

2. as>fo solos e^ta ^«o!^•a^«3^ »sj3xifec «oo»jhs5cbo 3S\s 'ae

aoj^s'a>^ "is^ffffi^i ocssoSj sjH3n»3»a^ ajsosgooo'sa BiKe.
'aao' ws^ajSt 'ao sujjg'aS aodpiyso •a^'J^yo. e»S «h>

*>s jt« sasaa. asao3a5oa^S5^B as 3Sj«j 'Solos egp&i
'aa-csjc5'a>s xr»ayv3aoo ar»ao-cs«jo »• oetf^dssk t»a&ajs\a.

ssoajAra »3^ajdS5^ 'acssao» icasa-aa' »o»a»aj 3Ss?faC*.

~"



3. s^jisS &oAo°»$ ^j°otiaa>»>o a»oa 'SxwMMSa'n* oa^asot3»03. a»&

wSjsrKPfi^o aoSesaj 'w&seocsuo "a&s c&sstaga. ws^srsj'&^e

soJeaffJ a^Ao «a aga, (sv^g) »»>aea, ajojcMP ae&aaua

aojujo. (sea «;S& a&p *ott*oo »ota »ax&a»o»a*> (adja 5©

&&>, aospa£ 5*6 to&i ao&o 2S& ackPOj across was aoto

{Jirjse (a>;so «oft*o»oaa s» s^ao). wsjarsrtfcgo sohjJ eajo

ra^oiSff1 3sa»acsy. ess wdws oo^strt (^aoasos atbo&u&j.

aooff* jjHofla >o»e> 'ajqj'oSj jpOj Sr»o\)Jb. swJa 'sjd eog»©'

SSCSy. «"4 Ha» '«5cro>'n» itaae&tJbS^cco. Stto (As^S>o, |&3,

v$W3 3»J»a» QKfoSjeD So) (fiqWfcSTfcS SPo^ «r*ao5* s»£*«»

3H7» aoKTj asT»8» «5O»0> (»^a ooO»«») 5r>c»j8s* qotfSSa^a

asj£>- aa -cseepeoa^a 5r«B»-&3^a».

&ge> a»as »<jss«»oa7wa^ ^d»aoa 'as.aarvsarvs >a,

{}s»^axiV

ae&j»a» eooaasy. aas* seal Tig in> s'aloa.

5. 'as »57»asT»» dvseBuKjo's* oo^g »oa aa easff* ts aTys^,
a&ijKKfa ssAoOofi. agaff'aa (acpa<ba c*ao. »2S :wj e»coaua

aea*£ a86o8a»»«>oa. agaff*a ^q»a <r>D»aS ©a^a a^s
«r>a»»i iHtroSoo « aaoe^ 4o«aj. aw»S a»a iS»o*~ aar»ao
•aaajsasj.

6. aao a^d t»eo (aoao)e* vn^&>ah^&> as "sasSM (
su|S' srsspo

3dij*S5. ^55*5*0 3ort*se sjsnaft! a£ a^e>.

7. «)oS cr*3? aa.<jfcon» esaiaT'^oxo &2a »aao >a» watesoa.

BXifo mcSSjS iSoS* "&a<& a»g<WS 75;8floa. aat ^oqpcu (p»kS s)OS

sajTa'Ss* q0*n p°(3kKeo» «s£a>oa w caa. •jvaa'oso p»Rsp

soleaosa *>&•«£ 7r*osj'S^ ae&sapaj »a^a:dSbg.

*0*x, <so<fca as stfo^sj ^ ^^i *^8 8^J58i 3° ao^aa>(&om %»
sig&oa, «> aa wsaas aoAa eo^se |a>a agon* |ao»absp>o'3 ^o>a<»?

woAsosj^, sofas aaidb A»a»sJxo ita as ac&aso o&ob* dgo°ai'3a3at>

3^s a«B»a^ (Klpoa C3>a3 auo sa>ar>
n
aa6aas> t,s aiijs»^ aa>|K

aa> \)sp&^a a>aa waja^d^a. ^ooao |do°a:s •a<fca^fas»c's fta^a30°<ia5



ajsjajdsiso^o'is s-&>, auoS* aoaS soo sufioS* (Seo« ease* p°aj

JS7Hfc%e» 'iSofiotJl t,g a3i(ja, A°o£0ra
<

3eS*S 50o a&S £KSS ocojodSS

aa^say. a>a« <s&a» <*cs>3 (5^a^ so ^ %ooa. <5as»a assess

e&a'SoS 4a»esjvr>eo s*ee». aoAa laaoao^sj dotw^ (SaoosoS^

wdbS t-S S^Scdii a»& wSSSdij. «3}SP'a'&§e» SojuS Softool 3&Ki
»fp£Z>§ »Si(H&,oaS wo*t» ap t»OS^OoiSKtoj.

SyiboSMfS

Sc^oo'ff'Sj, [4.S. 15460* foBaifc i>oao£*D 3o&xff*Cb S5gS8o(n»

5sr^>a> ^Sostss^sS o»ao ;&s *»a»o€r,ai (»aa uggaso &r»aj«ifi

•a<fog3»& s'a^aj'oesa) $aa^ -isvsr^eso. if&aga aaoecnkS)^ ga

so&o«s^i55 «aa S'a&ss oa^ (aa^ a&'4oKW»$^3), "&a ec6&>e

dsJ
^
e>5

<5rso» &600 &r^&. «« aoSioKa^aj ga so ea»(&ags «o»a

»o&3»o a)5»3»gan» (sw^ots" s»sa»oajsy») ibeo3 jr-ax^ei.

>& OikSjeSj feOdSJ'^ 3&3 v*/»)^ 33o»dke» ((Is. 1509- 1530) ««
oHs3»g sssmxxx spoS aa (d»% csj-'iatg s»3CT»ii>. a»ea»g m»ax»sj

0"ga CPdisoSo »^!3«0o7P "So dcSSstJO «3a &5*g MSjOcgtfSja »oSo.

o»*i'g jp^scussoSo n»So s»3So«s* aeJboHa^ es^ucas sSeSon* &o&
gessaigfi* %e"3oao o»«r«s^ia Booisoe ^sipaSaeasyccuaioj S*o06

a«a». <so6*(«ow»ee> *«a^ 'sosa»e ao&ona^'n" "S^ou^oo. sago

e5»dS>so Jiaa^stgaOTRfc© «8j,5»»i«, ea^u© axr>a33oaa «asa~ ?es*a
ds>a

,

36AJS s^aairas^oa. »< (Xosso M^aco»aS &ss»»o?!»a3 wSccaS
S^tSowSi £otir» o»tJ»^cfir»a^ ««a£;Sjoa°r «r>*d»g a*0&Oiosr»£3 as
frSasa^a^ ^aasjoasa'&j «t» acca »ciicac»ds*u!

a»«d«g saMpa^o |2«sj sosjuo Logs* ^ K*o"aa o*&>x«£)*

Cjn»Bo ST«ao-D3t» w So3jt»£*a ea^ST'J»0^e) «W3»ga^ Soloist* 129

aofess* »»^ajvi»e£geSa e»a^ ages)?? ssaea,ca> a&nsawsj f&s'gjijo
&st» s,s s^ok^ss sjkss 606. %» ao&oa:

'odtoeo aoae "^ soKca»SM«e"n

&e>aj*6 «&k a»aje>'t5^& «ot' -(sea)

(wyga^ soloaa»oj - lso%tx>, ajts 88/89- 1980 soi»a« ^a)



[ao»;j»o¥o -s* acfcoKS}, sose&s»<s>s so ^"is* ws^a. ^ a»&aj

t2«e^!T»o> g>sS a. cs«>sen»a 'so se e^dka s^ajfossa' »3 fctgoa

sc^sar»g»{5on» a>oS>o ocb&wso »3 ea&j as 'sr»Ksa £«3S«' «3
l?<o«off* o»x> aoS»a-ai sj&Siaao esuj^&o s*ai&so atjatg ar*
•SjSjtrft SC^CTOj wSjSOoO SSJjoXSjSj S*&S> £-%.& S»5 S"ff»c&c9,

so atys e»»3»»>sgo"i5 3&> ca^oa (s»8«j»03. ao^uts ws^sr-cr'ej^o

r&ia se&oKa^, sose o>«ss>sso co^a sj&os^s 33jaj a^&oo s^as

a>©a. ^ajfcJS «« 3a.e&o *< |«£*3 oea &oa.

aod&SievWbjeD Jto&PCb (i.«. 1473- 1553 &«£ s-hsoS* 566
3*80 3Sj»CSy. qtfO 88 w3^3r«CJ»&i£e Sac's tsr»C^ weooa esg^oS^!

3t»S eCoSoeS^ 3053^ »3 sjgQj 3Bo(&i 6o4j»tt5. q«a> fPS^ Oq»jo

&j»oo»j»^, soar^s Ssa, *sa°ifa SftsSoaa' oH o&a>e» <4o<!3. as

8o|& tw (SS«eo qOBa Srw 3oS"£rf$&>e &>B 5*S3-S"g Solos a*3j3

ST»6jiJ»tis. eo4 S»SooO» 3o<^ 3a3fta»e», SjoN* SoeSSii, aiS3**3jo

bo, *)on>o »ja*«s3», ao»s,©o s°s°^e», oe 5>s *«s&«, &asja oks,

33»s»c>o5, t»o(«"&3^3a:s» (eKS&a), a^a« a*oao*a» (sja »©«S£o) «3o

Sjj»a» ao^«r>aS ae^aoiSas, o&> ao»e n*63 TSr^a^sa scojj'j

as aajtsasS'oo. ^ Sortsfje^jasS #K&a 5»s3r»&, aj»S)o»s'3,

sia^jo, JcoKjjaSi, sjajaa»(Oo, wobotpiii, tfsxjirwesc, r^o<3»68g,

o^sKiooBe, agsjso, Kon eaj^sjOo »3 (wsj*ea a&ajoo'as. e&^a
d^&oj assays 3j*o4, »o«oS**j (Tpaposr* A^aiSo'jjij. »a>£8a»cs»

oa^asoswsa ««&3js 5»ja> sa^aa s^oa jpttyoS* sj-nsH&eso op^tx

Spo» ««d35S S*aj $r»S»e» sajOjocyaj. J5*j i5*eooo> 3o»ocr»&.

&olS£e>& o»ftlSs»e hid |0»ca>ocr"e»j. wc^jS" baoS* t^^u^Si>o>^aSi

ttSgixPtr Gtb^i v!> Ao& - te^LX «oS»Co |J.*. 1540 Ssofi J^5
2fr3^3Sw«*, S'tan^jaS* ftj(!>6^aon» aaaofl.

OS O8}&0><3*C»ce

*rf (sjs^^szi*© S>6& wesjSjO soAoa. -s«&s ^.*. 1493 - 1553



3|!fS6' «a O&ttj s!j«oOSsMSj. «<«s3 Sr>s» aw Soiesee ea«J»B».

»a<r»j|pdsoaso sr'cy&j. (KMbff* 'aoiea c^oau' »T5 (KoSo |3»*»&>.

-thd&s a&aeff'a R*3oao»B>s:b so-^tsVpai ass> 'AStssso'

j*^p ar»aoff* agKte^ s^aoswfc ra^ tsosoy>s> was •a&a>>)^
r
£>

aiRsto^ |S«^ ^o»&aaA as ««b&«Nj»ttg& (e.o.^S. *»ss aoajtoo iv

- 144 So. *»»So. 22.3.1640 sjhJ*) $a3s as o»»7p£» e»^arsr>&^o

a^a*a^ er»a^s»e*»5ae a£3«oS*d»ia (sa^ 3>»&a. wexjs> (Wfsaj s*^o»a5

(3Tl«oan»'3 Ssijaajs *3S)A35j «&aj©aj «p%ibs^ os (as oesjasosj"

&£e) a^a*^ Ao&. TSaat3o»$8o o»owS SidZ^S ao2 fi*e>jSc«So Sloes

•Sjsx»3»8«» as 08S3 &£ "aortiSj&oSj^sr^foSj a(«a«o *oa.

«»£ swar* Si^s* so«o £b« w aa»eds>o«*a 'Sortsf^fca aaai^s*,
sx'Sjabs^ "so fttkSjcvWkMj a^avs Aoa.

o^ga^s souaotra sp>q ?5so»oja S(?ia«o!, owsetu Cos a&ae» sit

O»eo ^3 aiOTPS&Ooff'a -tf^SPocEbofi* 3t3l C(aaCbao4 Aa^O».

"aa atsi'Soi(ttp$9&

*a&> 'a^ojs «j«sm^' «a '»«A* sa^ao-^a&e'a &aoauasa»e».

$aa assgs'jij& "3asr»8 3oSu»a$i> T>a oafAo?«;3»<k& a*a3 a»jO>

sptKo 3"fc3»aa 3jw*>. •»< tms fi8}aox«3»«j&j (i.«. 1546 &j*es££>

a&4& v^ooasix ssuajifooa.

as Ai&£oX<S3*&&>

s»aa> ^ajSpSi. se^aa, wja>ar»ft ac»o, aapaeex&o, e»SjSrN3,

»e£

*»(« »3 («otB»oo (b,i&sb»b>. a^ase* ao. s^o-a 'Soaj^ a_$aaeo $r>e$

roass5'»j. ^aso aoaa^pas 620 seaC sabar-SoS* §»oeat5 ^oo»s
as&o&s 3oOoy&, aioaoo »S

J3o& |n>sr«S3 o»so 3J> BSjaxfi^,

"&a e&s*fl"cp>»3c oaja;3»espaoa^, as "aa «o(4 woua sss>oks^,

"aga^ »co>s o&T5o««a^»afi acus a&ajeSii &$ a»6 aj\er>3"»ye a»«

oenoa. <>aso lid&a&oa.

>s&ooa»ob aa'So aoaks s»sjstw sjaa» ^aa ao«oa»co a&s>
Smn5{!b!j)05n» Aoiotx (*^e>a oaj^ra^ej. «. aa.*r»a3 t,s ^sso
«Sdfeafloa.

rviii



5ajSi cr>e> 'assoTP «§a»o k&£>sii> sae&iajoa. qaaS s»<&>s>a ao&o
ess ooas»aap'«o

-
3e»&ss 3>a>. gtf&> aad&sse (Siaraa as»lacy»<js«i

3e> (I.*. 1544, 1545££ »goS 8KB &oj! S'oSg toSO e»7S »(«:j«c«oHj

froaatg Deo&oa. (I.*. 1559«* §*3tJ eoj"SoH«^>«S3iio (saa a<g«*a)

%a.^ftoe* ao^ as^cdfaa'S 3%as s*»j <B-»aj«»a»ao 3J»»aj.

aasfoif'S Soao
>
o*ri&>. spai6on»a> *»»;r»aS ti»e (SiET'eig w^ 3S)K35J«c»c

^a»o e&>so6*a ^sjoacc^as gep^a^a&paj a&jeT' e^ca^ boo

ar^eb wjHS'eoS* §*oe«nw^ ji.«. 155441* o»ao 3*»&>; aa^so3#*a

<»&>©»*~ajeba3-=«So Ssgtjo^S, TiSajoenS^Si ^SSj^oSo ^l.s. 1553 e*

»x>ar«-cj«aice) 5r°a5"ss at&sacou §*Bo5a&j. ^a& *&oao° so

esdiio w'S s»sr'tBj, "Sog'tiiSjS^OjS SoooaoOS ^ S»fi'3e»iSy,3sa^£o

"2>fi eCoJSseT'cr'&co 5*»5S*x> aeS*ucSMBo afiaa (I.*. 1565b»s»

sj-»c» Aoss J.s.1560 (S»oSo ac3 As^tg 5*cs>aioa. -e< &«j5ouo3'»&>

ocbsa i5ogto«56>5a3S &>sj-»&s aruocSir»£c&ott£ d»i3<3a «£5* "S>ao

j»&>. o»«d»g spo'Sa 3a3&€f* sao»caS $T*&~i>&>. 3&x> saa^otT*

wXjascSiic "(sasSOcjoSo woH3B°&>. StaoS 8S30 3»&S*B».

o»«s»g aa a&asis'a'tsj^o ocsaeo (1) t^e^a? bobso (2) aoioa

qgjOO (3) Wgaj, *)on»C aoiaaeo.

atje* »*/ 'Sogl^jtssa fc>a aoas^oaa^eT6 (l) soa^a©^) (d»gjao

(3) 7*e-&aC^) ar«Ra(5) £*«a efe» »3(«so*sr>a. (6) ^a (7) wSo°

(8) ^ej*) «r»a. t»3 aa&a «r>a.ffj (p»5>» aoBSo (-fraeoe aoaa^o

sr»o%e *>g aoisas, ei.a3<co) 7.11.1537 n*»a o»a 3s»iba (sr>o»oau

(Soa.
m

%e>&e>S°t>n> aebSK> aoaae jSa>s»as^S3o5Sa "tfS^&r>xS»as^> e»«a

Soaj^Oso o6»g\a5eo" (The Minor works of Annamacharya and his sons) (3*32

aoa>» (VoU) «»3 («o«o«i* ao&e aexs&o«353»tf'>e*p aogi&a (Sotf

1935«* (aajooaoioa. «< aoago aa ao»»j«T'vj»JsjjoSs 'wg, «r»Jpsa



3(336' t>H fiOoiSo <T°Sty>»3 S»B«on» SSo»3#>oa.

OS eSMtoe*iJ»ojce> SoleSos &P>S» «di>a &ia S'eoe"^ O'A'SSk)

tbtf (5J»;Si>t>a»a53. «s«jSo ABiSiiftO
v
%^sr°*»-cr°e3^o D»o 7bo2r>aSa°jgS

•3e»S&S a»gd»S 3*8 S^ifceo-XVI Soajoofi* e»0£ wC^j, Soieaeo

ar*j SoS'Sl^a *)on»c aoSeaeo 19625* a»;aoau<S]5.

Solea q|ao «'Sa ZS^Su^. ao=£e» (03 SJ5«i Soft SSSI'eo)

&o3 aa^ ^o«o. qa solefjse or»>s Ao^acr>o&Kr»oj agjoo.

soiejs t^os- cse(«, a«w.

sole a e^oo^s aa^as sepja^ca3 o»*s&»s «>a^aj^cr»ocgeo soiea

qs
l
t3Si'S sos^a £o5s»X£ o-oooata 3«»&oa. aes575s*sa|o »« «o*»3^

35^. 3s^ts'& s»s»o» tr>gi»s "aaoaoss)o»-a»&^e» o»s^ (ua»s») Sos^
ao€f* sygvg&oixsix $r°o> 3§^oa. aa>:r»5* aes^o -as asbasc-crtk^eu

as «o|& eoa>a "as fia5ajo»-cr»jb^o waives6
-s« aawb ^o5r>s^&oo-a

st» 3§^oa. aaaTSS6 ao»$»jtjiJ sos^s solas e^cn^ easssaq

(
<«n»

i
5s>^a:>ootu«5") 3a>R> soles «&» (Ho* &aa& 6S(sa;o3St»

3e»S>oa.

vX£&J*<X*&go SoleSeo 17.5.1535 Z°*Si aSHaag&S- \$&&S Sroa

3i» 3e<&aSooa. Solo 305*4 S*«£ 0»JV8Sse5 wS^aoo, ^%/soKo, atfouOo,

sosWeo, sae s»s^b £%?& 3eatx ossasssjoa. s*«^ oM»|«(jto

CT»SSr'aoes!5>syo«S ;Scr°a»SS So-3"»0o MjcuoS4 q& es6flSt» BeeSjoa.

»a^sir»j»03^o soiese osoooso'^ s»s^"" ^"ss £>se&iSjccr>

&^eo US 33ofc Soles e^CPS} sr>t»MaoJfc>eo "KSorj SJSJSafoe iifc Ao2
oo2ia»« iba ^'3So5"fc>*$6j3 «K)dSioff* aoas isajl

e>^5r»a ss^oostg

aa^saSaajS^a. we"ot3 uoacg SkaS 3oScSe>Sa SjceS* >Jj*a£oS* <3e»

^cS^ AD»a*0ew5s 35^.0-300 5J"»E» oflftoa. ^ AOdBafto
1
ft^SJJ«S»

o^Oaje sj»8o «« ooaoogsj 1949e* saafr^Oa. aa^ uo»r>«a qe-H

a^o&j&aSa* S^OIP 3©dSa&>s»a "Sofia 9o»3es»ea Sy«(«o SSafPSefi so

is^oao&Oja^a. aos^a <pa,6*s «-s soles Sjcpea, KSasroa, S«tj>a$<>

e^sj»*is* O(6oao& Aoa. 'Aa^ansu, ~&e»aau, i&sau, «oao, «©'

«s», aiqsu, wa^a sds>Siaa>, o*os, uu, oj-*asau, oaa, «a, i>s

a«^a«, «oa»^a«' ao*3 a»o«Ph.g ao»«», agso, aoo aoO an»eo »*

«er>Se>s»e SoSS sauB«r»o». oa OOoajO'-cj'C^on'Oi Stls « «caos»o toes

7.11.1537& awolS 33^.oO Aots^s ^ v
*
/
sn'>oi>as^oa»o «C(><js>o.



a»& o»Jb i»e»9es»oSi §"&K»3u»S£ foooa 0»*>S Ttdtb OCSSo-

xv sosjoo** (I96l)a es^axsj^ 5oioso& ^s»3 5>8se*aj as

«&&0N7»ogt> a»» sole s©s* ia^>ooas xvi soaju^S (a»!bs 5>os#*&

aaa^»(SJ»«»a5. 'Sob» »o*n» aj^jifo s\«io. 3& otsco 5»32*oa^3> Solas

t^ao 4e>9os*e ibdS p»ccooSu4od£Sa Tta>Bl5 «o*o. SoAO»Sj SctPeo,

«ass|*D, >intp& (spii age usifoG* aa^s* *wg> «oo#ospt5l

AexSoa^a i5oes »o*o. soles (acsseoir'a xvi soajoofi* (ackooaog

sh»«j d'tS' "gi» -fe <&5P(gas oewbfe ;><s^o.

3Sito Soles q&CPS^ S0C5J^SB«SS «0>9e3>eu *o&£7Hu£* 3»

t^cceS11 0»ft'S3x« tto&CTUJsS* &J«\o». asflBiS}e*J»8i«» OS r$S3

s»eo4i*3 *« tfo55»Sj a'A'oSo© iwi &j""Si» (B»o35oir»&. s»S ^eojoOS

s»oo Sr»|«o iWb •3<&oS&S).

a»A'o
!

&e> Sua &C3So5 S"Sjot5S jS»{5j Sim<3'ic»c*»Ji,n,0j b'S wdfcS

1922-234T* 0£ (JPo»oJ»Cb. w S"A«aj |Sabeo GSonSSe* AofiTP D*tJff*

***H.
,0

°S^°
S ^H^Sysfbgo, ST>0 &Sx»Oie> oSas Sjifceu- 1 Soajoo (Tie

Minor works of TaUapaka Annamacharya and his sons' Vol.1) ts~& "i&S* SoiS
flt»jfcB»S5SJ»or^igo a»0 So^aSo^S 19355* MCfcySctBOiSSo eOAoa.

So£»OS !J\Sco- &»01>w

BSjTto SoloS e^CJ»SS Sce>\ Sfeofie 'SoBo d»a»«o ©0cSJ*«fci3^|Cce.

a^atJa au^a >eo. '3o£*a a»A"3&e&>a d»eo. sx>(aa 3»oo er»A o&e

Ssasjoi .do \s°hs 3*e"& Koxij' as "3oaj"» t,st3n» e3a> s»oSrr> dSj

ct»A"3soo Jba Sio<S JO [S'ibuSyS* 34S s»Aaaj (SO Sjo4 £»iy>ayK!j»oa

es-CSa^ Ucmo3'o3j£' 83je» SO^dStaS^a.

i»o»»^ ao^j'jsjs'al jjSj&j e><»>»3on» *>($o 3&s oa-osku ^ "Sos

trfje Sir-giSdSjo, 223 Kt2atswais»jip> 6«cs sx*b» Jio, as>aas* o^o??

Soeooso o»A"3So«Soa d»tr>^ (Jesr'dson' (Ktroa sw^o 3*a»a^ ss

agoo esftos. «« Soae^o«*a aacea :

1. 3Sj«j SoleSe&no d»0o 8.5^.^.13 40"S>o.Sa.xl8 7>o.ib. S*o«e»o7i

S'etjAs tr»A"o&e Sea p»<JS>u4 Sjo&. p»tf 5»fl"35jei& 8jtt3|3Si_e*

&o&. (spfcs ea s^e ss^cp&cb sssosa^oo ajdij^ua^aj.

2. p'tf |d»£lS S4507P wD»Sj^»ccr'o& oiSjeu SJ-^J»S3^,l rO,>eo 3»£"ac

3. s»(aa>8o ai^ato^. ao»^ isr«sj5*oa. s»» ca^sxo iba a»6

an»^as 'aaj £T>\p&> «oi csr»sofioa. Soft8osn>, '<3>eoni tpnoaxa



y» *•»»... .«* sa»ps vajsoia ao* »«pj 32 syaeas '»»>

dagoes ca&a....' *a eeossssoi^ ao^a aa^o aae artse&oa. s»a

4. o»« <*«£ 'sole aas >»..-.'W3 aa$o c^^sa^on**, ' Sad

o»*>» <&s^dS3...' *$ sago as* aa^o/wk A3^. aujaa «wso«*

«i3 sa>sn> aaas»aijaa ao»go»i» *7^. (SSja i5®©** o'A'osa© fc>o

ao^sa>"i> s*s«Ju4oa.
*~

5. o»A "a&eo «« jSoa 4es5* BxaoSjayS}. "»*^s»». v*^5* o»ayvssa"

dSasaa o»ed»s •wjarsj^ttge &ar«dao»i "aa eejajcavbgeo o»a

s»arti>&j as O£sjajca»83^eo wSBaja Solos c&a&s sa^)oaa».

a»(aa >eo 'aaajoaaw' »l! ar«oee aae"S&oa. *a a*c

au»c"asa »o»o. (Koase «» jkkssj 'aa3joaa»' *$ B»a^ so»j

dSjiJ»a3on» qajs»Oi. . (KoaSO Sa «« (JlotfoC* 3»»^» (S'BjdS7'o*o

'aoao^dSjo'.

e.aaaaS* sago "aofi*d»aofr« '^a^aso assort ti7to<JWb o»«d»' «»3a

o'ft'iS&o >eo. a»(Ci8 a»«o sr«e?> 'cw>>' »a sjoj ago^soa* aoa.

So5*<5o«o wsjabosjsoao "Boa* &>o»or» s&s»s> (SSjtf d'Ooff* ^a
la><oo>' «a <So5* «o«o 3&oo» Ao2t*x aguAoa. qo»K 12a,

15a 34a acgffjsj 'o»«>oa»s' «a aaso Ajwso oOAoa.

7. 'solo aacs &»a....' «3 «*a^5*aa£o«*a a^^ao '«os*oasau<u

settj s&jSsa seas"' »a ajoa. J to tea 'seas' »;Sa cn>A"fe»<£a>

a»iaa *>ootf,aj «-i aeon* ssr»ao7(» ajoa. s»a «go son* sjo&aa.

'seas' «9^ssjhoS) '«asop ^oj' vH a"ft.$»oo Sao&oa. oxaooaa

-iua Soloaec d»Ad a«x> es»«» >3*o aai> 5*4 aao soa»o'3;j»

<&a»a a«a si>"rt <os»aosH» aa^SjSa' «3 »©(d»«5o 'aaeo***^

&»oo5*'3 asjoa. *»aanaooe* qa 'aa«a' •'3 er»so7P saooSuAoa.

8. ctto&e i^5o«*a> a»(aa S»oo«*a5 sr»o» ajqjoas aa'&fe 33\

5»o» 'ay »a, •©•11 Aa ao»ge aa,dfcoe*3o a&"ios 3s^s»ob» T
«s agtosso Aoa. i»os» *»so^o S*So 12, 15, 17, 26, 28, 34,

50, 64 &o>£eon» AS^ &)«£©& asdcailaa^ 'Sj' aj^gan" a4

"&o«s* xtiioz&o tsOAoa. *»^5 aaoT? Aa aw^ej '«oTi«>a'a 'w.'B.'

»a 'fttjfts'a '4.A.' «a s^qo^&o ooftoa.

9. u'A'SSjS^a i»0o€* 13s sa^o '<seo»a (Jtoaotajo' «a jd»Oe«So «aj

osoa. s»|ae >ooC* qa '«soo>a>o ^o$ot»o' »a vsr»s«>4oa.

3o5* «o«o »%a>oe»^ soSo'o 3a s»ff*os a»|ao ssx&o«* «<

ar«^ 3csi>o<5at» saoajaooa. ssjjs aaojs&on* («?•'* '(«' »3
xxii



aocssusjSjOosg o»aS ajjoa>3^ 'a' fo&aj> s»acsy. ^oase a>aasj«*

w&ibS^a S'o^^ tfo$'&S>3 a»S Si^ ©oa;3 SKSibiio S»ao. tfOVfl

18a aa^otf* (Ko«so eoifcs spo^^jja^ 'sea'asa a'jsocsso o»as

10. &o(&a d*<5oS*» ao^ajfi* aa^o aao d»ao 'aa^ooo &&)tsa°&<£*e

«3 SjjJb^Sjfl. cr»ft 35x> >0o 'aafl oo8 a^a 0»6e£*«»'

o»n "Ssooi^a «« >e"3: (a&>a ^oqoS* Sygeoau&oa.

11. a»^ai»oo€* sa^aa^s* aa^o^a 'SoS' a»ao aae '3uax&£ aaa»

#$ aacsp-ao s»ac»& s&s o*a"3s)o >o"& esoftgaoaaioa.

12. a»(aa >&>£* qeaar^aaijo^a aae ar«o '«aa'. ^A'Sso^a

iftioS* w vS*o 'use's' »a 6oa. Ti»at3 d»co 'sjo'S »oooaoc&s»

3oS* d»eo 's^a 3^a Caracas' »3 se^saoS* K>oaoaa&>a>oa.

CfttJ&o >9~&> S!SmO«o^ 6oS. «soaj3a «« Zo& d»C&) «<
;s»(aoofi* 5icgoost3<ioa.

13. a^aa aW «ra a*-e« aa^a **£« a-aoe* •&&» ^ffi.
©3 ivso ajoa. s»a c*A3so££a >so6* 'a>S)o so^aa^' »a

6oa. «,ed»ao€*a 'so(aD»<ar>KaejasSMba e3 sne>^ 'assx*'

»7So»:Sj a'&i.&oa n»a 'aa^aa'X) «S)*~HS)S a»(aa d*o*^ ««

(KoaoffVb eoAgo&csao aSAoa.

14. a»jaa i°oo«* ao}"S>\a£
< aaco «o»jo acsao 'auoaj abys aooaa

sr»as aaouoaso aamaoauisa dbcoao aaotueso aa>sr»eo3a aoa

oxSaaa'. 3(Sao»oSj aoaa asy^sss^tatfp srftocsuoda «« >co
vis>5iSo s'tso'SSjoa. o»A^soi)ja d°oo 'auoa^as aaotua& aac&aoeu

v$ dswj'oaa aaoujoSo i3»asota 3<&;adbaa'. aeoa aa»a5 a&o"»:?

a a n«t3 "&& 3a^c*abai at 'SoS6 d^iS: a'oa skso. ac^e aam,

a«^oaaASfc»n>^, ac^at), 3xwso stso» ca^o^ ndo-o aays*

a>a^a. ^aja a»(ae>0* o*a ^S&o £ua >eTSo 3ep4oa.

15. a»(aa xjo^* ao?55r«aago asa ax^> 'ai>ai«»
, «a *oa. o»a

tSsoo d»ao«* «« 5*o '3)3x0" «a «oa. (Sgocio a0(OSoaa s»e»

as 3oaa aofta ar>B<>axl, aofta co»^s8o o»oti («ocs»^ sao^S

'stpaao' «*2 o»aS souoaoaoa. oo&da 'au&e'ab li^aao aa»

aaon* Aoaas. <*oa^5a oi>A'8S)o d^'Ssa 'egjotraa a^axo' «£
iwris b(5Soao& auoaoaeioa.

16. a»(Ba i»ooC* so£aJr>aa^o ao»co acwof* '\23H*x ao(ao»dSx> 3^
eaa' «a ajoa. a^Ktsao J^oT*s,u 'jootsa' »a *oa. as>a,



4vso>e (sawsa aoooftoaa »o(ao«r«s^ acav^ 3t^ soanjp

17. o»A"8&eo a»(ft« a»«Sir« sno* *>£ bhoK* a^«> a*B ao»i£

'%ks»' »s %s«o»an> q»>^. #» aao 'auk^' "a ae»>as aog^a

qt>5o)? saoos^oa. d&s^o, 3j,ax,,5
,,5' » 3«k> ao"e

r

a»a»j

o»s3 ar^fo sj^s* t,stS Aoa s&s H*2 3»65» frse^o s'a'aj

'«ubs»' »3 orsso (Kb^sc&oa.

id. s»(ae dssofi* Sua tj«a aa$o s»*r|a»ao«* 'a»e «»i»8»x' «a

$o&. o»iv3K>Jtoa 'a»a asdHsssa' «a sjoo. «t wysgcwertrib

«A Sjotuotfj «7»aoS* c»A TSSs S»So (KtrooAoa.

19. a»|M >So«* cttso ^o5* asjo oo^ aaso '<*ocb «ga©(B!»aBo

ByotaS' wS 4o0. 0*A*fa i^o*4 'ootb «gCSo(£5aOo 3^o"ka' •&

Aos. ^ojjsrasa s ^ay&o ttgcsoiosesoff* Jteao «o« o*fc<>s&

20. a»|&a d«o o»A"8sw d*0o &r>s° •#» spoK* aajo axp5*i»

«o«* 'as^s d*« ansW »;S ^^"a^a^as^. » »•(S5&Jo^r,

s» 4»scgo 5*»o 'i»a itesaW «3 iKSj-oaeAoa.

21. a»|fi« a*eo «tfa3*<fj ^y5 o^i6 »>5so«*35 «ks7 oS* asjo

e«aj 'cSjo fiHo'"~«»a ds>s»o»o asex**^ arfioa. W&mb srw»

'ds^oaso' '(jsj^oiHj aao' «3 or«d»^ tf^. 'Jw (aeoao'e*a

£ 36^8 t»0Z S*4T| aeS|o tfo*^* Sa»oe*S5 •« aS* agjo£*3>

dbs-ca aaor'a'Sj aeoatsaoa.

22. a»(&« iKtoff1 «6J &5* aego atcK* 3*eo«* 'cajee Se^S^
age' «a 6oa. o»Ats*> d»eso«* '«j»a»«» st»&s^ ago' «»a *e&.

aa ajo^off* «f|ao s^yaa'Ss «< '3o^
,^»8o«, a'ia.o. a»AT5s»

'doles i^em' 3SJ&3 SOoau&oS* aSRJoJP WWSsOHSj. CA'SSw SsO

3^.tj4a s^xj aao»«o sns> zxbyMta>. «o|ft w&ajdfl* (Koww, (

aa a&a>«is3<obje» ) saas> aj>s>9*s^ scbatnf^ ah^oC* saui «o«

>^»i °t3
*ai:i "^ "Ka>JS "^ 6s»ax>M*&j» a^ajiun* as^

So&oa. "sa oeasxatntssga ^.*. 1453 aes> iaoa is^ig aos&aja.



(KoBSO eccoS OS d&S>0VJ^ijo5i as o°tfn»]3S •S^Sir,o^b^>sso

|u3«"^2Aso *o3" oo^o »Aoa. <93^:srsr>tsjgeo (I.*. 1503 ses»

as S£* aossajoo) Aast&so o«a sjotaoa ws^ots «a& ^.*.

1493 (>oao«* oa^oa $otj«a» ASSdkSo (!.*. 1500 (SKjaoff* tsen

4oi»otsa atJpoascsy. as «s>axmj»&^o oa^oa 5joo»issjSr3 (i».

1493 auM eas ao(4 "aa otfcSxj'CPCb^B sdst^s
#5J_

bog s3»&mp

Sjowso. ajaaa (i.¥. 1473 |>o0>s %t2 $>«>«> "S&s ospftoa.

as «s^«v3»«}£oSj ewJirts »s^sr»vj»«s«» (jss^ja^io 3>ttt5a as

«i>Sj««a»0j^ p&s sotes (w9»£8j SoI^S 30 - XVI ftoSjO) SeS

et«s«son»;S OaSJoa hsjS •«& sona ;Kjk»«£<£ »•£*£ **s o»07s»8

jpaysspf^ x^oa *k&s sos^aoir* eaoas soles «^o»^ o»sj

aeofotf* »T»{^ TTOSo 7565i3»»S SuTS *3» 3»"S TSoSi SoSa^Ce 3dS>

TVp Aot»o«sj5'sao s»£<js»n«3 sjou»a. fcfo adbs gooff's

B*» Bfi S(3o& SB»£eo wS^STKMSj (jWS>, SB>joO»K <JoB4JO *« SPSSS&

S*o^5o £& d<!Sgo*o. sw ssjXj soies «^e>o |i». 1525 (S»o«oe*

s«oso4o0» «r»aoasay. o&sjspcbje solesto (J.*. 1535i3»tf3 o*e«

esSt5ooS»3 4p&S SH500JP SoifiS e&wa^ 40* 3e5*c SoO aS^otto »3a

ejk <^d° aoss^ n»ft"isoo a>a afy.oas (l.». 1537 sots sxoi

aSA §oi»oa» «(SjS*SCSij.

(JoB |5"SsdSr,o**«e

1. q& iS&IF^tfjS OCSSoSj KJ*ojS (Ko«o. SolOS e&no, Sfi^oOo

«3& ass (Xoaso qajs a'Sj^aj^D. aa 5o(So»ciS3o as sa^iaTb
dSr*o*o.

2. a*e aa$o aosttfjed^aia Kr«6j sofeso i&s aasaje (swfc icso.

3. BoS* Sfi^o JSjaaeo sagos' aa^o D»s» oHS>S sS^Sr»cr*&£© Soi

3Sjoa. aq»jo:?i* aa^o «^ e&o »so us*$sasi aa^oa. sa^s*

3a£0 wS^STKP&^o: aoS^jtfofi* 3o40S t^oo ijMSjwS^ 3§joa.

saa«a3, satcao an»£c» (jioasa «o(4 T«s a&S3c^n«2^eo soa^jo

Sola e^CS»Si CrtT'cSoCSao, as 68jSjO»J»{S3«» 3S3!toS* SoSC^S

«^c»o 3»j)B»S5 5j-»S5S*sao 3>eco.

4. sgajba* sa^o «oaba jw^s^oe* sao, soAa so^gsoff' (Sooao,

Soto aoias, softa csj^rssd, 5oAa &q»sso »^ (Koo»ffJ '*[_»'

asjsaw^ s^«&oa. sos'aj^a, ?«, ^oj a5»s*s* 3a»$ef ^asoff

ssaa\£, waias<!S5o, so(5i3»<3i) dowSo o? «^s «s*^sa as^ts&sa.



kt*6} S«*3j 35^06. ap'a 3oS* sajo 3o[ad»as) aetgaoS' sr«js

6-S3 33«Sj 3<mSiS<S5tJ'3l ASSOSjoaa 3^o6.

5. ^SiSHX), qCS oSi, g(5p_ dSy^S53n°^ (S&OT? sa so^aao, gee

&Oo |Ss>So ScA«o£* ;poj 3»es°o &CS3 toga tsUtM, St £ySe30Q°eu

soflsoe* 3»» 5>« Ja^ caw&ejotS saoo &j»^om.

6. qffa 35* aa$o«* ao»a§ aoaoeoaa «r>A? aakaso, 30a .m>5*

satofi* sa^a, sax?, aoifa, epu, ?ra s*a.ffj S^oa> H7*0j 3s^uo
BMoB.

*""

7. aao SifSs %aso ^o« (a"&x£y»o*on» |KJroau&oa. (a)3jaaao, (b)

tex&sxso, (c) -ar-osao. sja s»ej_ s^s* aa^ofi* Aoa.

8. s^asao wTSd o»a, sa>, aa,a>, «g»a$a»o5e
s»"s> &o<S sa^

9. StoTjj S'eoK* sa^o asofi dSy<3 air*5* aa^o SOS) Re srtfoS8 Suoa

as»5j[ kpOj 3Sjtoo doa. <a>a ^s«», faikesu adb&x>, <5«ax«e

#o»e»He «P«o, io^tfa cflM&eo, SoS «y 3o»«», aifcoj&S, (flip

abs, a^ifcB, as 5s>at>s, so»e» »^9oSu<S^. e^aa aao, aasr^s,

3Sf5>a aao, s»s,g (;j8$s) Sj*smd, ao>2jeu, aSs^e>'8sx», aexu,

?r*^«5, n»s»£eD, aoBsms: an»«» s^|«oSu&p_. 'Boas a»B°eem &6&

5B°or» 35\afi'3. esaoiaaao aaaacjo&oa.

10. cSSp? sjhoKj dfl-»g ottj aa»ge» ar«eSB»»5 oMSKoOS "it3^a»8t>63.

11. ^•'St^&cc, a»|fi*aa <pa., sww* w"3 ipswaso dU-^Jefc &00
cssrj cabases* Xe ao°^£ aasgoaex&a.

12. w«ra, «era t.st5* ac3»gff| w^^s aoioa se$ao3ufioa.

13. OS'S "30JS3 a>o£ «»tra «8j aos» £6<S z>a>tf>
t o*Sco, a&Sj, csoa

spss aao, sSjojiua aao, aito^eo aaooSoA'3.

14. bsj&s* stt^off* z&tois* »oaaq»ao a^flosoioa. »«j_ aaas*

aajofi* &saao £*& aa^tsioa. »5Z ff^s* aa^ofi* »o otg

lasxsoSKoS6 aajuiSoa.
,

a^str«^ aa^o6* ass «» -^aioaadoa.

15. z?fo t^*5* aa^oS* |K9$ a*o^oo»« ^oojo s^oao «a»o-aao a=ao

atSSoa.



3»tpc e^o»eD

1. 'solea e^oo' t>H a* (Koqso aw^ajoa. aol^ao (3"&dsr»o*o7!»

2. ScgOS SoftoOS l03e» Soioaea 2cJ*e3o«w;ot3a K&S D»S5 «.

(Ko«So (d»3i5»£o ^otiS* 33^o»3Bi.

3. etsasas 'so*'^ (?KSo b&*> soao^o** as^s*, '(3t»ao' eSa »so

aespeofi* »ofta o«r^go»o soAe*^ ^o55»€£ ss^afioa «o»jj»,

'JS
1

?©' »3a woskff6 woae^aoS^ wom;^ #• (Ko«© e* aayfiotSa

se so(5a»<&on» alsooa 3§^a. soloso e»oi3 «§, |ao»» «««&>

(tiisajjij 3!aja 'aaa&jSo' «3 a£ft>a [aa^svpeo 3a a»&o»^s
ocssn»'S ao^aaay. geawso jjoys aoKfioSjeo s»a, essoaes'o% aoAa

i3o^sa»aje» qajs s6sBCT>e»s»a -e^pti Sofia ^aoaoff* a^aa^oS*

33> s»«U 5j»S 5»oiego5*45J»D»o& aH&oC £« S8o, [StioiSo,

#?« «S£ i-SopS'I Sit^c&Sct'o'S 2lsera3*a»3^ eoftSooatso (Scan*

a$§Oon» Aoixoaa aeoCSSSay.

4. #< (Ko«o 0»« »ot30«"B>S 3t>b35 ^d»0^ S^6Sj^6. 5a3«5* «o»

god* 5T"C° Sr»0 0°<i»o cSSo ioJStJ»5^ ^a iSP'OSsS^BSjS'sWly.

5. #Kb8s 'aao' »7Ja°s^ ^ossajsoo^ 's$e0°i7»a^so' »a a$s«aO;j»

a&>£saiTSa°a »«^ ;r»3»n» so»a^ ^!>oa *« aao eSa foa

aoSe.aw ttSsras* »&%&& (Xtoaaajj. *« (joass 'aao' »3

6. *« \Kot6oS* 'S)©' (20 saga), 'a»|a' (44 aa$o) »3 3ss»e» o»a

o& Aa^oajiso aas <j»0[as ^q»a^o &oa. *« (Kos»a§ saweoC*

sojS SoAa ar-s^adko «s3 (Ko»oS* 'ax>(8' «3 stho jpseatas.

c^<&>s»b aa(S '&»cco»a aoy!j.«J«' »a sx»^a'& sa^a&oa. ('sao

itax&*$% >jeci»a aej»ia.at'- so. sj». 5-73)

7. *« (Ko*o«* 'aeaa»' 'ago' w3 3oa> aj»o«tf* b»s«4 asp^om.

8. '»jpaeo' w'Sa *« moaofi* tjo^o&oa. d»q»eoo7P -k«5p&i &
aro aofta |SSoaoe* a»boa&.

9. *« |«oaso «•»> '»)«»»<»> v&ja 5r>t3t Ao-ja'o, "430»aso, (asao,

«oa0o, wff'Ko w^"iC>5 3i»j&. »« SjtPeai KP>O3i»O"0 0a»Ko &jS

ooq»eon» («&•"* w a\ojeo d'tj^ «PA»3a 'aOnSuo'^ ayO^dSs^a

»\ao. »« ^e>ao€* 'aeoo' »$ ax^s n»aoa^aj »Sa ^»ao«gon»

xx\u



K&So33A3 eo3o.

•3a ixp jauooo** ooso^so froa&oa).

11. •« asj«5* setoff's 'a|OSgot»' e»;5o»» sscajs •gS>TJj» qos»

**OoSS©J> te6.

12. *t (Ko«o«* 'eroJSc' t»;J »e00*3 'o»33o»Xo' »3 sduotfo 3»B»&

3i» SWeOjifcoa.
*

13. 'ccawj)' »3 aso saa«5* *o»tga«* :j»aso &od Peitfa&itg

Ste&dboa. SoAtf Sr^gfidko (Sij»;3on» 'Spo'jfc 35>^ w "SotolS

hiJS ScpjoSxs §*ofi& 'cwfeSj' wu* »8 ag^a:

'eons ajo aasj'a^ foasa^c&dSsiJ

«&s i^a^cft^i epaboo^&eto^ii' (»o. ar». 5-2)

«< (Xexir>s^ aUaocsooe* sa^o, c°a coy^o, spjpgso «;to "S^

(km sjdk^uaa. sjcAs^ 3a»£0|>(&o, «t» *p$« aaoa s>^^So

2TiO»eo STCjoW. ifcX'e'aja 3&fa (Ko5rt^ CSpSffri wo|<SiK5 3»CSae

§*»o 5*355" Ss^fi* lp*&JS B&fo l«o«o OSC t)S)tx>Hon> qeSsgeKioa.

«o(«s, mo((J<K5 >ar>^ d»«s&©& bvsos aa.dsr»j^ «oa*s>o1L} [So»s

qg,js7I» JKS80»Oseo SP6JB&3. sjoa>«* 8I\3 Sea *»^ Sa.e&P'eS'

aocs<fi» &w»oS $r>a» txAss&c&aA 6*f$o5* |a»a:us sa.csip«u spc«

SSss'ttSjoO"' 3SS\Oo tsOftoa. *»,&| 3oe»0'<b3 J^oTOSs SSOotl

(SdSsa^o 3c&£&$). «« (Ko«So 6aS5>H3Co wi&o&i&oiaioas wt&jj^o.

Ss(B»a», 9.8.89 «»>i»«5 i^Sj^Sipa



LIST OF ABBREVIATIONS

A.B - Arjuna Bharatamu(Skt)

A.C. - AnnamScarya Caritra (Tel)

AX. - Appa KayTyamu (Tel)

A.S.C - Andhra Sabda Cintamani (Skt)

A.Y.G.U.C - Andhra Yaksagana Vangmaya Cantiamu (Tel)

BD. - Brhad Deii(Skt)

CD - Chandft Daipanamu (Tel)

C P - Catuidandi Prakasika(Skt)

ChAm - ChandOnibudhi (Kannada)

Dm - Dattilam(Skt)

G G - Glta GOvindamu (Skt)

KAC. - Kavyfflaijikara Cadamapi (Tel)

K J A. - Kavijanakayamu (Tel)

KS - KumSra Sambhavamu(Tel)

L D - Laksana DTpika(Tel)

LS - Laksana SirBmani (Tel)

L S.S. - Laksana Sara Sangrahamu (Tel)

N.R - Nrtta Ratnavah (Skt)

N S - Natya Sastra(Skt)

P.C. - PanditarSdhya Cantramu(Tel)

S A V.R - Sarasandhra Vrttaratnakaramu (Tel)

S Ca - Sangfta Candnka (Skt)

S C. - SangTta CQdamani(Skt)

S.Dw.Tr. - Simhasana Dwatnmsika (Tel)

S.L - Saklrtana Laksanamu(Tel)

S.M. - Sanglta Makarandam
SR. - Sanglta RatnSkaramu(Skt)

S.S - SangTta Sudhakara (Skt)

S.S.S. - SangTta SamayaSara (Skt)

VR. - Vrtta Ratnakara (Skt)

YK. - Yappaiiingala-k-karikai(Tamil)
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SOUND

Vibrations, in a medium like air, cause the generation of sound If a tuning
fork is beat with a stick it starts vibrating creating wave-like formations in air and

.

sound is heard. Sound needs a medium to originate and travel.

ECHO AND REVERBERATION

A sound impression is said to last for 1/ 10 of a second. If a surface has
to reflect the sound waves and cause an echo, it has to be at a rninimum distance

of 1 10ft. from the point of origirtofthe sound and also be equal in measurement
to the wave-length of the sound. Reverberation occurs in big halls and mansions.

Sound gets augmented by reflection on the surface of the walls etc. as it also gets

diminished by absorbents and loss through windows etc. It acquires a balanced

state after its profit and loss work themselves out. After the original sound stops,

some energy will still lie towards the walls of the hall and the ear of the listener.

Because of this, the pulse of the vibration emits sound. This resultsm reverberation

which is only a long echo.

MEDIA

Sound needs a medium to travel. It cannot be heard in vacuum If we

make a sound in a bottle wherein vacuum is created, the sound cannot be heard.

Sound travels through gases, liquids and even solids as in air and earth. The velocity

of sound changes according to the climatic conditions. It travels faster m damp

air.

SOUND: RANGE OF HUMAN EAR.

The range of human ear is said to be between 30 to 38,000 vibrations

per second Sounds within the range of 30 to 4,000 vibrations per second are

considered fit for musical notes.

MUSICAL SOUNDS

Musical sounds are different from the ordinary sounds which are harsh
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While musical sounds are said to be within the frequency range of 30 to 4,000

the upper limit gets much lowered in the case of vocal singing (gStra).

Musical sounds differ from one another in (1) pitch -(2)intensity and

(3) timber The pitch is what we call sruti and it differs according to the frequency

of vibrations per second of the sounding body. Intensity depends on the amplitude

of vibrations. Mild or strong plucking of a string on voia causes difference in the

amplitude of vibration and the note also differs accordingly. Timber is the

distinguishing characteristic of a musical sound such as a vlna sound, violin sound

and flute sound It is dependent on the mode of vibration and the importance of

the overtones are upper partial tones generated.

RESONANCE (NADA)

When a tuning-fork is sounded and pressed against a wooden table the

letter's particles are forced to vibrate with the frequency of the fork. These forced

or induced vibrations create their own waves in the air. These waves strengthen

the vibrations of the tuning fork and because of this the sound is heard louder

upto some distance. When the frequency of the free vibrations and the frequency

of the impressed periodic force are equal the induced frequency is called 'resonant

vibration'. This is resonance or nada in music Again sympathetic vibrations also

create resonant vibrations or resonance Violin has a resonance box.

INTERVALS' and 'BEATS'

Musical notes have certain frequencies But while the pitch of a note is

determined with a certain frequency in western music, it is the ratios of the

frequencies that are important in Indian music The differences between the pitches

or 'srutis' are called 'intervals' or 'antaras' When two musical notes of different

frequencies are sounded simultaneously, the resulting wave lengths of the vibration

being different, strengthen or oppose each other at certain points of time when

they hinder each other the 'beats' are heard. When the first and the second reeds

of a harmonium are pressed simultaneously the beat is clear. When the process

is continued into the third, the fourth and the fifth, the speed of the beats appears

to increase. When the fifth reed is included the speed of the beats appears to

become sonorous to the ear Speedy and orderly beats seem to give nse to a new
note. The sonorousness of these beats appears only after the frequency of 33
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WESTERN MUSIC : INDIAN MUSIC

The Western music belongs to the harmonica! system; it may be called

'svarasampradffya paddhati'; obviously it is the harmony of the musical notes that

is important in this system. The musical notes are of two groups:, concords and

discords. The first, the third and the fifth chords played together makes for

concord. If the seventh chord is also added on to the concord (1-3-5-7) then it

makes for discord. The concords are called common chords. If the third note of

concords is of higher pitch it is called common chord of C major; if the third

note is of lower pitch (komala ) it is called common chord of C minor. Similarly

if the seventh note of the Discord is of lower pitch (kSmala) it is called the 'chord

of the dominant seventh'. Harmonical Major scale, Harmonical Minor scale and

Melodical Minor scale are the three scales used in this system. These are said to

be similar to Dhira SankaiSbharana, Kfcavani and Gaurlmanohari melakartas of

karnatic music.

Indian music has 'raga sampradaya Paddhati'. One of the definitions of

'SangTta' says rSga, svara and tffla constitute sangTta (rSgassvarasca talascatribhissa-

ngltamucyate'). While the svaras and rHa' are there it is the raga that is more
important in this system. Singing of certain svaras of ascending and descending

order with gamaka is called raga. A certain pleasant quivering of the svaras is called

gamaka and these are the raison d'etre of this system.

Indian Music is said to have originated from the Vedas, beginning with

the Udatta, anudfltta and svarita of Rg- veda. By the time of Sama V6da, seven

musical notes krs{a, prathama, dvirlya, trtJya, caturthjmandra and atisvarya were

recognised in the descending order. These correspond to the present day

ma-ga-ri-sa-ni-da-pa. Discovery of the origination of svaras in the ascending order

and its rakti led to the recasting of the svaras as sa-ri-ga-ma-pa-da-ni. These are

called sadja grama (the group of notes beginning with Sadja svara 'sa'). The svaras

ma-ga-n-sa-rd-da-pa in the descending order (of Sirna V6da) are called Madhyama
grama (the group of svaras beginning with madhyama svara or 'ma').

Twenty two srutis (pitches) are recognised in Indian Music and the

distribution of the sapta svaras on the srutis and their antaras and frequencies in

the three octaves are as follows:



srutis 4 7 9 13 17 20 22

svaras sa n ga ma pa da m
antaras 4 3 2 4 4 3 2

tarasthayi 480 512 600 640 720 768 900 (higher)

madhyasthayi 240 256 300 320 360 384 450 (Middle)

mandrasthSyi 120 128 150 160 180 192 225 (Lower)

Vocal singing can operate between the frequencies of 1 60 in mandra sthayi

or lower octave and 720 of tSra sthayi or higher octave Anumandra and atitara

sthayis are possible only on musical instruments Violin can be used between the

frequencies 120 (mandra sadja) and 1800 (atitara sadja)in four octaves My. Vina

can be used between the frequencies 90 (anumandra pancama) and 1800 (atitara

sadja). Flute can be used between 1 20 (mandra sadja) and 720 (tara pancama)

sruti

Attunement of mstruments to vocal singing is called 'sruti' There are two
kinds of srutis namely pancama sruti and madhyama sruti. The first is suitable

generally for men and those with proudha 'sarlra. The second is suitable generally

for women and those with lean voice.

In a tambOra there are four strings, the brass string nearest to the user

and three other steel strings. The brass string tuned to mandra sadja(120), the

next two steel strings to madhya sadja(240,24O) and the farthest steel string to

mandra pancama ( 1 80)- the combined effect of this tuning is called pancama'sruti.

It can be represented as sa-sa- sa-pa. If the fourth steel string is tuned to mandra
madhyama(160) keeping the previous three strings as described before, then we
have madhyama 'sruti which can be represented as sa-sa-sa-ma

In a harmonium taking one reed m lower octave as sadja and taking its

ascending pancama as well as its madhyasthai sadja gives the pancama sruti In

effect, playing on the lst-8th-13th reeds makes for this 'sruti'. The madhyama
sruti on harmonium is obtained by playing on the reeds 1-6-13 simultaneously.

HARMONICS AND VOWELS

When a string is plucked, it vibrates in segments of 1,2,3,4,5,6, etc. The
wavy part of the segment in vibration is called an antmode. The points where the
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vibration is found at rest are called nodes When a string is plucked the sound

that is heard loud is called the fundamental (adhara sadjam) The vibrations that

follow give out certain nice notes called upper partial tones or overtones. Since

the pitch is dependent on the length of the vibrating segment, the upper partial

tones are in 1.2:3.4.5.6 etc., ratios. If the frequency of the fundamental is lOO.the

frequencies of the overtones are 200,300,400,500,600,etc This is in harmonic

series of 100, 100 x 2, 100 x 3, 100 x 4, 100 x 5, 100 x 6. etc, So, musical

notes are complex sounds with harmonics. The richest in harmonics are said to

be the sounds of human voice and of strings

Aitareyaranyaka calls the larynx in the throat of human bangs, a 'dam

vlna' The vocal chords of men are said to be some 18 mm long and those of

women some 12 mm. long The wave length of men's voice is said to be any where

between 8'-12'and that of women's voice, any where between 2'-4' However the

notable fact is that the larynx of humans gives out sounds with harmonic overtones

which is specially suitable for vocal music

When a person hums a tune la,la^a or na, na, na.it is not the consonantal

sound that is important but the vowel sound. It was Hehnholtz who stated that

the vowels in a language of humans are complex sounds with multiple harmonic

notes It is the vibration of the vocal chords that makes the vowel sounds possible

The mouth acts as a resonant chamber So it is the vowel sounds that are more

important for music Just as the musical notes are called 'svara-s' in Indian music

the vowels are also called 'svaras' in Sanskrt, Telugu and Kannada They are also

called pfanas No doubt vowels -are the prSnas in music also.

A LANGUAGE FOR MUSIC -TELUGU

If music needs the vowels for a mere crooning of a tune, a song needs

a text to sing and give a meaningful content to it While the music with its notes

is called 'dhitu' the meaningful text of a song is called mStu (libretto). It is the

mStu which converts the emotional content of the mood into an intelligible and

meaningful affect For this purpose a language is necessary for music. In South

India it is Telugu that continues to perform this function Telugu poets Srtnatha

and KrisnadeVarSya have called it the best among the indegenous languages

(desabhSsalandu telugu lessa) Among the Sanskrt poets Bhartrmenpha has praised

the euphonic swetness of Telugu by describing the words of speech raining

sweetness as ornaments to the Telugu young women: 'vacCmadhurya varsmyo-
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manfonflnyandhrayaytflm'. Rijasekhara speaks of the sweet evocative nature

of Telugu when he talks of uninterrupted rasoDSsita caused by abhinaya born out

of speech, sattvaguna and graceful movements of limbs:

'vSksattvanga samudbhavai-r-abhinayair nityam rasoHasitah'.

Appaya Dflcsita vocally exults in praising the good fortune of one being

born an Andhra, with Andhrabhasa as one's own mother tongue, assiduously

learning the pr&bMkaramatam (the prabhakara school .also called gurumata) m
pOrvairumamsa, birth in a family following yajurveda as bemg the fruit of great

penance:

'andhratvam andhrabhasa ca, prabhakara parisramah!

tatrBpi yfijusT s&khB, naipasya tapasah phalam'

Hamsa SandSsa kSvya has a commendatory reference to Telugu

Europeans have called it the Italian of the East

Dr. Carey in his Tehnga Grammar (1812-AD) says- -"Among these five

languages (Tehnga, Karnatic, Tamil, Malayalam and Suigalese) the Tehnga appears

to be the most polished and though confessedly a difficult language it must be

numbered with those which are the most worthy of cultivation, its variety of

inflection being such as to give it a capacity of expressing ideas with a high degree

of felicity, justness and elegance"

Dr Cambell in the dedication of his Teloogoo Grammar (1816) says

that his elementary work elucidates the principles of one of the most ancient and

elegant languages of India and helps the civil and military servants on the coast

in getting a more extended knowledge of the language of Telingana and an

improved acquaintance with the character and customs of the fine race of men
who inhabit that country On Page XE of Introduction he wrote:"The works still

extant, however, are sufficiently numerous and various to evince the great degree

of refinement to which the Teloogoo has attained Few languages wul be found

more copious, more nervous or more regular in constructions and it may boast,

in a peculiar manner, of great elegance of expression and melody of sound" (italics

mine) Dr. Caldwell, in his monumental work"Comparative Grammar of Dravidian

Languages"(page 25) says: "Telugu: In respect of antiquity of culture and

glossonal copiousness Telugu is generally considered as ranking next to Tamil in

the list of Dravidian idioms whilst m point of euphonic sweetness it justly claims



to occupy the first place...." Sinmilarly on Page 27 he praised the exceedingly

mellifluous character of the Telugu Language In modern times the

Tamil poet Bharatiyar has called it 'sundara telungu' Prof JBS. Haldane's love

of Telugu is well known. The reason for its sweetness and its special suitability

to music is that it is a vowel-ending languaage. It means that most of the words

in Telugu end~wfth a vowel and consonantal endings are practically nil. The

preponderence of end-vowels pertains to u, a and i. while the vowel ending nature

of Telugu is the primary cause of its suitability for music there are other equally

good reasons for the same. Telugu has yati and prasam in its prosody which

contributes to assonance of sounds, pleasurable to the ear. Yati is, as is well known,

the occurence of an assonant sound at the prescribed spot. The assonance pertains

both to the vowel and consonant of the letter. PrSsam is the repetition of the

consonantal sound as the second letter of each line The 'sabdilamkaras like chEka,

mukta pada grasta, vrttyanuprasa lend a helping hand to the language to make it

more musical. The chektouprasa works like svaralamKSra called 'Qrmi' in music

(sa,ma,salma,ri,pa,ri,pa) Muktapadagrasta works like 'SksSpamu' (sa ri ga, n ga

ma, ga ma pa). Vrttyanuprasa works like skhaktamu (sagari, mamarigasa, rimaga,

papamagan, etc) Ekaksaravrtti works like gandharavrtti. In Telugu grammar vowel

harmony or vocalic assimilation is at its best and makes for easiness in utterance

and fitness for music. Similar is the effect of consonantal assimilation agni-aggi;

bhakti-batti. svasa vyanjanas become easy and change to nida sounds contributing

to easy pronunciation. Similarly nadas become (tiga-tiva, pagalu-pavalu, mSmidi-

mSvidi) nSdataras and they in turn become nadatamas giving the language a certain

tenderness. It's euphony (adagu- anagu; pudaka- punaka) as also partial- varnasa-

mlkarana (mndu + vera: niwera; nera+ manamu: nemmanamu) as well as

'gasadadava-adesa' make for a special felicity of utterance. It is such features that

have made Telugu specially suitable for music.

CONTRIBUTION OF TELUGUS TO MUSIC AND DANCE

Dance and music have played a great role in the Telugu country from

the earliest times. In dance were two streams: napvamelas and natya mSas

Nafluvamelas led to Bradhana nrtyas in temples through the devadasi system and

court dance through the rajanartaki system. NatyamSlas led to the bhagavata

sampradaya of the bhagavatamfilas with puranic stories.

While music and dance flourished in royal courts during the times of

Satavahana-s and Utsvakus-temples lent the support during the CHukyan and Cola

periods.
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Ceflawa (848-892 A.D.) Camaktaba (945-970 AD.) Prolama and

Akkasam (c. 1250AD )LakumSDevi(1386-1402AD.) Macaldevi (c.I437 AD.)

Ranjakam Kuppilyi ( 1 509- 1 530 A D.) and Muddu Kupplyi (c. 1 53 1 AD ) are some

of the celebrated dancers of old mentioned in inscriptions. Eru nattuva, Narasimha

mandalika, Nattuva Somayya and Nattuva Prola (1250 A.D) are some of the

nattuvanars mentioned in an inscription. Bharatam VlrarSghavayya is yet another

who flourished before 1560 AD.

Among writings on dance and music in Sanskrt the earliest to be

mentioned is NandikSsvara's Abhinayadarapana. NandikSsvara is mentioned by

Matanga The work is assigned to the 3rd century AD. and all the five manuscripts

discovered were in Tdugu script. This is one of the 16 schools of BharatanStya

and is generally followed in Andhra. JSya SSnSpati (1213-1255) is the author of

NrttaratnSvali and GltaratnavaH though the latter is not extant Sarvajlfa Singabhupa-

la (c. 1300 AD ) is the celebrated commentator on Sanglta Ratnakara of

Sarqgadeva, (1210-1247 A.D) in Sanskrt. SingabhQpSla's commentary goes by the

name 'Sudhakara' Kumaragin Reddy (1386-1402 A.D) is the author of Vasantara-

jlyam (not extant) mentioned by KfitayauSma. Pedakomati VSmS Reddy (1402

- 1420AD ) is the author of not only SBhitya Ontamani but also SangTta Cintamam.

The two manuscript copies of Sanglta Ontamani are said to be available at

Trivandram palace library. KallinStha's commentary on SangTta Ratnakara is well

known. He was an BsthSna vidvSn of ImmadiDSvaraya (1440-1465 A D.). Bandaru

Vitthala is the author of a Telugu commentary (un published) on Sanglta Ratnakara.

He is credited to have been the recipient of a gift of 3,000 tolas of gold from

Abdul Giyazuddin Sultan of Gujarat. BhandSru Laksmanlrayajia, son of Vtfyhala,

was m the court of Srikrsna DSvaTaya and is the author of SangTtai SQryiSdayamu

Jt is also called 'Laksm'anabharatamu'. Cerukuri LakmTdhara (l'6c) is the author

of 'Bharata 'SSstramu' wherein both dance and music are dealt with. Also.he wrote

a commentary called 'Srutiranjani' on Gtta GOvindamu. Ramamatya of KOndavTiJu

who flourished durmg the time of Ahya Ramaraya is the author of SvaramSlakalam -

dhi. It was he who gave for the first time mSla-janyaraga classification. The present

day vma was his gift to the karnatic music. Another famous author in music during

the period was SOmaflatha (of East Godavari district) who wrote the well known
work 'Riga VibOdha'. It supports Svaramelakalanidhi It introduced the constru-

ction of mElakartas with arOhana svaras in South Indian Music. The seventy two

mElakartas suggest themselves on perusal of this book. The present day tradition

of vlna playing is said to have been introduced by him. RaghunStha bhQpala's
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'SangTta Sudha is too well known to need a mention. Among the Telugu works

Damaraju Somayya's (1560 AD) 'Bharatam*, POlOn Govinda Kavi's (17c)

RSga-tSla- cintamani and Tfiladasa prina pradjpika, Lingamagunta MatrbhQtakavi

(17c) 'Abhinaya Darpanamu' LSpfiksi Venkatan8rayana Kavi's (1900 A.D) NStya

Pradlpanamu, MatukumaDi Narasunhakavi's(19c) SangTtasSra Sangrahamu and

Bhaiata SSstra Sarvasvamu, CillakQri DivSkaia Kavi's (after 17c). Bharatas&ta

sangrahamu are the important works. GovindBcSry, author of Sangraha CQdSmani

is thought to be an Andhra. As Venkatamakhi's mSlakarta-s are incomplete some

of his melas have become janya ragas in SangTta Sara Sangraha and Sangraha <

Cudamam

Among the composers Annamacarya, Kancerla GOpanna called Bhadraca-

la RSmadSsa, KsStrayya, TySgraja, PeddidSsa and Sarangap8ni are well known.

In Telugu literature, many of the ancient poets were either adepts at or

at least conversant with music. RamSrajabhusana, the author of Vasucaritra is a

well known adept in music. His work incorporates some of his decisions regarding

the controversies pertaining to ragas HindOla, Vasanta, Kolahala, Nata^Saranga,

Kamboji etc. Dr B.V SSrada, has done her Doctoral work on the knowledge of

music of the ancient Telugu classical poets with the title "Praclna Andhra

Mahakavula SangTta Pratipatti" in Telugu. The author is a trained musician and

the work is printed.
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SOVNUMU

Today Lord VenkatSswara of Tirumala-Tirupati is known and worshipped

cot merely throughout the length and breadth of the Indian Subcontinent but beyond

its borders also. The Lord has been and continues to be configurated by different

people in different ways. Some contemplate htm as Siva, others as 'Sakti, yet others

as Bhairava, certain others as Jina and some others as Skanda. (Annamicirya has

sung about this in one of his Adhyatma Sanklrtanas) It was Sri RSmanuja who
declared this Deity Visnu in the 1 1 th Century. He is said to have kept Tirumalana-

mbi who had taught him RamSyana, two disciples and 24 ekingi-s in charge of

the temple.

VySsarSya is said to have brought back VaikhSnasas to the temple after

a long break. Tirumala-Tirupati is the centre for worship according to Vaikhanasa-

gama. It is the example for other Visnu temples in Andhra, Karnataka and Tamil

Nadu which follow VaikhanasSgama

In the 14th century Desika and his disciples, Manavalamahamuni and his

disciples, visited and worshipped at Tirumala. Sathakopayati, the founder of

AhSbala Mutt and AnnamScSrya brought the temple into lime light during the 1 5th

century. The 16th century brought the patronage of Sri KnsnadevarSya to the

temple and he visited and worshipped at Tirumala seven tunes between 1512 AD
and 1523 A.D On his first visit he presented to the Lord a crown of navaratnas,

25 silver plates and a gold vessel for drinking mOL Many ornaments were given

to Sri Devi and Bhu Devi on the second visit The third visit made turn donate

5 villages to the Lord On his fourth visit kanakabhts£ka was performed to the

Lord with 25 thousand varShas and TaHapSka village was donated while Cinnadftvi

(the younger queen) donated a village and a necklace. The king himself presented

a makaratorana called navaratnaprabhavali. The fifth visit marked the gifting of

25,000 varShas for gold plating the Anandanuaya VimSna, another 1000 varShas

for pujikappu and 500 varShas for udayanaivedya apart from gifting of a necklace

and padakam. On his sixth visitsome lands were donated. The 7th visit was marked

by the gifting of a pUSmbara embedded with navartnas as also two vinjSmaras

studded with navaratnas, a padakam and 10,000 varShas. Acyutarfiya and Sadisi-

varlya also worshipped the Lord with devotion. From the 16th century onwards



the fame of the temple spread throughout India. This temple is said to enjoy the

second largest annual income in the world.

THE TALLAPAKA POETS

TaflapSka is a village in the Rajampet Taluk of Cuddapah district, Andhra

Pradesh. In olden days this area was called Pottapinidu. There was a smSrta niyogi

brahmin family belonging to the Nandavarlka sect there. (They are called so

because of the fact that they worship Caud6svari(Caxnund6svari) of Nandavaram,

a big village situated between Banganapalli and PSnyarn in Kumool district as their

tutelary Deity). Nadavarikas are Rg vedins and follow AsvalayanasOtra. NarSyarja,

Vitthala, Narayana, were the forefathers of Narayana Suri. He married one

Lakkamba. To this couple was born Annamayya, who became a great devotee

of Sri VenkatSsvara and great Sanklrtanakara in Telugu. He had two wives namely

Tirumalamma and AkkalSmba. He had a son by nameNarasayya by Tirumalamma

He is considered to be identical with Sankusala Nrsimha Kavi, the author of

Kavikarnarasayana. AkkaBmba gave birth to Peda Tirumalacarya, Narasamma and

Tirumalamma. This Peda Tirumalacarya had five sons namely Cina Tirumalacarya,

Annaya, Peda Tiruvengalanatha, Cina TiruvftngalanStha and KOnSti Tiruvengalani-

tha. Cina Tirumalacarya married one Peda Mangamma and had a son by name

Tiruv6ngalappa. A brief outline about each is given below along with the geneologi-

cal table.

ANNAMACARYA

Annamacarya flourished between 1424 AD- 1S03 A.D. ( Krodhi samva-

tsara, Vaisakhamasa, visakha naksatra to Dundubhi samvatsara phalgunamSsa,

bahula dvadasi) He has many similarities with the Tamil saint, NanuriSIvar. Both

were born in Vaisakhamasa, under VisSkhanakSatra. While Nammalvar started

composing his Divyaprabandha (Tiruvaymozhi) in his 16th year.Annamayya also

had the darsan of the Lord in his 16th year and started composition of his

sanklrtans. Both sang about Lord Venkateswara and the deities of other Vaisnavite

temples. The pious believe that Nammalvar was an amsa of Kaustubhamani.

Sirmlady it is believed that Annamacarya was an amsa of Nandaka of Visnujust

as Perifllvar became the father-in-law of Sn Ranganatha, Annamacarya became

the father-in-law to VenkatSsvara of Tirumala as it is he who started the

kalySnotsava for the Deity. Also it was Annamayya who started the Sukravara

AbNstka for the Lord.
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He is said to have composed some 32,000 (thirty two thousand sa-

nkirtans) at the rate of not less than one a day. He is said to have established

the sanklrtanabhandara in the temple precincts. These sankirtans were got written

on copper palates by his son Peda Tirumalacarya. As Annamacarya was a disciple

of Adivan SathakOpayati of Ahobila, some copper plates are said to have gone

there; some are thought to have gone to Tanjore. However, all the sank&tans are

not available now. Peda Tirumalacarya and his son Cina Tirumalacarya also have

been composers of Sankirtans. Today some 14,523 sankirtans of Taljapakam poets

are available.

Apart from the sankirtans, Annamacarya is the author of Venkatacalama-

hatmya in Sanskrt, a RamByana in dvipada metre in Telugu and twelve other

'satakas. Among these Venkaliacalamahatmya and Venkateswara sataka are availa-

ble. The rest are not extant. He is said to have written Sanklrtana Laksanam in

Sankrt but it is not extant

He is known as padakavitapitSmaha , sankntanBcarya and Hariklrtanaca-

rya. He is the founder of sanklrtana literature, paving the way to Purandara Dasa

in Kannada and Venkatamakhi in prakrt . Purandara Dasa, as an younger

contemporary, met Annamacarya in his npe old age at Tirupati. He even imitated

Annamacarya's compositions .His composition in Malavnaga 'saranu saranu surS-

ndra vandita, saranu siTpati sevita' is on the same lines as Annamayya's composi-

tion in Mi]avirSga 'saranu saranu surSndra sannuta, saranu srtsati vallabha'.

During his life time Annamacarya was patronised by Sajva Narasingaraya,

a dandanatha stationed at TangutOr in Pottapinadu, who became the kmg of

Vijayanagar later on for a brief period between 1487-1490 A.D. This Narasingara-

ya wrote a work Ramabhyudaya in Sanskrt. Saluvabhyudaya, another work in

Sanskrt deals with his life Annamacarya was much honoured by Narasingaraya,

yet refusing to sing about him, he fell out with him, was fettered by the king but

he made them fall down by a song to VJnkatfiswara. The King repented his

foolishness and made amends. This Narasingaraya was a great devotee of

Venkateswara and caused the construction of sflpanas.mandapas and prakaras at

a great cost, besides instituting many utsavas,naiv6dyas and Sbharanas to the Lord.

There are some 14 'inscriptions to this effect. He was a disciple of Kandfija

Ramanuja Jiyyangar of Tirumala. Pillalamarri Pina Vlrana has dedicated his Jaimini

BhSrata to him. He praised him as 'Sri Venkaladrinatha dayB vardhita rSjya'.
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Since the author of the source book in Sanskrt for the Telugu Sanklrtana

Laksanamu on hand happens to be AnnamScSrya and since the latter is praised

as 'padakavila pitSmaha' by the author of the Telugu 'Sanklrtaiia Laksanamu' and

since the Sanklrtans of AnnamScSrya happen to be the most important lot by way

of quantity and quality among those composed by the TallapSkam poets, it looks

imperative that his contribution to the Karnatic music should be considered here

at least in a brief manner:

1. Though the PotakamQru BhSgavatas and KrsnamScSrya flourished in the 13th

century and followed the BhSgavatasampradSya, no sanklrtans or klrtans dating

back anterior to AnnamScSrya are available in Telugu. KrsnamScarya's

'Simhagiri Narahari Vacanamulu are vacana-s only and not musical composi-

tions fit for singing the way' sanklrtans are sung. Therefore it may not be wrong

to consider Annamayya the first creator of the musical compositions of

Sanklrtan literature. From this view point, his title 'pitSmaha' is justified. The

word' pitSmaha' means Brahma, the creator. Thus he is the founder-patriarch

in Telugu for the musical literature of Sanklrtans.

2. Relying on the Telugu Sankirtana Laksanamu one can say that AnnamScSrya

has revived the compositions in praise of gods and their singing as given by

Bharata under the term 'pada -niryukta*. One has to understand' padam' as

a short form for pada-niryukta. The pada-kavita of TSflapSka poets is such.

Cina TirumalScSrya has indicated 'pada-chchandarnbu' as an alternative title

to 'SankTrtana-Laksanamu' and this supports the above view. It is because of

this also that AnnamScSrya has become the 'pada-kavitS-pitSmaha' in Telugu

3. PurandaradSsa is called the pitSmaha of kamStakasanglta. It has been shown

earlier that he has imitated a sanklrtana of AnnamScSrya. The significant point

in the Sanklrtans of AnnamScSrya is that they are divided clearly into pallavi,

(in some) anupallavi and vrttams. (It is my belief that the school of Sanglta

RatnSkara which dragged pallavi to the last three terms of the first two lines

in elsprabandha has become extinct and that it is the result of the school of

SangTtasamayasSra etc. that pallavi came to remain a separate entity). All the

AnnamScSrya's padams or compositions have pallavi. One can take it that it

was he who brought in this arrangement. Anupallavi may not be present in

some. One can guess that he intended optionality to this. He composed stanzas
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of four lines called vrtta-s in his padams. We may call them 'vrtta-bandhas'

.They are called carana-s today. Treating, perhaps , the padam as 'tndhatuka'

(consisting of udgrSham, dhruvam and abhogam in many of his padams), he
has composed three caranas (yjttams) in many of his padams . There are some
which have more than three, even ten caranas.

4. Some musicological writers before AnnamacSrya had said that PaHavam was
not regulated by any rules regardinggana-s and varna-s. This school is different

from the school of Sangfta RatnSkara. AnnamScarya took this pallavi, gave

it a definite quantitative magnitude as 'two lines equal
-

in magnitude to two
lines of the padam' and established it. This brought pallavi an honourable

position and a lot of prestige.

5. Pallavi in the form of a couple of lines equal in magnitude to two lines of

padam gave a completeness to the pada composition and made it an integral

whole. The idea in pallavi is the most important thing. This idea gets worked
out or expanded in the following carana-s called vrttams/ vrtta-bandhams.

Another idea different from that of the main idea in pallavi is not taken up
in the same composition. Thus pallavai has become the life-force of the

sanklrtan, one may say.

6. AnnamScarya has not composed his own name into the last vrtta-

bandham(carana) of his songs by way of 'mudra' . He contented himself by
spelling out the name of his ista-daiva, Venkateswara, wherever he liked.

7. Language-wise,Annamacarya's powers of composition are inimitable. Telugu
became highly plastic likewax in his hands. His compositions make one wonder
whether other poets who wrote padya-granthas (books of verses) could ever

go anywhere near him in this respect. Annamlcarya made his sankirtans

full-pledged literature of unimpeachable standards, though they are couched
in spoken Xelugu. Thus, AnnamScarya gets the honour of reviving padaniryukta

of Bharata as pada-sampradaya. He has the honour of making pada-
composWon complete and integrated by makingpallavi, whichwas unregulated

and outside the main lines earlier as per Sangitasamayas8ra etc., important.

He also seems to have accepted the idea of SangTtaratnakara in considereing

prabandha as a tri-dhatuka. This has brought about a compromise between
the schools of tridhatuka and caturdhatuka prabandhams. With its importance
to pallavi

, the two elements of dhatu and mStu in musical compositions
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attained a perfection and beauty. In consequence the padams became lively.

Many are his broad views transcending caste, community and gender prejudi-

ces. We may call him an integrater of both the worlds of music and literature.

One can remember these points as contributions of AnnamScSrya to the

KarnStakasangRa

NRSIMHAKAVI

AnnamScSrya had a son by name Narasinga by his wife Tirumalamma.

He is mentioned by TallapSka Cina Tiruv£ngalan£tha in his AstamahisI KalySna

and he included some pujas on his (Narasinga's ) death anniversary day -(MSgha

suddha caturthi) in his inscription(1546 A.D) donating CendulQr and Mallavaram

of KondavTdu area to Lord Venkatesvara. Narasinganna has been praised along

with his brothers Cinnanna (Qna Tiruvengalanatha) and Peda Tirumalayya by the

well known Telugu poet TenSli Ramakrsna. This Narasinganna is identified (though

not conclusively) with SankusSla Nrsimhakavi the author of KavikarnarasSyana.

A strange thing has to be noted here. Sfi KrsnadevarSya ( 1509-1 530 A.D.)

who made seven pilgrimages to Tirumala during his regnal years as a devotee,

does not seem to have extended his patronage to the Tallapaka family Surprisingly

he donated TSBapSka as an agrahlra to VyasarSya, his guru When TallapSka was

given away to VyasarSya, it is conjectured, Narasinganna seems to have moved

away to a place called SunkSsula (a village nearer to Ahobilam and in Pulivendala

taluk. Cuddapah district). Prosodical works mention him as SankusSla Narasinga-

nna. KavikarnarasSyana mentions him as a disciple of Bhatta ParSsara, one who
knew Xdivan Sathakopayati of Ah&Ma. The work favours Vaisnavism and is hostile

to advaitajdeprecates royal patronage. It was AcyutarSya who later on extended

his good will to Tallapaka family.

As suggested by Gaunpeddi Rama Subba Sarma in his introduction to

TallapSka padasBhityamu-sSmputam-I, Adhyatma sanklrtanas of AnnamacSrya,

the Sanklrtan 129 (of the Vol-I) makes an oblique reference to the fart that

AnnamScSrya had a son who mercilessly left him and went wandering away. The

following are the relevant fines.
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SRIRAGA

"bayalu pandirivefli paraga jittamu galige

dayamali tiruga natmaju dokadu galge

(pallavi)

(Adhyatma Sanklrtanamulu-Vol-I page 88/89-(1980 edn)

The crucial question is whether this Narasinganna and the author of

Kavikarna Rasayanamu are one and the same person. SrT R5ma Subba Sarma

quotes from Dr. G.Calapati's Doctoral thesis titled "Kavikarna rasSyana kSvyanu-

suanamu" to the effect that one Sunkasala Tirumala kavi in his work, 'BhSgavata

Vaibhavamu' stated that he was the grandson of Narasimha and son of Raghunatha.

But AstamahisI KalySna states that Narasinganna had, not one son but three sons,

namely Narayana, Appalarya and Annamaiya These are different from Raghuna-

tha mentioned by Tirumalakavi. This suggests that Narasinganna, son of Annamaca-

rya and Sankusak Narasimhakavi of KavikarnarasSyana were different. The matter

rests there as at present'

PEDA mUMALACARYA

Peda TirumalScarya seems to have flourished roughly between 1473-

1553 A.D. His mother was Akkalamma, another wife of AnnamScarya. He had

two sisters by name Tirumalamma and Narasamma. He was a great scholar and

held the titles VedamSrgapratisthapanacarya, SrlrSmanujasiddnilnta sthapanacarya-

V5dantacarya,Klavitarkika Kesari, Saranagatavajrapanjara. At the behest of his

father he composed at the rate of one sankirtan a day on Lord VSnkateswara

Besides, he composed VairagyavacanagTtalu, SrngSra Dandakam, CakravSjamanja-

ri, SrngSra Vrtta ^atakajudaharanakavyas, Nra-slsa-satakamu, Sudarsana-ragada,

repha-rakSramulu and Andhravgdanta (Bhagavad-gita) and Dvipada Harivamlamu
(not extant).

He was such a great devotee that the Lord is said to have given him a

boon that He would give dars'an to three generations of people of his family and

grant salvation for seven generations . He has donated to Lord V5nkatesvara the

villages KavanOr, meruvakarai, Kuppam, Kllangunram, Mannasamudram, Rayala-
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padu, Somayfljulapalli, Kottamuvaripalli, ErraguntapaDi, Paffipuram and Gaiwja

Timmapuiam He donated to the Lord POndi and SangamkOta donated to him by

AcyutarSya . He even made arrangements for pujas to the Lord at his own expense

on the birthday of AcyutarSya, He gave some lands to VittMfcvara at Vijayanagar,

during the regnal years of AcyutarSya. He caused many renovations, got the

Sank&tans written on copper plates, caused the Pratis.tJB of Laksmtoarayana Svami

at A]var Ttrtham. Some copper plates have the name Annamaraju Timmayya, as

the scribe of the Sanklrtans. The Sartkirtanabhandira was fully established since

1540 with two vaisnavite servants, singers of Sanklrtans etc.

CINA TDMMALACARYA

Eldest son ofPeda TirumaiapSrya, Cina TinimaiacSrya had his brahmCpa-

d6sa from Annamacarya He may be said to have flourished between 1493-1553.

He was a great scholar and held the title 'asfabhSsfi kavlcak^ava^tl
,

He too

composed many sanklrtans He composed the Sanklrtana Laksanamu in Telugu

as also a Dandakamu m eight languages (astabhisSdandakamu).

He had donated half the income from the village Nidiyan for performing

the kalyinOtsava of GovindarajaswSmy at Tirupati He had also donated Veduma-

ppJkkam for certain kainkaryas on the day of citra star in citri, mrgasliSa in

vaiiSkha etc.

It was Cina Tirumalicaryawho renovated the temple of Kaly5na Venkafe-

svara at Srmivasa MangSpuram 1

, caused the pratistha of a new vigraha He has

also caused the pratistha of a .vigraha of AnnamacSrya, (his grandfather) along

with BhasyakSra, DSsika etc. He got the icons of Annamayya and Peda Tiiumalaca-

rya sculpted on either side of the first gopuram of the temple. As we enter inside,

to the right is his own icon pointing to Tirumala with his right hand. After we cross

the first dvarani, on the first pillar to the right is sculpted the icon of Annamacarya

pointing to Venkajesa with his left hand On the third pillar in the same row is

the icon of Peda Tirumalayya pointing to Venkatesa of that temple, with his left

hand.

The DSvatlicana vigrahas of TaHapaka family as also the tavalams and

bhajana cirutalu (pincers, beads strings etc.) are, even today, preserved at this

temple at Srmivasa Mangapuram.

l.T.TJ)Jnscnptioiis-vol IV-No 144 Inscnpanon dated 22 3 1540
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PEDA TTRUVENGALANATHA

He is described as 'satvika subhamiirti' and 'sangfta satkavitvadhika'. His

cous in RSvanOri VenkatSrya says that the Lord used to dance as Peda Tiruvengaja

nalha sang But he seems to have left the mortal body before 1546 AD.

C1NA TTRUVENGALANATHA.

He is the author of AstamahisI KalySna, Paramayogivilasa, Usaparmaya and

AnnamScSrya Caritra. An expert on Dvipada metre, he could compose one

thousand dvipada couplets a day. He instituted dharmakaunkaryas to the Lord on

the birth anniversaries of Annamayya and Peda TirumalacSrya as also on the

death anniversaries of his paternal uncle Narasinga, elder brother Tiruvengalappa

and his mother Tirumalamma by donating the two villages, CendalQr and Mallava-

ram (in Kondavldu area) with an annual income of 620 varShas This donation

was made in 1546 A.D and an inscription was issued.The weaving community

elected him as their preceptor by presenting him a sum of ten thousand varShas

and requesting that he and his descendants should be their heriditary preceptors.

A copper plate inscriptipon was issued to this effect.

KONETT TTRUVENGALANATHA

He seems to have led a luxurious life He is said to have known kayasiddhi

and lambikSyoga He was the recipient of Bollpalli and Olapalli, two agraharams

near Addanki, from SadSsivarSya of Vijayanagar in 1544 and 1545. KOneti

TiruvengaJanStha himself donated some land to the Deity, CennarSya of Puspagjri

(Cuddapah district) in 1559 AD.

TIRUVENGALAPPA

Son of Cina TirumaiacSrya, he has translated AmarukSvya into Telugu,

written a Telugu commentary called Balaprabodhika on NSmalinganusSsana and

a Sanskrt commentary called sudhSnidhi on Mammata's KSvyaprakasa. He has

donated a part of Ambattur and Tuppil agraharams in 1554 AI>. for the

kaJySnCtsava of GovindarajasvSmi of Tirupati. He has donated Nallattameri and
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PenccambSkkam villages to Aru]alapperumal of Cina Kanci in 1553 AD.

revanCr venkatarya.

Son of Tirumalamba, daughter of Annamficirya. He -wrote a kavya,

Sakuntflpannayamu and SrtpadarSnumahatmyamu pertaining to Lord V6nkat£-

svara

'Peda TtrumalScarya's sons seem to have flourished until around 1 560

AD and not till 1565 AD , the year of the battle pf TalhkOfa This family has

served the Lord at Tirupati for hundred and fifty years in examplary devotion

Tfijlapaka is a by word for poesy in Telugu Annamayya is inimitable and

unsurpassable in poetic composition in Telugu
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WORKS OF ONAmiMMMA

TaJapSka Cina TirumalicSrya's works are: (1) AsJabhM Dandakamu (2)

Sanklrtana Laksanamu and (3) AdhyStma and Srngara Sanklrtanalu.

Of these, AstabhM Dandakamu- a composition in dandaka metre in

praise of Lord VenkatSsvara composed in eight languages namely (1 ) Sanskrt (2)

Pr&rt (3) SaurasSni (4) MSgadhi (5) Paiiflci or Apabhramsa bha?a (6) PrSci (7)

Avanti and (8) sSrva desIbhasS, was got inscribed on copper plates by the author

himslef on 7.11.1537 (Hevilambi samvatsara margaslrsa 'suddha pancamiBudha-

varamu). It was first published by the Tirumala Tirupati DSvasthSnam authorities

in their publication tided " The Minor works of AnnamScarya and his sons" issued

in vol.1, Tirupan' Devasthanam TallapSkkam works, in 193S. This publication was

supervised by Pandit. Vijayaraghavac8rya..This dandakamu seems to have brought

the title "astabhasJkavicakravarti" to Cina TirumaMrya.

Cina Tirumalicirya's sanklrtanamulu also have been inscribed on copper

plates during the life time of the author. Sixty adhyStma sanklrtanas and one

hundred and nineteen srngara sanklrtanas have been printed m 1962 m Tallaplka

works, volume XVI under the editorship of Arcakam Udayagiri Srmivasacarya.

Sanklrtana Laksanamu is a small work of seventy one verses ( and twnetyfive

sandhivacanams or prose linkages) dealing with hymnody.

HISTORY AND SOURCES OF SANKIRTANA LAKSANAMU

From verse 15 of Sanklrtana Laksanamu in Telugu it is known that

TSJJapaka AnnamacSrya had composed a work called Sanklrtana Laksanamu in

Sanskrt. Verse 17 reiterates this fact and adds that it was commented upon by

TSjlapaka Peda TirumalacSrya, presumably in Sanskrt. Verse 16 states that Cina

TirumalacSrya had permission from his father Peda TirumalacSrya to compose the

work in Telugu. Verse 17 states that Cina TirumalacSrya embarked on composing

the work in Telugu verses following the Sanklrtana Laksana in Sanskrt (tad

It is leamt that AnnamScarya's Sank&tanas have been very popular even



by 17 5 1535 Some copper plates with sanklrtans are known to have reached

AhObalam, Srlrangam, Cidarabaram, Simhacalam.Kadiri etc. Some palm - leaf

manuscpiripts are also known to exist at Srlrangam and Tanjore This happened

as the Tauapaka family took it upon themselves to propagate Vaisnavism of

RamSnuja school.

Being a witness to the popularity of ArmamScarya's Sanklrtans, Cina

Tirumalacarya is said to have got his Sanklrtana Laksanamu in Telugu inscribed

on big stone-slabs of four feet width and seven feet length in the temple of Sri

VSnkatesvara following the campaka pradaksina order Not only that He got

engraved on similar stone-slabs some examples of how the sanklrtans were sung

with svaras,sShitya etc It was Sri Udayagiri SrlnivasacSrya who discoverd these

stone-slabs in 1949, The exact number of stone-slabs thus engraved is not known;

but only two such slabs have been discoverd and preserved.

A Sanklrtana in Sanskrt is said to have been illustrated for singing with

svaras, gamaka and sShitya Terms like udgrSha, mSlSpa, dhruva, antara, abhOga,

uga, avrtaniyama, jhampa, ata, rupaka , Qvada, adi, Ska, jySvala, Sdi jySvala are

found on the slabs as also paHavam and padam. SiTSrmiv8sac8rya opines that Cina

Tirumalacarya could have got them inscribed on the stoneslabs prior to 7 11 1537

He has given details of this discovery in his introduction to volume XV of TaUapSka

Geya Racanalu, containing AnnamacSrya's SrngSra sanklrtanalu (1961) as also m
the introduction to volume XVI containing sanklrtanas of Cina Tirumalacarya

(1962) Two things are clear Firstly Sanklrtana Lak$anamu seems to have been

inscribed on the stoneslabs though they are not available now Secondly writing

music with notation, i e with svaras, gamakas and sahitya was prevalent in Telugu

as far back as the beginning of the sixteenth century The four photographic plates

published in vol XVI of the sankfitan senes are incontrovertible evidence to this

fact

Though the stone slabs are not available for checking up the text of

Sanklrtana Laksanamu in Telugu the copper plates are available. Cma Tirumalaca-

rya got this work inscribed on copper plates also during his own life time But

the date of inscribing is not mentioned.

The texts on some of the copper plates were got copied by one Sadhu

Subrahmanya sSstry as far back as 1922-23. When the paper mss were found

in bad condition, some were issued in print as "The Minor works of Tailapaka



AnnamScSrya and his sons' -Vol.1 dunng 1935 under the editorship of pandit

VijayaraghavScarya

EDITING THE TEXT

Two slightly different texts are available for Sanklrtana Laksanamu in

Telugu . The first is the printed version The second is the version on the copper

plates Though the printed text is merely the copied version from the copper plates

they are not indentical. Some mistakes seem to have crept in either at the time

of copying from the unclean copper plates or at the time of printing taking the

text from paper mss. in bad condition Now that the chemically cleaned copper
plates are available for verification of the text (at SV Museum on Temple
Art. ,223, Govindaraja swSmy North MSda Street, Tirupati) the printed text

available is corrected, adopting the text on copper plates as the standard original

text The following are the details in this connection.

1 The text of Sanklrtana Laksanamu in Telugu is inscribed on four copper plates

each measuring 40 cms x 18 cms The writing is on both sides of the copper
plates. The date of inscribing is not given.

2 The writing is in the old style with pumanusvaras for ardhanusvaras and
duplicated consonants etc

3. The printed text shows 71 verses. The last verse on the copper plates is

numbered as 70 only On a check up it was found that the verse beginning

with 'nSlugu pSdambulu noka caluna,. ' has not been given its serial number
32; but is given after the next verse beginning with' visamapadambulokarlti'.

It must have been a scribal error

4. The copper plates have the verse beginning with 'sanklrnavividha pfipa' as the

9th verse and the verse beginning with 'madi dSDapSkayannaya' as the tenth

verse. The printed text has them as 10th and 9th. The order of the copper

plates has been restored in this edition.

5. The copper plates begin with the following caption:' Srirastu Sflmate RamSnu-
jayanamah.Tailapaka Annamacarulya Kumarundu Peda Tirumalacaryulu vSri

kumarundu cina Tirumalacaryulu anaticcina sanklrtana laksanamaina pada-
cchandamu' The printed text has omitted 'aina padacchandamu'. It is a very
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important detail The author has given 'padacchandamu' as the alternative title

of the work It is the 'pada sampradSya' that the author is mainly concerned

with

6 In verse 8 line 2'lanniyunadapanga buta yagu dSllapS' is the copper plate

reading The printed text also reads 'dSlapS' without duplication of 'la' But

both are mcorrect as Prosodygets affected It is corrected in this 'edition as

dalulapa' which restores the correct prosody Similarly in verses 12, 15, 34

7 The fourth line m the verse beginning with 'sankTrna vwidhapSpa' ends with

'sankatamkamulu valadu samanum valanan' The underlined reading valadu

is common to both the copper plates and the printed text But it does not make

sense The word 'valadu' is prohibitive in its sense meaning ' not required'

The idea that even people with a complexity of sins will get free from miseries

from the God of Death if they sing sanklrtans of God gets restored if it is

read ' vadalu' meaning loosened and got nd of It is corrected accordingly

in this edition

8 Both copper plates and the pnnted version show the vrttams as'vr' without

indicating their particular names Similarly the gTti-s are shown as' gT' For the

convenience of the readers the vrttams 12,15,17,26,28,34,50 and 64, are

shown with their particular names indicated ' ma' - mattSba vikrldita and so

on. Similarly 'Sja-veladi' and 'tetagtti' verses have been specifically indicated

as'S ve' 'tS gf . instead of'gf

9 The copper plates version of verse 1 3 is 'bharatadi granthambula' The printed

text reads as 'bharatadulu_granthanibula' Obviously,it was corrected at the

time of printing with the impression that prosody was affected If the whole

is taken is a compound *di* can become a guru because of the conjunct

consonant' gra' The author has only the work Natya Sastra in his mind and

not the author Bharata . This is supported by his use of Bharatamu' for

Natyasastra in verse 18.

This edition has adopted the reading of the copper plates

10 In verse 14 the printed text gives the last words as 'tat prabandham amrta

dhara b6li'. The copper plate gives it as 'amrtadhara bolu' The copper plate

reading is adopted in this edition
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11. In verse 8 -line 2, the printed text reads as 'tetamayyepadamu'. The copper

plate gives it as 'tetayayye padamu'. As there is no word- form 'tetamu' the

copper plate reading is accepted.

12. In verse 20, the last word of the verse in the printed text is 'badade'. The
copper plate gives it as 'badade*. While the first reading relates to 'krtis',

the second one relates to the subject ' krticeppinayStadu '( the person who
has composed thework of art). The copper plate reading is more appropriate

and hence accepted in this edition.

13. In verse 23 line 2, the printed text reads 'manuju satkavitayu', whereas the

copper plate gives it as 'manuja satkavitayu'. In view of the fact that the

first line 'samprad&yagata jfiSnasahitudaina' qualifies only 'manuju' and not

'satkavita', the reading of the printed text is accepted in this edition.

14. The prose link that follows the verse 37 in the printed text reads 'munduje-

ppina nibandhana nSma padambunaku navayavambulaina yavantara pada-

mbulaku nanukulambaina pallavi ettidanina". This has caused much confu-

sion as it purports to speak of a pallavi for the individual words. The copper

plate reads 'rribandhanamapadambunaku navayavambulaina avSntara pada-

mbulaku namarnbu leyyavi yanina'. The latter is the correct reading as it

purports to give the names of individual parts of a nibandha padam The
next verse expectedly goes on to enumerate the names of the dhStus

udgraham, melapam etc. The copper plate reading has been incorporated in

the present edition.

15. In verse 40 the printed text gives the last word as 'munulu'. The copper

plate gives it as'ghanulu'. The context pertains to 'SkhSpadam' which is found

in the works of historical times, like Sanglta COdtaani, SangTta Ratnakara.

Any reference to 'munis' is inappropriate. Hence the copper plate reading

'laksanajfiulaina ghanulu' is accepted and incorporated.

16. In the prose link after verse 40, the printed text gives 'prayoga sampradaya-
mbetti danina'. The copper plate reads it as' ettanteni'. This latter reading

is accepted and incorporated as it details the mode of using pallava and
sikhapadam.
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17. The copper plate and the printed text give the first word of the verse 44

as 'vugamu' beginning with 'vu'.This word seems to be a shortened form

of 'udgrSham'. As indegenous Telugu words are not supposed to have initial

'yakara' 'vu' 'vD' 'vo' 'vo', the form 'ugamu' is taken if only for the sake

of the modern reader.

18. In verse 51-fourth line, the printed text-reads' (pada) yugalamuga'. The

copper plate gives it as' (pada) Yugahununa'. The latter is accepted and

incorporated as the locative form is appropriate.

19. The prose link after verse 52 in the printed text reads 'andu ardhacanaraka

padainbetlanteni'. The copper plate gives it as 'andu ardhacandra padambe-

tlantSni' 'ka' is a diminutive particle. It does not go well with 'ardhacandra'

Hence the copperplate reading is accepted and incorporated.

20. In verse 64 both the copper plate and the printed texts give at the beginning

of the third line 'vistara pada vadamula'. Though the poet might have chosen

'vadSsa' for' pa' even in an amrSdita it is shown as 'padapadamula' for the

readers' convenience.

21

.

The printed text in the prose link after verse 64 and in the verse 65, gives

'yelapafa' as beginning with 'ya' sound. The copper plate also reads

'yelapadam', 'yalapata padambu'. This morphological form with initial

consonantal 'ya' is retained only to enable the reader to distinguish between

'ela' of 'Saprabandha' and this 'y&a' which are two different things.

22. In verse 67 the printed text reads in the fourth line 'bhavajftulu valkunam

paddhati'. The copper plate gives it as 'bhavajfiulu valukunarti' without

resorting to the snycopated form by dropping the vowel V. This latter form

is accepted and incorporated in this edition.

DATE OF COMPOSITION

It is not known when exactly the work Sanklrtana Laksanamu' (in Telugu)

was composed. The copper plates also do not specify when it was transcribed

on them. Internal evidence is available in verse 16 that the author's father,

Taljapaka Peda Tirumalacarya was alive at the time of the author's endeavour as

the verse speaks of the author getting his father's permission. Peda Tirumalacarya
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is said to have lived till 1553 AJD. This can be taken as the latest limit.

Cilia TmimalacSrya has had the good fortune to receive his 'brahmfipade-

"&' from his grandfather Annamacarya who lived until 1 503 A.D. If it is presumed

that Cilia TirumalScSrya was in his 'garbhasjama' (7th year of age) at the time

of his upanayanam he may be taken to have been born around 1493 A.D. and

his upanayanam taken place around 1500 A.D. Peda Tirumalacflrya could have

been a young man of 20 by 1 493 . As Cina TirumalScSrya receiving his 'brahamopa-

desa' from his grandfather is recorded in one of his sanktttanas (adhyatma

sanklrtana 39-Vol XVI), it is reasonable to think he would have been some thirty

or thirty two years old, co become a scholar in sahitya and sanglta so as to realise

the greatness of his grandfather Annamacarya and make an effort to pay his

respects to him by composing this work in Telugu. It is a testimony to this aspect

that this work runs like a panegyric in the first dozen verses or so, to Annamacarya.

One may put the composition of this work around 1525 AD. and its inscription

on the massive stone-slabs some time before the inscription of astabhasadandaka-

mu on copper plates in 1537 as AnnamScarya's compositions were popular even

by 1535 AD.

PARAMETERS OF THE WORK

1. This is a work on hymnody Sanklrtana Laksanamu and Padacchandamu are

given as synonymous titles of the work by the author. PadasampradSya is the

main concern of the work.

2. The first verse is a tribute to the galaxy of pada kavi-s who have sung Lord
VEnka{Eswara.

3. Verses 2 to 12 are devoted to AnnamScarya's sankTrtanas. Verse 1 3 describes

Annamacarya as Padakavitapitamaha. Verse 14 speaks about the need for

knowing the laksana and laksyas. Verse 1 5 records AnnamScarya's authorship

of SankTrtanalaksanaminSanskrL Verse 16 and 17 speak of Peda TirumalSca-

"rya {father of the author) and the fact of his having commented upon the work
and the author undertaking to compose the work in Telugu verses.

4. Verse 18 touches padam as mentioned in Bharata's Natya SSstra, prabandha

in Sanglta RatnSkara and dBsafla in Sanglta Candrika and Sanglta CudSmani
and Sanglta SudhSkara. The need for devotion to God, humility and knowledge
of tradition are touched upon in verses 19,20,21 respectively. Verse 21
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commends obtaining Divine Grace or learning through a guru. Verse 22 speaks
of poetic compositions with knowledge of tradition leading to realisation of
God.

5. Definition of Padam, vrttam as a four lined composition in music as defined
by Bharata and these vrttabandhas being the three dhatus in a musical
composition are dealt with in verses 24,25, and 26 respectively.

6. Language regulation for padam is given in verse 27 and desailas in Kannada,
Tamil, Telugu, Lata and Gauda languages are mentioned in verse 28.

7. Padam is taken up under three heads: (1) Vrttapadam (2) Nibandhapadam
and (3) Cdrnapadam in verse 29.

8. Verse 30 to 33 deal with Vrttapadam in their variety as sama, visama and
ardhasama forms.

9 Verse 34 to 53 are devoted to dealing with nibandha padam in general Yati,

prSsam, guru-laghu niyama, tflla with defi and matga bhSda, dhatus, udgraha
etc., Pallavi, sikhSpadam, padam with four, three and two dhatus as also

Skadhatuka are touched upon. A variety of padams like astapada padam, pada
mBlika, SarabhapBdapadam, concept of muktaka (chSdyaka ) and kulaka,

daruvulu, jakkula rEkulu, elalu, gobbflju, vakyamulu and candamarnapadamulu
are all enumerated. The two lined padams are also enumerated and ardhaca-

ndrapadam explained.

10. Verse 54 and 55 are devoted to cOmapadam and «)ag»nHhi

11. Colloquialisms, language appropriate to the character, proverbs and idioms

are justified in padam composition in verses 56 to 59.

12. Verse 60 and 61 define adhyatma sanklrtanams.

13. Then, vSkyam, daaivu, candamSmapadamu, yElapatapadamu etc. are dealt

with in verses 62 to 66.

14. Coalescence of words is touched upon in verse 67. Verse 68 extols

deiipadam. Verse 69 speaks of how they can excel. Verse 70 deprecates

insipid compositions.
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IS. Veise 71 deprecates plagiarism.

IMPORTANT FEATURES

1. Sanklrtana Laksanamu is a unique work as it is the only one of its kind

available.

2. As Sanktrtana-s and Kirtana-s are the main stay of Karnfitaka sanglta its

importance to it cannot be over emphasised.

3. Though Padaniryukta is mentioned by Bharata only in the context of gtta-s

or prakarana-gltas, though 'prabandha' is a later concept found in musicologi-

cal treatises like SangTta Ratnfitcara and though 'desaila' is part of this

prabandha concept, this work amalgamates all the three into one padasampra-

dSya. One can certainly trace the origin of a devotional musical composition

to padaniryukta variety mentioned by Bharata as'devastutyatmaka' without any

upOhana and pratyupflhana (using oflnonsensicalmusical sounds). Neither the

classification given by Bharata nor those of later classics like Sanglta RatriSkara

are extant today. So it wiD only be a practical approach to accept this

amalgamation without entering into scholastic arguments.

4.The work mentions mfirga-desi bheda in tfija. This may be suggestive of the

use of mSrga taja-s also as late as early 16th century.

5. Though Bharata uses the word padam as 'svara tSiatmaka' in the context of

gHndharva and Sfirfigadeva follows Bharata in mentinoning padaniryukta,

Padam can be taken as the short form of the latter and equated with klrtana

or SankTrtana. This author has used 'padam' in the sense of a klrtana or

sanklrtana.

6. This work is historically important because of the fact that it uses the terms

'krtf (verse 20) and 'mudra' (verse44). Sanglta SOryOdaya, a musicological

treatise contemporary to the present work, does not use the word 'mudra'.

For vSggeyakara mudra it says' svSbhidhSna vibhQsitah'. (vide, 'padam sodasa-

mSbhOgah svflbhidhana vibhQsitah s.s. 5-73).

7. The words paHavamu and pallavi are both found used in this work.
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8. Sikhapadamu is mentioned in this work. Generally it is not heard of today.

9. The author gives the names of dhitus udgrJha, mSlapaka, dhruva, antara and

Sbhoga to what he called vrttams. Ifwe take vrttam as a four lined composition,

they refer only to the parts of the song called carana-s. By the way, the word

'caranamu' is not used in this work.

10. This work mentions 'yEla pata' in contradistinction to 'dSsaila' which falls

under '£l£prabandha'

11. The exact meaning of 'citra varnarhbu' in verse 63 is to be explored further.

11 TSnaka rSga seems to have been used in the sense of 'tanam'.

15. The Use of the word 'dhStu' seems to be on its way out SangTta SOryOdaya

mentions svaras primarily and states that some scholars call them dhatu-

(ranjakah svara samOho gTtamityabhidhlyate, tadeva kaiscid vidvadbhir dha-

turityabhldhiyate (S-S. 5-2).

EXPLANATION, COMMENT ETC

In presenting this work the verse, its purport and the explanation are

given seperately in Telugu. The English portion has the purport of the Telugu verse

given followed by explanation etc. Transliterated text in Roman script with

diacritical marks is given at the end for the non-Telugu readers who wish to peruse

the Telugu original. The main aim is to provide the Telugu and non-Telugu lay

reader with as much information as possible. It is to be stated that this English

version of the Introduction is not a word by word translation of the Telugu version,

but generally follows the same. Technical intricacies have not been touched upon.

It is hoped this work will be found useful.

MADRAS
9.8.89 DR. SALVA KRISHNAMURTHY.
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Verse 1.

Tr. The illustrious leadership of poets accrues to the lustrous string of

pearls ( of individual distinction) of the earlier gem-like music composers (of

padams) of holy-conduct dear to Sri VEnkateswara.

Com: This is the poet's first verse of auspicious beginning with 'SrT

Leadership of poets is ascribed, in this verse, to the earlier holy music composers

(Sanhrtanicaryas) who sang about Lord VSnkatSswara A split up of 'prabhSvaha-

ka + vinayakatva' renders the facility of remembering Vuiayaka also The word

'Sri' along with the meaning lustre, carries certain other meanings too. One of the

other meanings is 'tnvarga' indicating the gamut of the entire worldly life consisting

of dharma, artha and kffma. Isvara means the over-lord capable of rewarding and

punishing. Lord VSnkatSswara has the power either to reward us with what we
think wordHy-good or progress, or punish us ( in our mudane-life). He is fond of

His devotees. Remembering the music composers dear to Him can result in our

worldly good too, it is suggessted. Again, 'SrT' means Saraswati, the Goddess of

Learning. 'Vem' is the mystic sound syallable in 'VSnu Syamala VidyS," capable

of giving literary talent, in Mantra SSstra. Thus Sri V5nkateswara is the Lord with

the mystic syllable 'van' identical with the Goddess of Learning, in His cheek.

This suggests that it is only natural that the music composers who sang the Lord

should acquire leadership of poets. No need to say, the author, with a similar desire

for leadership, has chosen to utter the name of the Lord.

1.Though the leadership of poets is attributed in this verse to the

earner composers of padams it is not difficult to guess that the author had in his

mind mainly his grandfather, TaljapSka Annamacarya, who is hailed as 'PadakavitS-

pitamaha' or the creator of poesy of devotional music. Ifwe take the phrase' purva

padakavimani' in its singular sense one cannot help remembering Annamacarya

Then the phrase' vara harambu' ( the valuable pearl necklace ) springs to a new

life. When Annamacarya, as a boy, had his first dar&an of the Lord and recited

the centum of verses composed earlier by himself, theLordis said to have slipped

His pearl necklace on to His own sacred Feet and blessed him. 'Varam' (boon)

is fulfilment of a desire by the grace of Gods; 'hiram' means a string or necklace

of pearls. This item of the Lord presenting the pearl necklace to Annamayya is

described in 'Annamacarya caritra' composed in dvipada metre in Tdugu by

Tajapaka Gnnanna (Cina TiruvSnga|ana{ha), a brother of the author of

SANKIRTANA LAKSANAMU, thus:



'Sofi 3oXUCor>a&Su1bc&;<tofc>

SoOJS $S a*Py»o&a &«&£»

iSosos^ss aajaoaa 5*ot5

3oSo 3SSOU5 aa^aoSjodk)

aa ar»a di>Oj&o ecoesoa soj

s»as»a *el*saoa> (o>063' (c^stsi^ c»(a- »jo. 26)

*« i«o«se sasa ^s^fc, Sos^aofi* 'aolsa e&oo' 3^ao»ar«

enccoS »a^3JVP&^ ga5F»<3&&&»i» g^a&SJ^aa (JiSpoCSBet ajS^.4 38
JirK3o.

2. 'sasa' nok 'a*T?c&s»&&j' »a sjg^e (KSj»oj»©- '&>d'*go (*i

sssso. 'sassajd' «o"fc 'aaao sr>tos>«o&' »a «e(>dS5o. n»ao£*a

'o»«o' "ISoo e^ao 36"* 38<&53ja s»8o. was 3»"rt<3S5S»85S*Sa»

s»o»6. d»a*j»as (n»i3»ss) wSosr^oon1 sr»oja s»s^o d»o. -$« a»t>s*a

SJ*o«£ mdSi&os 'SrtfcSj' «tou»&. »c"rt S'oeT'a fldST*o*
,

»3j (musical

element) 'c°«fc3j' eoCJi. s)<3« STHfc- Q>& Hr>£^S spfT-TteSjH^ S6^o

«^wa> (^•as'Sja »oAa *\<^ (HwiPeTjaaysAa . ^oa^a 'softa a>s

&J»eo B^ews aayaSa. v~L (I.*. 11-13 *o"ige Sj«^ s«©osr>*Ja3

3e>au2 d^jSsjS 'SoAa aSsd&avs'Sj^ (HoaoeT'a 'K(T>Q>SlSt>'Z3~& **%&•

Ogeoot^So CTtabPCBjej e^CPeoj 3»*aj Oj^oS 3«Sir» 33pS;3. [I.S.

13*o>&sh3 '*<*
rt
a»ja soAa co^kso' (a&aasa |Ko«©. ««

*JKoao€r*

3S^u<Sa SPTUSSssVJ e^CPea &»§ Sl'^jP^aSS S6;3»ajatJt5, (sees) fcoa*

3»1!ess5sssjal »}«§, »a«g a3go s*s>o a»^goo ^^o ses> 6oo»o.

<f£gds»eaS*3o eCQ°a§*iP>e» woti cs&SgVasea 30& 6oc»8. SSj, »8
ass, aa.ar«6 ajo 3o»e» sexjktoo §*»o ^oa^^o 36dsr»o. w;&|d»

d»a <ft^oos'D'«B, i5»y»a «!goos»cP8» 3©s> SfHSjxes (d»ae>co aob»©.

»>«wj»a ea^eo, ap»2 »&«r»3 socr»o»jo «j»a aldfw 3t*a sa«7»aa
6cs°ao dos°S.

3



"A* the nambi was doing the ritual worship nearby, the boy, in great

devotion, supplicated for the grace of the Lord by reciting the centum of verses

composed by himself earlier in His name, and the Son of YasOda, (Sfl Venkateswa-

ra here) made the string of pearls adorned on his body fall on His feet, thus showing

His grace. The pnest, seeing this was wonder-struck and coming to the boy happily,

offered him "sathakOpa " (AnnamScSrya Caritra -page 26)

That the author Ona Tirumalacftrya, is meditating on AnnamScarya, who

is a composer par-excellence and author of Sankttanalaksaaarnu in Sanskrt, as

the Leader of Poets, is the point here.

2 'Pada-Kavi', here, has to be understood as 'vSggeyakara', 'mani',

a precious stone, indicates only excellence here. So, padakavimani means uttama-

v&ggeyakira or the best music-composer. 'Raga'in music cannot be known by the

mere knowledge of its regulations, a composer of a libretto-song is needed. A song
is a composition fit for singing. Musicians call the words of the text 'mStu'; similarly

the musical element or the musical setting is called the 'dhStu' Thus, one who
constructs or composes the words of the text and the musical element of the song
is called 'Vaggeyakara', 'vSk' representing the words and 'geya' representing the

musical element. Ancient treatises on music contain the classification of 'Vaggeya-

karas' into a threefold division of uttama (the superior), madhyama (the middling)

and 'adhama' (the inferior) types as also their characteristic abilities NSrada's

'Sanglta Makaranda'contains the qualifications and classification of Vagg£yakara-s

and gayaka-s (singers) in the 4th quarter of its adhyaya (chapter) on Sanglta Again

P8rsvadeva's Sanglta Samayas8ra' considered to belong to the period 11-13

centuries AD. has in its 8th adhikarana called 'gitadhikarana', not merely similar

information but also the mode of testing them. 'Sanglta RatnSkara of SSrpgadeva

(13th century) is a famous treatise The characteristic qualifications of v3gg£yaka-

ra-s as enunciated in this work and as explained by its commentators, Kalhnatha

and SirhhabhQpala may be stated thus

In order to know the right and wrong form of a word, a vSggeyakara should

have knowledge of grammar; for a command over the language he should be
acquainted with dictionaries like amarakOsa, etc; he should know prosody for a

knowledge of sama (even), ardhasama (half even) and visama (uneven) verses

He should have the expertise to make verbal figures of speech like anuprSsa



a»ovj»e c5»a33 s>&a1% sc&so i*ao w«sr> a* |a»s: xt«ojs

j>SjSco 6oo»S. l5?0"a (St509°!Ji £0lo3 ¥£S*»o »^SS,"2i:S viptXI'So

Aon»6. So&3 *\j^o Bm&sS'S 64Sto 3»& 6oO»6. 3ja~ ha smpgaH

'ye^so'e* Ttec^osoe. ^^"ass «^oo (n»(«o) aock>. (&>a sooo

0»&e<Si> 56es»So, £CSyfc\tJ*a O»o Sfia»So, £><?>« tST'S'SsS MJP^ajo:,

33uar>S'3i3 (ftupaio: »3 So° SOa^o 6oc»a. S.i5^"a55 Sr5s»s»caie»,

S3 S»S»ce&>e>& SoooOovia S"& a'aSSuocS). |3"AidiPo?»aS SPe^CS
[S*«r>5'33i3 fr*aj (se«s dope. |*»s$o7s» >««e«s *s aoc»o. #k>»

7W&e»n» 33jts&S ^ awPiSjej SS^TP dCfc 6o5°6. S0»S3dfco f*»o

cs^usa^o 6oo»e. 3»o»ffJ (i»^&ii57? Ao7i§,,e& &K&£i&» saa33»a»

S»3»B. »BS3a_>&H» «0S>S. BSaSpw Sl^So 63«t*tta7!» doS°&. (t»S»

3tf£& B»<Son»S5 s>Coo). Sso^SSs SPOjS SyoeS} &&}§*&ob« o»2j

Sea (5ao0»e^ S>OjCon» SP'oj *£ 6oo»S. 'fldSr'oS'ajiS iyabSjS: §*«??

se^oS *S 6os»e. aeaa seajso 6oo»o. sp3} (Suoo»^ e&o
26wao5sd'U5 SS SPB» £fo^on» SSSsoStJtasocO. %(S»7P Ao»3\ SOiod

«S 6oO»». Seo SJq'SS RiW»
i
y&e& eSjSooSKe ha ao»ic»« (so»o

ae aaga) *ooh>. asoje s*^ o»o>ds»4£ *e% 3& b» Kk>so*"S>

^•4 iocO. O»7?ofc, 0J'SS'«& e3 Mo^eSo B»a eoa^n»o5< accjpod
asjo^o *oo»e. sj'tpjae aa*yH» §"e& -03s»^a esuiz! «sq»so
dos*e. qti foej»e» goa»a> 6a& «r>"3?cKos»esjiSo^"

ajos 'q»a^)'& »JSggn» spo^oa 'ar»a>' <K53£* sx>a§'&s» &o£

'SSp&^'JSj 833^on» So^oSSBft 'qmb' 3S,dbo«* Jtoottr&T? 4o^3»&

A

'3&sa' »st? S5s°sa esco5jss^& ia&o&i. 'sos sa' »stp aesr>sa

«oa5asj«iso ai^au&. ^aax» ao^o-aa '©•aj^'^'STKfc' o^ss d^cJSa

ai^.o «$3»S}. jj^a«as 'sjOs^jjs' «a "&s>. (sp&>: so. eo^-3

^lojp.^ssjo. »iSdSj»S" £|«5. (&aj«t8- 1976)
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(alliteration), etc. as also the semantic ones like upama (simile), etc. He must be

knowledgeable regarding rasas.&rfjgSra, etc. as also the emotional affects like

vibhSva-s, anubhavas and sancM-s. He should have knowledge of various countries

to know the intonational peculiarities (kaku-s) of PancSla, etc. He must know many
languages to enable him to compose 'desaflS-s' (music compositions called

HB-prabandha-s in different languages pertaining to different countries or regions)

He should be acquainted with all the 64 arts like music etc. He must be proficient

in nrtta (dance) glta (song) and vSdya (playing on instruments). He must have good
voice. He should be knowing the kya in its druta.vilaifrbita, etc., modes, the taia

like caccatputa, etc, the kali in its soundless forms of SvSpa-s, in its soundecj forms

of dhruva, etc. He must know the six types of svara- kakus and deii-kakus . He
must have great talent which makes the subject on hand impressive'. He must be

able to sing sonorously. He must be knowledgeable in desi-rSgas like SrI-rSga,

etc.He must be a good speaker to hold the attention of the audience in an assembly

To enable him to act as an adjudicator in any competition he should be very

objective, devoid of personal proclivities of attachment or hatred. He must be a

man of mellowed temparament. He should be good at observing necessary

proprieties in order to maintain the build up of sentiment or rasa. (Impropriety

is the cause of the fall of sentiment). He should be able to compose in sweet words

musical compositions like Sla-prabandha, etc. without resorting to plagiarism He
must be able to construct new musical element (dhatu). He should be able to infer

and know what others are thinking.He should be one whose compositions display

not merely the rules alone but his genius also. He must have the ability to compose
quickly too. He must have the ability to compose and construct songs that imitate

different musical trends of different compositions. He must be able to produce

gamaka in all the three tonal pitches called mandra, madhya and tara without

fatigue. He should have the capacity to do the alapa in its forms of rSgalapti and

rQpakalapti, with their variations. He must have intense power of concentration

not to lose track of a sequence. One who possesses these qualities is uttama-

vBggeyakara or the best composer.

One who can create 'dhatu' or the musical element in abundance but

dull in the composition of 'mStu' or libretto is a mediocre composer or madhyama
ylggeyakara. Again, though one is good at both 'dhatu' and 'matu', he is also

mediocre if his musical compositions are not impressive.

One who can construct the 'matu' or libretto in a sweet form but dull

in the case of 'dhatu' or musical element is the worst composer or adhama
vflggSvakSra,

One who is a vastu-kavi, i e, who can compose with a story element
is uttama. One who is a descriptive poet or varnaka kavi is a madhyama or mediocre
one. One who takes the 'dhatu' or musical element constructed by others and fills
it with his own composition of 'matu* or libretto is the lowest and worst type
Such a one is called 'kuttikara'. (vide SH. 3 praktaadhyaya, Adayar Librarv
Publication, 1976).

'
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Veil SX580o» too a*ea

aovSoswiaaaj

ffers ;jay>xcuaa» aj&aaa*&gs". 2.

80O ^ 3oStJ»3©3e Jbfi Sfio 3Sj/? w S£5o AaTSr^Ss'ajoa!

n»^ii-8< 'Sofi* aa^off
8 ss aa& o»an»&

)
Sol£3i,cri&ca>

) aa sac
ota'a^ar* «o»s <wsd»s «s^bdfc>g& HamU "45Voi»3»ja». •ajar
^oj^ vSj&d&j, •a^&digon'o", »a^d&»B£, trtSjdWWfc, »aiarS3»0t

»s Ibe^sso 4oa.

1. 5*8 aa$o ano afcys *a& n^dk s«a «^«!j»o^ot» qsys »»j

2. 'aao' 'asaaa'^oa enaoos*
-

Sostj»-ae>aoTi aa^oo a© aao as
(tfaaj i^o*^ SfoSoas t^ »Q|»r»dJjo. 'ajaaa'asajajBi a»ec

i*s>& oaoga [»a^aao (aa^so) &r»cr> aso&oa sais aeso

S8j5)p, ^a&7,
)
»ao«$aj^ wo»a (aa^ aewaj n°ao tffcaoMooa

a^Ps wc^t&o. « (o3*jsao uaoe Sf0y3'i) sajs aao soar'

aoa^sTisoa!) oQifr&rio. sa^ajcsssj Setf* aao ao»s>a& aa\o£sa
SPC kJSlTM a»a.

3. 'aao ^auo' 'esaSn TSc&stoo' eSs 3a:foo a^arfBo. dHj& aaaafc,

o»c»sj a&aa <*oo»cj. (seaaus sa s»uc ^vspfi4 acs«ai sao»

«jOoV&: * w * "

"tmobjo css>ajdSp jffso »j!5«p«an»a^sSi

aao as^ tfia^sj a^jtso^a^wssSi

6^.oo a^egjao aajBjo aaaoaaS

aagoo»»ogoci aayso ojaao a^aSm

»o»ooa »«r>ooa aj^sssoa aa^Sa"

so«eo3 i&«J*£a? Seao *wjj s^aSn"

(atsj. *». 32 «?•£- 25, 26, 27)



Verse.2.

Tr: As TSUapaka Annaya sang the Lord of the Effulgent VenkatSdri

through his padams of ashtonishing skill and excellent poetic qualities, the padam

itself became the lastword

Com: In this second verse the poet makes a direct reference to Tallapaka

Annamayya, who was not only his grandfather but also a SanklrtanacSrya and

creator or grandsire of Padakavita. Traditionally AnnamScSrya is varioulsy referred

to as Annamayya, AnnamayyangSr, Annay3rya, Annayaguru, AnnayScSrya.

1. All the qualifications and skills of the best vSggSyakSra enumerated under verse

1 are to be comprehended under the terms'ashtonishing skill and excellent

poetic qualities'.

2. Padam becoming the 'last-word' could mean variously: that thepadam attained

revered excellence on account of its use in singing the praise of the Lord; that

it sings the Universal spirit resident in SatyalOka and who is described as

'satyamjflanam, anantam, brahmaV as tha last word (tudipadam) refers to

the highest abode of Heaven; as Brahman is Snanda, the padam suggests itself

as the seventh Heaven of Delight; that the Padam attained its acme in the hands

of Annamayya is clear enough.

3. 'Singing a padam', and 'marking daru' are the expressions in Telugu. A song

is called 'padam' and tSla is called 'daru'. Bharata defines padam, in his NStya

SSstra to this effect: gSndharva comprises svara, tSla and padam. In this, padam

is evocative of svara and tSla Any small meaningful syllabic composition can

be called a padam. It is of two kinds: nibaddha (bound) and anibaddha

(unbound or free). It can also be atSla (without tSla ) and satSla (with tSla).

(N.S.32ch-25,26,27).



'sje, o»«, ao»e^5a>aa Voecj'asa 3d^ajso», o*o»5j apas
o»caS «&<yason» 6oi s&$ 'aao'. «&b S)*]kaa (wesoOTwa

ajHaeS* SPOjoa) 3 ^oa^j^ 'aa' &<&Ovb&otao&. »& Sug&A
wIDoaasfi ?o& aiywn* AoBacSy. «P$o5* 5P&, o»«o ^5job» 5r»a»

Aoaaas)'- »3a qs^a »C|d»d»o. 'n»oae$'aj3a ape &ofto»a5 "&&.

&& aoAca^ VcSo' »otJ»&. n»oas$o KoS&jeo (aayftoOoa; »n»a

ao|Sn»(SS3o. *n»So' spTjdks^&eD 5r»8joa. n»i3»3ig>Peon» &p6\3 »oao

8«M aB»©Sr»Bj\ StSiJ* 'SOo' »SJbch3>S»oU5oa. acBo»«™o «a£pt Qo

S*3o 3*a2 w(*efcon» S8ytSi»aot3a aao. 'aao'0*a «$aotfa>3 aTHoO)

m&&e» 'spas' eot3»&. so^a^a sjcpoS* >safta itoro**aj 'c^fcay

(music/musical element/musical setting) «0U»&. 0°«fcwa «k£ n*<So aoan»ao.

#1 Sugn»«So S^a^S (Saoq»o& (ao»e>5i) Ao& u&u camn"^ 'aao' t.Si3.

«gias»*sTcs apo ?5o» ««aos"asa arts aao «a »\ao. 's\So' «p«©

tSS7VJ^ga)a,»)0^o an»G»dfoaja, ;r»tj£o (3S*S£ SPn»&SBeja:a ae$a3»e».

S)a^*s ao»©a<J5» oes»«»n» &Q&. aao «ol> >o wau»as tfS

>,s^o. (qs^.a fcS tr^Kd «aaco. aofta ^^ofi* 'd»o' «<S a»o?r»Li,s

aao t,sii 60a. a>a apaapeo d»uas w d»o$pi.so7? d'OwttSfSB}.

(auop»»S ai^a w&> »07?ffJ 'd»o' t<si3. »aaoD»n»«) S>a 3o5* 3ji3o3

a^ato^a jpc^o^Sj 'd»o' «a "&&.) »ts o»c«cycdS3off* 3a\«2

^asoo Ao»eo (1) aagsa» ^2) aaa&gs aw (3) ea&gs a*> »a ajna»

S0*«» (5o. 6. 5-57,58) &t2£* »om« ifesoc taoo &6 Sr^oa'ajaa

'aaat»£o\ aja sse aao &j» soles aao. ^n* aao »;Ja sTaae

»W3 d»ts sajoioS. (wtaaaasa'^ lea «ss^ soloes »xrj »C|i»c&o

tStsaajajHs.
~*

n»3»Sjsr»oon» sp6\s aoaaa»aS sota *\a,,
L
Ko5i°^ isaoaa^, a&aj,

6>asa» t^a aara»os»3a *&. ja»oaax>, aaa« *$1% aaao«&a*>p
satoajifaoa. soAa ^ ^cj.^ 'iojst. (SBoasa' , sal^atjao*
'ia»si»aa'-& *&» Aao ««5ao«* '|ajaa" softao'j? iejjaua^fcs^a. lea
*ga§ aa v^sIxpb* aaaxts» 6a

A
a. aav^ foas^ ao^c&ofi*

'iea"^ 'aa"' «auo 8&. agusoe* o-ad'^ajsoi loae^ ao»esoo
ws^a. to»a^o& 5j0oaoo»aj foas; ao»eaoo (a&g-jbT aon»^ ^a^a
Soiacdioe* foswj^oa; ^Oa 'ao»ae' wauaip ^>a. t,o>

)

«*
ar
ao»

all foa' a»oj3o(ao»«siio t,st5 <&©a. awn^ap qz5 aaa. cpaxyao,



What is called gandharva has been put on boards by

gandharvas; it has an ancient tradition Gflna is that composed by vaggeyakaiae

(music composers) Any composition of meaningful words suitable to music

can be called a padam. It came into existence as a prop to svaras and tflla.

Musicians and singers call the meaningful words of song (or libretto) 'mStu';

the musical element sung with the notes sa, n, ga, ma, etc, is called 'dhatu-

G8na composed with dhatu is mbaddha gana or bound music. Compositions

meant for this bound music are prabandhas These have six components and

'padam' is one such It is clear a padam is a word or words expressive of

a certain meaning. Nrtta, by definition comprises t£la and laya; nrtya interpre-

tation of a padam through dance; nitya is imitative delineation of emotion

of all the three worlds PadSbhinaya has long been there m nrtya This is

evidence enough to show that a padam is a song, called 'pSta' in Telugu or

'patfu' in Tamil A precaution is necessary here There is a technical term 'p8ta*

in music We should not confuse that p8(a with this. That 'paja' is one of the

six components of a prabandha Sound syallables produced by hand on

instruments called avanaddha vadyas or membranophones like mrdangam are

called 'pata' (ex dhigi-dhigi) Again, prakarana-gitas enumerated in the chapter

on Tala are of three kinds namely(l)niryukta (2) pada niryukta and (3)

aniryukta (S R.5-57,58) Among these, padaniryukta is a composition consi-

sting of only devotional text and devoid of upohana and pratyupohana

(meaningless or nonsensical words) This is stutipadam or Sanklrtanapadam

Thus padam ^isdevotional song set to music Padam, kirtan and sanklrtan mean

one and the same thing Prabandha, vastu and rUpaka are the names given

to a nibaddha padam in treatises on music. These are synonyms Interchange

of prabandha and padam is also seen. What has been designated as dhruvapra-

bandha in technical treatises seems to have become 'dhruvapadam' and is

presently called 'dhrupad sanglt' in North India Interchangeability between

kirtan and padam has also been in existence. A kirtan is called 'pad' in the

klrtankar sampradaya of MaharSstra. In Karnataka, klrtans in dasasampradaya

are called padams For example it is well known that klrtans of Purandaradasa

are called Purandaradasapadas There are klrtans in the vaisnavite tradition

of Bengal and these are also called 'padavall' In Onssa there is a school of

dance called 'padavatklrtan' tradition Similar is the case in Telugu also

Padams of Ramadas and Peddidas are also called RamadBsuklrtanalu and

Peddidasu klrtanalu A kirtan is generally in praise of Visnu in the form of

Krshna etc In the South, Rukmiru and Krsna are worshipped In the North,

Radha and Krsna are popular When erotic sentiment, nSyika-nJyaka bhava
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"sao»a» acw»& tPS3o»S3 ioseo, "a§o»ss loses «3oo as^S. 4bs

«r»a»»S JMMS «Si \p>s»vp sqys%& 'stf'&'S Spo& *jon*8 (aca^

nwosdb oSpKcibs ec» «3 wgo Jxs^ioa. aajtf&foff
6 sa&olb »<

383:(PeTSo R*30»5O&. 3&X>£* ST»B« *jon»B |3$»;J»3 es&SdSraS 3{«5?P

sr»&S«* As* a>»S» 3w&. wrl 3oO}:&9&s>S o^Ktrw, *»£SP*»^,

fi&dS'e $)«*»& Sjflbelb ie 3oib c*oi7'& 3"3 ScycSoo 3*&>S£* ASjlg

ssjo^as.
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and smgSra became important in this worship padam acquired a delimited

sense of indicating a musical composition full of erotic sentiment and fit for

using in a dance performance for interpretation. One finds this connotation

of padam in Tamil Nadu. In Telugu also Ksftrayya Padams and Sarangapam

padams are such. They are used more for the purpose of dancing than for

mere singing. We know these are not called klrtans. Similarly, one cannot say

why, the compositions of TySgaraja, Syama SSstry and D&sitar are called krtis

or klrtans only; it does not seem to have been in vogue to call them padams

at any time.
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».» issstocaajofeaotu «$sas

sf«.N a»aaa»«B smcsS a

SPSSSmos SJ5jS»(« SeSa<S3,3,

|

0»SSS»o> «p*>sds>a^<&s«sa»i" 3

Xe.n BoaS&ucu &&>a%>
gOB&taco 2«weS3}e<S!Sa35 too9

Soesaaaeo Ssff^ S

S*ob*S2u<» o*gd»Sd&&|tfb2£S»j" 4

tffioeaeo e33»Af

3*Sot»«D 0»*i*S db3}dkSfiSS»<5" 5

Ve.it a&fioww d*C°c)3

o*n o°«>s •ajapj^ee SoSw-sess Sea scsooo 3hys aolea

an-to acotteots «a-

&&>& coxot 6ot3v». a& toerwsaj^ a«ia *>o». (B3»jjk

xa^ aa^ ^.% foceS* a%.aes> a©u«o». 5*$3Sff&s ffsea&TJ

*a *o»& 5jo^j»» a^ 9K&5. i&x sao» scs^e awa^.
sosxo wtfasistSa. (c)
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S»(JS Sao|0'e5' aSJ'3'jWS (S<PSo AoiSS »$|><J5jo. (dHbS SC&o

«0»(&!4i 33 ibfi SB&jTaSytea «S}Sx&$& 3o5«j leo>"& wdWS

'So^a&So^' vH &io"iagb*$S3fi «5«oO d*?!su. StoUt &ol

«PSagSts. «« eo¥o «S}3rspBg aO(a£* <$$S$o2u&oA). foaol?

6o<i SO S^d»e Kjft> ^eoSoS'sSt^SS Sec Bs»e, wotsaeo ,0t3» a^etf*

d'sfinCJ* «MJ»Tt igS83»a} fo3 «Ku»aS g)S S»f*><SSTH». 3orfc*$8

SokjSa frgo&dSiS) a&3>Xn> &01ioCSo"4j S>&> 3sa©oa«Ja S'toa

ae^oa. cjfoa io "4 *oa«tt> rejaaoa^ 2.so seaajo ss!

'Sos'ltfs&so a85^ao»5Sjr>«. ea^sxs^aoto qa^al »a^3oa«a»2l

4d»dSr«a^ (3*1 saojaoTP 3"i} '4o»o&, Ss^ »a^aon» 3"ij ajtx«

epcsp, s^sonja^ao?? Ti^ s»o»^>& a&P|ao airfftg). jjh3 3*8aca

2>a qcotJa e&oo.

1. *sj»5" scag*' «3 pKb^tooA 'lea' »3 aaoajtJoa. ariStfjc

RjeroS} d»a*oS> tea. «a a«aj7P aa^seo. 'teao a»a$i |3«so a^
§«• iwwkao' <»a ^pojjo ssr>to. 'soSoso <skss5* foe»se^ s»ar^o'

«s ^sa^aao. sKSo&a "Seas, kjcposs, fceeas mo 3ds>too

aoteao. ^a o&s* p»«sss aa^aaaeo te>. asas $§e* 3a\U2 (*so,

a^eo, a*a-&aa, oejs, Soaa, o»s$, a*$, *»aja3a»«» (ao)tea$*3

•oao^adjcssss aa^aasy (S.». 7«o»g a>oa (I.*, I7*a»g osoo»s svs

a*fo$* $£ Aa^iaspso afiaoa3 ad^©. e&ntrviktS* aav^ t*o

(I. ». 10 *o»03'i5'l affS%dioe a»aoe&$*2.o6. a^aCj q^epajoSs

a»aao|an»essio s*3«n»a5 aojoa. (stgosotf* u»sa b$i&tsg&>o aajoa).

asa^^e* feasts ao|ao»<sr»aS o»o cfc&j&oa. n»£>3a", asswS
aoO $sseo aaa3»s«a§ s"8»o. -& teas^e soiacc&o** srcsadk sop
cwsiaja,

3»fy6 ao^j3»«S)Sjs 3o&> ao^n»dsr«coij^a». bijfi* 3»eadS3

a0(ao«}o tejs/aotea ages as^Mfe assay, sw^fi aoiao»ds»
«aaagea ^doas&ot^a. * 'lea'a 'aaas:' •& 'a^sa' «a *,aoo
saj. app. r« 05, «&«pag^oa aaaos «saajO) 3>jb». fcooaja aj>ia

aads»s^a A« 'aaac^'&a aoAaeo^seo (5-58, 59) z%$e>. foa,
aao aar»i3»^ «a »^ . g^g &,&£*& ajcoaocpaso '«aS3»ar»'e«j
ieae*, ao»oa e»oo 6oa. o^es s»cwon« asa«o»^ foaca" o»^«*
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Com: Those who sing the Lord by singing the padams of Annama-

yya need no other mantr5pasana-s.(vtde verse 23) It is suggested that they

have the miraculous effect of mantras. (Saluva Narasmgaraya, patron of

Annamayya for sometime, put him in fetters for his refusal to compose a

padam on him Annamayya is said to have addressed a song beginning with

'sankelahduvela' to Lord Vfinkateswara when miraculously the fetters fell

down unlocking themselves This incident is recorded in A C by TallapSka

Qnnanna, a brother of the author of SX. These sanklrtans are the easiest

means to spot the treasure of wisdom like coHyna in spotting the buned
treasures of wealth. Singing Lord V&nka^eswara does not merely bring the

Grace of the Lord hke an unrelenting shower of rain but also gives the result

of worshipping all the Gods It is only the Absolute that can give the results

of various other Gods. Venkattswara comprises all Gods Annamayya's
padams are in no way inferior to the Vedas, Puranas and KSvyas which teach

us the way to get fulfilment of our desired objectives and avoidance of the

undesired by their commandments, friendly advice and affectionate sugge-

stions respectively This is their literary and scriptural value

1 The word Klrtan is from the verbal root' 'kjit saihsabdanS' Singing the

auspicious qualities of the Lord is ktrtan This .singing pertains to Vjsnu.

often Ancients have spoken about the singing of Lord Visnu 'Klrtanam

munibhih prtSktam, hareh lflH pragayanam. Srlmad BhSgavata says' sa-

nktrtanam bhagavato guna karma nSmnam' -meaning singing the names,

qualities and miraculous deeds of the Lord is sanklrtana No need to say

that this is part of devotion to God (bhakti) Among the nine types of bhakti

all others like sravana, smarana , pSdasevana , arcana, vandana, dasya,

sakhya and atmanivedana get covered in sanklrtana India went through

the bhakti movement from 7c AD to the end of 17c AD In South India,

Maharastra was subjected to foreign invasions even by 10c AD It had

to protect its own religion and social structure. NBthasampradaya seems

to have helped in this direction (In KarnStaka VIrasaiva movement of

Basavana came up later) Klrtankar sampradSya came into existance in

Maharast a Devotees like Narndev, Tukaram gave a fillip to this There

are two schools, namely Naradlya and VarkaiT in this sampradSya.

Naradlya school may be said to be much closer to the klrtan /sanklrtan

method VatkarT school imbibes more of bhajan paddhati with the

audience joining the klrtankar This klrtan is also called Hankatha Bharata

has defined padam as being evocative of svara and taia S R calls a

devotional panegyric padanuyukta (5-S8.S9). It is clear that klrtan and

padam are synonymous PurandaradJsa's 'devaranSmagalu' in Kannada
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^Ss aj&>a;& sr-ojaa. in3a "3»e3*Joff, aiil end»ej1!).es>a 3t\ati
o»oa. »ay&} ess^ajesj^ "is a30(o»©& u»a?o;K, ja^ «sjo»S}. ws^ajeis^
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are called kirtans as well as padams. Krishna is a popular Deity in
MaRarSstra and Gujarat perhaps due to the proximity of DwSraka
Rukmmi and Krsna are worshipped m MahSrastra, KarnStaka and Andhra.
Gujarat and North India have taken up Radha-Krsna cult The devotional

songs in the Vaisnavite traditions of Bengal are called padaval and klrtars.

The point is that sanklrtan and padam ate synonymous That this padam

and the classical term prabandha are also synonymous is confirmed by

the author's use of both the words in verse14

' Mananffl trSyata to mantrab'-'that which nrotects the practitioner because

of meditation', is the etymology of the word 'mantra' MantrasSstra is one

of the esoteric disciplines A mantra is to be kept a secret always Even the

name of the preceptor is not to be revealed In japa silent repetition is said

to bethe best; repetition of mantra being audible to the practitioner is mediocre

(it is called uparhsu) ; repetition of mantra audible to others is the worst method

Also the power of the mantra is to be inferred only by its effect {kSrya), the

mode of its working will not be clear to us The significant point is that the

powers of mantras are attributed to the sankWans of Annamayya Not merely

this Sanilrtans are to be sung full-throated This is against the japa metho-

d More significant is the point that these sankfttans give the miraculous effects

like mantras despite the fact that they are sung in a full-throated fashion

Treasure-hunters are said to use various kinds of collyna to !md the spots

where treasures are buried Ointments applied to the eyes, a betal-leaf or over

the surface of a thumb-nail are within our hear-say Treasure buned is

concealed An anjanam is a miraculous easy means to spot it out Similarly

are useful the padams in visualising the wisdom treasure concealed in Vedas,

PurSnas and Kavyas That is exactly why the next verse says the padams are

verily Vedas etc.

All living beings desire happiness It is of two forms fulfilment of the desired

and eradicanon of the undesired That » Veda which teaches
,

M a supra-

mundanemethwl to this end Thts^howSayanfciryahas defined Veda Vedas

Tapauruseya, not composed by men m mundane fasten, Aey are «£ to

have appeared before the sages who were seers and heard by taTJ a

tt tradmonal belief In sangltasSstra also apauruseyata is attributed to

SaSSr^=i
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Annamayya's padams are called excursions into various countries or regions.

This description is meant for drawing our attention to the intonational

peculiarities (kakus ) of the sankntans. These 'kakus are mainly six types' ( 1

)

svara kaku (2) rSga kaku (3) anyarSga kaku (4) d£&a kaku (5) ksetra ksku and

(6) yantra kaku. Kaku is modification of sound. A shade of one musical note

in another is svarakiku. This occurs in a melody called rSga The main shade

of a melody or rSga is rSga kaku. A shade of a melody in another is anya-rSga

kaku. Shade c-f intonation found in different regions or countries as being

natural to them is dSsa-kaku. Ksetra kaku pertains to an individual human being

as his body is also considered a particular shade. Shade of melody that is heard

on vtaa or flute is called yantra kaku. Here, one may say, dSaa-kakus are

intended.

Sanklrtana sampradaya of Annamicarya was not new to the Telugu country.

KrsnamScarya of 13/14c. AD. is the first one we know of in the bhajan

sampradaya. He is the grandsire of Sanklrtana Padakavita. His compositions

called 'vacanam -s' are estimated to be more than 4 lakhs. During his time

PotakamQri-bhagavata-s were well known. It is learnt KrsnamScarya recited

his vacana sanklrtanams in the presence of these PotdkamOri-bhagavata-s
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Verse 7.

Tn The 'satkavita-s (excellent poetic compositions ) of Tallapaka

AnnamacSrya are exemplars and protectors of padakavita; they make bad poets

shed their pride; they are verily the graceful glances of VSnkatacalapati.

com: Satkavita brings to the mind asatkavrta too. We are aware of the

usage of the words 'satkavya' and 'asatkflvya' also. Composed with and helpful

to the purity of spirit (satva) poetry or a poem becomes sat-kavita or sat-kavya.

The three guna-s called satva, rajas and tamas condition and monitor the nature

and conduct of all living beings. Alainkankas explain that the mind untouched by

rajas (principle of activity) and tamas (principle of inertia) is itself satva (principle

of self-abidance ) and its excitment is enjoyment and bliss. One suggestion is that

AnnamScarya's padams, excellent compositions as they are, are signs of bliss

Another suggestion is that they exemplify the best way of composing padams.

Protectors of padakavita only means that they protect this genre of compositions

from their name Retting sullied in the hands of incapable composers. It is wellknown

that SrMtha, a major poet in Telugu and contemporary to AnnamacSrya depreca-

ted padakavita in one of his catu verses by equating it with old and saggy fornicators

and widowed-whores. Thosewho are not satkavi-s are called kukavi-s (poetasters).

They are incapable of writing satkavita. Such poets shed their pride on seeing these

compositons. Such are the compositions of Annamayya. (It is a characteristic

feature of Telugu literature to praise satkavis and deprecate kukavi-s). Not merely

that . When they are said to be verily the graceful glances of Lord Venkatapati

it means they are purifiers and donors of bliss. 'YatEr drstih kav£r vacah/ (the

glance of a yati or recluse and the word of a poet ) is the adage of the ancients.

The glance of the recluse and the word of a poet are said to cleanse and purify

us. A poet is also described as 'varnana nipunah'- one who is skilled in describing.

The sanskrt word 'nipunah' means not merely the skillful but carries the etymologi-

cal meaning 'a thorough cleanser' (nitaram punati iti nipunah). Whether we take

Him as Iswara (Siva) or Krsna, Venkateswara is the master of YOga (yOgeswara).

The padams of Annamayya have been described earlier as mantras. In mantra-

iasto, mantra itself is the deity and when it is uttered, the deity shines as effulgent

light. Such a light is generally referred to as kirana (ray) in a technical sense So

Annamayya's padams, mantras as they are called, represent the Lord Himself as

Light and become his glances, sui-generis. This is the great idea here.
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TSooaajea ^asaaea. (aodco^ aoja. 513 %o.)

23



poetic composite (padams, exemphfy the«JC*££53£ '

an inscription of Desati Panda (H45AD)andWrl£P^ tar
.

thef,rst >'»

Des'i tradition is of two streams: Padyakavita [poetic composmon mindigenous verses) and pada-kavita, (mdigenous music compositions) It rn^t be

££ S^V^^ ta ™,UgU hM n0t ^uired the same ««JS as
padya-kavtta Verses composed m indigenous metres of prosody are seen in
inscriptions. Addanki inscription of Pandaranga (848 AD.) contains a 'taruvo.a'
verse; sRa verses can be seen in KandukOru inscription of Gunaga Vi,ayaditva
(848-892 A.D) and Dharmavaram inscription of Calukya Bhlma (892-929 A D.);
'madhyakkaras' are recorded m the Bezawada inscription of Yuddhamalla (927-
934 AJD). The existence of versification in the indigenous (desi) stream precludes
the absence of padakavita and suggests the coexistence of both. Telugu is known
to have had a work on prosody as early as 10th century. The Tamil work
'Yapperungala-K-Karikai' (10c) speaks of a prosodical work in Telugu by one
Vanciyar (vanciyar seyda vadugaccandamum). It is only in the Gudur inscription

of Viriyala Kamasani (1000 AD) that one finds the verses of carhpakamala and

utpalamSla marking the entry of Sanskrt metres into Telugu. This suggests the

prevalence of indigenous metrics alone earlier in the Telugu country.

Pada kavita of dfisi tradition is mentioned in PanditSradhya cantramu

of Palakunki SOmanStha who flourished at the end of the 13 century. MaM3rjuna
PanditSradhya belonged to the 12th century, he was the founder-leader of

aradhya-saiva-iampradaya in Andhra. Palakuriki SOmanStha in his work on

PanditBrSdhya describes that devotees of Siva accompanied PanditSradhya on his

journey to defeat Buddhists in argument, singing tummeda padamulu, prabhata

padamulu, ananda padamulu, sankara padamulu, sanja varnana and ganavarnana

padamulu. (Tummeda means a honey-bee. The word occurs as a refrain in the

songs of that name The bee represents jiva according to Bhuvan&waiT sarhhita.

Parvata means Srlsaila, the abode of Lord MaflikSrjuna_-a saivite pUgnm centre

of great importance, situated in Kumool district of Andhra Pradesh Parvata

Padamulu are the songs sung by devotees while climbing up the hill Sanja varnana

means description of the evening; gana varnana means the description of the

pramatha-ganas-both important to Siva as He dances in the evening and pramathas

are His attendants. The rest of the names are clear enough).
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f&ao£3 db3 SuSiC saaroaseo'. |i.«. 17 *O»0 OSOs'aa 3»aSa

"Sostseasags as '«&» <86*s>cJ'ff' »oAa 8o^so»^ «&» <jse«r>S£ a^eoo

Dot So»oS, SruPSSoSSoOgS 's'«n»o6* S»aa SPO^eS e2 Rtf-HPto

e& eSitooon* 6oo»o3 3!^ «a o'HiPCeS' Sofia 6fiS &j3& £o«*ao
«a>s d»!>a^ sjkpS «&no€* cr>3» 3>\&>. («&. «5*. 3-425, 426,

427).
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Ancient Telugu prosodists, though they went on treating Telugu as

one of the PrSkrts, have been mentioning at least some of the indigenous metres.

Yet they cannot be said to have treated Padakavita in a comprehensive way.

Kavyalankara COdamani of Vinnakota Peddana ( J402-1407 A D) mentions ragada

manjari and Udaharana but not Yaksagana in the deli stream Verses like kanda,

slsa, gtti, and different types of akkaras, tnpadi, caupadi, and satpadi are treated

as also taruvoja. ChandSdarpana of Ananta (1435 AD) treats the 9 types of

ragadas which lend support to a lot of padakavita LaksanasSra Sangraha' of

Citrakavi Peddana (1550 AD ) teaches how the different kinds of ragadas can

be used suitably for talas like 'tnputa' etc. in Yak$agana. 'Sarasandhra Vrttaratna-

kara' of Vellaturi Linganamanlrt (c 1600 A.D) gives padalaksana as 3 kamaganas

of 5 matras each plus 1 sDrya gana of 3 matras, with prasa both at the beginning

and ending of the lines, with caesura after 2 gafias in each line Metrically speaking

( 5x3+3- I8matras), this is Kamata Caupadi only but for the nomenclature of ganas

as smara ganas as found in music treatises like S.R. 'Appakavlyamu' of Appakavi

( 1656 A D ) repeats what Citrakavi Peddana has said about ragada and Yaksagana

but also adds UlipKa (lullaby), pendhpata, dhavakm, suwala (pounding song),

'ardhacandnkalu'. It was Laksana DIpika of Vartakavi Raghunathaiah (after 1656

AD) which not only mentioned pada lakyana and Yaksagana laksana but also

brought different types of songs under one head as 'ma&ura kavita'; Padams,

daruvus Bias, dhavalas, mangalaharatis, sobhanas, uyy&lajOlalu, jakkularekupada-

mulu, candamama suddulu, astakas, ekapadas, dvipadas, trmadas, catuspadas

aXadas are the songs covered undear this head Laksana Siromani of Pot api

^nklmmana Kav. U7c AD) makes a mention of SR. and Arjuna Bharatam

fronLll«l that 615- are padarns and that they should be m accordance

SKfSSSK* areU up with rSga, a. etc he .legates mem

tomusK , severing their connection wtth hterature (L.S. 3-425,426,427).
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$&<& aaaueo a>&&

so. ii sols aa« £=a a

*oS<>8oS2»e» Sfieo ¥3i3ja SoSS" 9

So. ii SiSCO*^ db&idb

^SSSjjqj ^'Sog^i&SaaMO: 36d&>^ 10

So. ii S3 oCSO»6 d35o&

up£"sat)o« sac

0&o<} o»O0 jpflrtS&oScfcc^" 11

&>. ii (<tofc3, *\^,SS»3, %o»o SJS3, Sje^a £«Soa>3 i

o^fll1 s*H&a«w5, aa$ ss5o(p»ootto3, fc&3i
*~

<fcS3 3n»jo5jo)i3> "SoSU'iSoaO d3tt0»ttj (8).

Sen»2jeKon> SSk 3*33 d>di> aoa«*4 a&feife »r>eS 5r»c »3c*cBj3

iba (-»4)aolesw >a# ejfcs»asg set $<& aa'ceo fc> «o sp^w
afi^o^. (9)

O^JPS^aS) s^oasa swsirf* ^Shoa ><S»oox3 (w d»&sn»05)

2<8S j^spss s«»aQ»o aoaao^j *4ySost3Srfca d»o»e> ( essissjyjsc

5on») 385s &>o». (10)
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Verses 8-12.

Tr. TSDapaka Annaya's padam-s are a surety for the eradication of all

sins. The judicious who know the benefits and sing them get the protective care

of Venkatacalapati.(8)

If (these) Sanklrtan-s on Sarvgswara (VMateswara, the God Almighty

) are sung even those whose minds are burdened with an amalgam of various sins

will be free from the fear and sadness caused by the God of Death . (9).

If TSllapaka Annaya's padams are sung with devotion the Feet of Sri

Venkatesa, bestowers of various riches productive of pomp and luxury, will be

realised (10).
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ret aa txxpo saafi* ato»ra
c
p'E o»a&» ajtootfoa spEkpbo.

(11)

*\&eo, %0'e» S$e», 8,ad»0«eo, wKSiP© a&aeo, aeo a»0|O»o »o»«s,

fcabee, S)<fc«o, 'eSoSuKtoaa 06 (Ise ca^es, ££(JP«) a^ar* »ofio7?

4o*J«eu>. (12).

a»$. ii oaaaS* ae^ofi*
,«»

(

^&§'aa»' wtJ^o aa^ |sl. »+a<&

S*3tt3oS t,S a&Sj- w ePfiTJssJftS C5&>3&eo /!>0 9CS>aao»coa5e>a «Co.

'•a^ds+s^aesso' «3a go£* a&a> -s* 5*o aay&aj kpsj Beta

vKiJsaj /ac^oSiw »a «so. »a^dSj <sSa ac§ jpcSj aajaj£*ax>eaj 3s!s

wdka aoisSeo do^S^OS "AoSU»i5e>3d iSsao^S »Q\£p&o. «aj£5<J£>cX5

3fi!b wdWS Sn»eo 3»Su»al d^So 3aoB»aI i£a SouoiJo? >j2o

«sg30Oo(isa. >jaS aa Ska tsssotj aa e&e Lis $5 i&c&aeo wswa,

as6 aa^sj 'o»«d»s <&»^dS) aaa»eT!>' wa^o spo» as^

jfa,. a>>gd*sa^db aaaueofe soieae'Sa «.g »so. aaaueob d»a»e3a

3oS* «go. «^c& SO»oJtoa (jSHWl wd&a 2B°c» >&«$ ^SoSlbSjBsa

*^r
*
s"5ai

^,5r,*'5ai ^ocas x&jo. *» aa$o«* wsjasrtgas, Soaa"

3aa»e3 5*i5 aa stgas tfo:
;
^ao «a eJ we^soasa aoaa^aa»oa

1935 3h3 as^jsoa»o e&jao d»B*a§ oa^o??*~»s6o^«aoa.

aerofi* aa^off* Sostj^seae «a^a*a>$ j»upS aaooa sao»e&&

s»sso, ^ae a»A$e&a» s»aoo aa^oAoa. «a^&<&$ '^obkj asosso'

& *Jp(6 ^okjpsjsS w^oaaaj&j a»ja» {F& ts&so s^ajsMfage

a&a 3a Ps*^ oo&Jisjv ssotAsa, »a^ax&£ *)on»e soloaoss S*a&

s:oo (i»dssaja»a 33»aa "asayS'a afcj Treaooauj '»a^&pe£ aeja.'

42a>>6* »efiDoa»i 60a. aoloa«^oo b^stspcc i»(a eas& s*63o

ao^a oca s»aa»j.
***

29



The Enemy of Demons, (Sri Venkatesa ) having fallen for TaDapfta

Annaya's poesy of pleasing phraseology became un-interested in the utterances

of others (11)

Tappaka Annaya's verbal innovations are beautiful. They become

Vedas (the infallible scriptures), SSstras (sciences), pufarric stories, essence of

wisdom, rows of Sgamas the very contents of mystic formulae, ethics andjnorals,

pieces of art, the very secrets of God's chamber-Pleasures.(12)

Com: There is a pun on 'annaya kovidula' in verse 8. Splitting it up

as '5 + nayakOvidulu' yields the contextual straight meaning of "Those or such

judicious scholars'. 'Annaya + kovidulu' is another way of splitting the compound.

It means those well-versed in the compositions/personality of Annaya. It means

those who know the devotion, personality and scholarship of Annaya and sing his

songs will get the protection from Venkatacalapati How are these two things

connected'' The Lord is devoted to His own devotees. He is more pleased with

devotion to His devotees than to Himself. This is a concept well known in

Vaisnavism.

In VersdO there is a pun on 'padamulapai' in 'tfllapSkannaya padamula-

pai' Padamulu means sankfttans; it also means the (two) feet V<"*»*""*

T he feet of Annaya and sings his sanklrtans, the Feet of the Lord will be

reaXL?" another meaning. That Annaya after leaving his mortal coils h s

2K Vaikuntha, the abode of Visnu (salokya) and assumed a form snnite to

m KSritoya ) 'is o be understood. The te« reading as 'sampatpadamulu »

?liS as 'impatpradamulu' in view of the fact that thewo words Sspada and

StmlconTeS^
ipadamulu' means the same thing and appear repetitive.

The 1 1th verse speaks about Lord Venka^ara being captivated by

mat wnh Knsnam^rya's <««r^^itSeSS "d dashing (with

and that with Annamayya's eroticWj£»*Jj ginaLaksaiiamuLs

a lust for life). (Anna, cantra page 42). It is prooawe

slightly posterior to AnnamacSrya cantra.
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fcs^cgvd, ?o\g\fl - &3sf> S»&CS:\. *<3'& $or\2^*3 a piece of art «s>3

58»oo»3S "JiuOtu #&&rw O&fotf* 3»5s5iij5*^ 'SCjpoBo' 0^ D»SSo1j

sja a»c« "as&TtJs art*.
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1 Versel2 qualifies the padams/sanklrtans of Annamayya as 'krti-s

Etymologically, that which carries the skill is km, a literary work, a musical

composition, a painting, a sculpture etc. This particular usage may be the reason

for this nomenclature sticking to the compositions of Tyagaraja and others later

on. This is a much better word than the compound 'kalSkhandamu' currently used

in Telugu which is an uncouth translation of the English expression 'a piece of

art'
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13

14

ion SCO'S ^EoSSonso

BOSOMS «^oiio«o 'SoSoCP'b:

US SO i« S «&£Sm

aa^t»n asajjao^cfiVs.

se*a5 a»a>*&car»a awsjo^ao3ea^c»

o&zT a>o03 so^ootaa i«3o|p»»oo aocw»aj

SOSSj^So *\^a^8a»71» cn>aff2Wa35" 15

OBoaje»SxcSS>e &8&0&
8ifcjtP(tooS oeff'scaaos^

dS7,3*cdSwo8CSo(& &>&&»8aua 16

Sin assr-ar^dfc sar»»"3j T3©d£o aj^o»a33» (Ko«saa5"

a&ao r^ac^^aaol>3cac^$&>eoEDs5' 17

WuG&io vStii JJ'OMVSp .SitfSBa (KolJ»6* a3a,07S» 5r»5p&3

<r\jyjsya>3 ac&araas iosu'csead JeaeiS qs^eas K^aagac (S3,

(wocos »3^aj»;j*c$i>) ertj>Ko*&«j»a>. (13)

ae5S3«r!«r'55a»3s wSjdSpa^&i a&^s aaevsa «^o, e&es*© 66

«a»dQ°Qa9 iotxoa. «c«JSi (dtj>ojssiiocsj&otj»&) (14).

KsSoaj^ &«ooa »aafla o°«>3a^ e*so£* aoieaaj «o«07? 3dk

K*oas3»j a»&aj csoo «^o»sj waj^sjo?? ao»j
r
jo«pa.«* sajo&

a»ajo?r,

^»oo:7t»sj, »»^|«oqyoi5^ot3S aj-»o sa3j«ar»ojr?a5, o&&j_an»«b

tfo a,a w'3T,ao&atj:n»S5 (KofiBx*d«3 3jt5ocT»& (15).
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Verse 13-17.

Tr. The great creator of the poesy of musical compostitions (Annamaca -

rya ) defined the signal characteristic regulations of padam extensively codified

in works like NStyaSastra called Bharatam, etc. as also the model kirtans on

V6nkat5calapati. (13).

If one can understand the modality of the examples and regulations

of padam as enunciated by such AnnaySrya as described above and compose, such

a one, even if he be a green-horn (lad), will become a maestro, with his

composition being comparable to a gush of ambrosia (amrtadhSra) (14).

TaUapSka Annaya, the top preceptor, intending to freshen up

sanklrtana, brought forth its governing principles in Sanskrt in such a way that it

afforded pleasure to the best of poets, that it stood in complete agreement with

s*astra and that it drew encomiums from connoisseurs (15).



o»gd»39
il<&>5>

e&Stoc&^rf! r&S«P}&. wefrS «a^oiS3 to&frii

dfcottj. !$& ««» r&&^ Tbg3»iS&. oae&jcSa vt "Sa>Hea»B-L

sfKto|4 as^oiws onntaoS1
aaxvson* jas^od ar»«»8n»a (Kos»&\,

waJOSSTka arHooS* arOT>ap>& «3»^r»^3ov«5 a»^, 3ai&r>S jsvj ^
(3«>fo«*) sa^sr»&sn» 3d»&. (16, 17).

n»£i !«paj3»8o"i> (oSfy Sj^SO. &3SSXP Lo»S3>& wots 24S5S

°*i
a
i

»)^oi)xo»es3 «0|d»&o. ca>C[d»c&'^s ««art5 eaas^a sjoa

jscp^aJj tpaay; &ooaa sstfo acarwb^utJ a»ac£>j. »3"|a7vr>

&3©§a ee>oa>s aa^as ^ays sj»'3ae«5 ^ 4ot»oa. »»^ajc&^

a&«a3aj5fc» d^oto. 'sapspmajfise Qipaaa» o^dsr»&^s apa*

aaxr«&©3oar<' Twsysvi aajiM s^iffi 'wa^arM^ 36(8' 3§jav6.

aa eoja^i»cr>copl (1537) s^cmbjo «*>3o5* 'wortssacp !>«p&3»&'

«g>a "aga (1509-1520) <s»osoo Boas:, skews e&&xa> sa^ oaea>

asos3»ag& aa o»«n»oa 'sasss» Urs^'aa tea 6oesacbj. pan^
ajss s»«s"ajin»e»; soojo «&, ase, 0(«, so&e saonea 3*e» es»«».

««d»a>5o5*as, (ea»£&j>a» jaao^a^ s^oaaus sa ^(asea^ a^
>a» «a>saj 'yagsajettja' 'ss(ca»^' 'soo» bo«a&' qo»ja e&&>o»oO

aa«enjH» aejaaaa aa^aiSy. a"a>3» wa^asdSgn^ aa,<&o«* 'aasaa»

ionba-ajo' a«Bsaj3«o6* aotoo&ii. «*3ja7vp&g» 32,000 Soleaw,

ajao^uoi5o7i» is&ibS* capcjfcejo, *)o7?ea3ot3a, 12 *as»«o, »os>\

8ofi* lSoSu»(a 3J»3*8^o, SSe «r>a,^ jro* (aooo»e» (ft8(auoCe»?)

(P»*»&j.
»3}aj*cr*5<j cs©(8 aas a*^. 30s 3&fo tplfisps* aoaoaj»a

^aawB* "is^og ^tpdteMjios aoaL^a, s>c*o, [»cs\8, "a^a^ie
«pa.ff| sao»e"3«p(Wia (1053ad). u|J3Sa (C1150) S"a^ga>0'5sj&, s»a£3

8:8^»oB); 9ac5atfi:^ (12/13 C) %»o(0SSo»io°aj3»&; 68^3 S3(aa»i eSja

(afcaTt. ^i^^a o»8 sa3wj»«par»3b£& gps sa«pfapaj3»>2. ««>s
"aga

l

*»o(as3o»j)«paJ3«isj'. »a^ax&| 'aasaotfapaja-S}' «awc4L
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Here flourishes Tifllapaka Annayarya's son, Tirumalarya who is the
preceptor for al 1 am the eldest of his sons, Cma Timmaya^nLe With the
permission of my fate and bowing to his feet, I w>H enunciate, for the pleasure
of scholars in the sastra, the great scnpture-kke teaching of my grandfather
commented upon by my father, in accordance with the original and its commentary
and in the form of sequential Telugu verses (16,17)

Com. The word 'pitamaha' means Brahma, the Creator The compound
padakavitfl-pitamaha means the creator of pada-kavita or poesy of musical

composition This title-like compound may originate either because of the creativity

of one's compositions or because of then- sheer bulk or quantity. To say that it

is a title of Annamacarya, the question as to who conferred the title on him has

to be answered. There does not seem to be any evidence even to say that SSluva

Narasinga RSya, who revered and patronized him quite for sometime, bestowed

the title 'padalavitfi- pitSmaha'on him A C merely states that Narasinga Raya

listened to the captivating padams praising them as 'unseen and unheard of Cma
TirumaHcarya (c 1 537 A.D) knew about thepresence of 'Andhra Kaviffl-pitamaha'

Allasim Pcddana, in the court of Sri Krsnadevariya during the period 1509- 1530

AD Familiar with the title of Peddana, Cinna TirumalScarya, perhaps, thought

it fit to call his own grandfather ' PadakavitSpitSmaha'

Brahma, the creator is said to be four-faced; andpoetry is classified

into four streams, namely Isu (extempore, vistara (extensive), citra (the wonde-

rful) and madhura (the sweet one) As Brahma, the Creator, creates the world,

the poet creates the world of poetry Such similitudes seem to have led to the

formation of title-like compounds of 'kawbrahma', 'kSvyakamalilsana' 'kavitt-

pitamaha' etc However there is no doubt that the title-like use of 'padakavitS-

pitamaha' is justified in the case of Annamacarya in every sense He has composed

32 OOOsaruiunans.RaMyanaandSrhgaramanjariindvipadametreand 12satakas

in Telugu Vcnkatacalamahatmyam in Sanskrt and various prabandhas (gtta

prabandhas'') m many languages. A C bears testimony to tins In Telugu hterature,

NarayanaBhita.mennonedmNand^

Era' m SSnskrt, Kannada, PrSkrt, Paisfci and Andhra languages Baddena kav

c 1150 AD) caDcd himself 'kavyakamalasana' and .was referred to as kJvya

ItnrL.Ahl' 'Sivadevawa (12/13 c) held the title 'Andhra kavitapnamaha It

TZUJ2 Xla • called' kawbrahma' taMHV
.J.

l^lhtr of Srtnatha was also a 'kav.tSp.tfimaha' AOatfni Peddanna held the
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&S5*d»tM e&cri^' a»o48co BajfofT* |3!>go. SoS^jtto, |d»S)tfo,

T\rS>», ar*o, *&**a, £-*«, »a($c*o, mo(«so - qs tfj^j^oa ws^sa

3*rpa>. cnyTwsptfso s£e«* t^aa a>es»fi>a$u> wa^fcsaa*

ribOa. «^<T»iH?3^)ffJ SP&gS SoiSsPtta wfi^c&o. "SoCSsSoa^ *»a3»*£

t^J avas 3"ajsr>*>a} «&-**&.<£ aep^asao. jwjossns^ssr* '•a^ip

wS^r^BoSSo 3&j (7-11-1537 a»&j) u»A"8&«&a ^oxWaa. s»n»

jjtfS (WtooasS »3^aidS$& aeJ<T'2.e» iR>"j Ao&oo »o«rt5£&. »0

at3^0)S* &S^* 'atftg^e&aaW - 'tf«$Boea»' «^%Oo aaau,

aaySS* Sfico^i* (7
,Sa, e>S> SS>9x>S'{!J)&o eseoS'O^'Ji^Si'S 8SaV4,o

9&&&P&) (K«PehJH>. f^So e»o~L JiiS'Ss'iSo; »& 6|"SSBr«ao7P £o«jso&.

Jfgo, ftjOj, 8pao, 6So, Ko«o s&rH"3 £a»n» 3a$*&5uo, -CSOjoS*

&»tx§*atjo, SoilS* ^Pttoo, iJ^S* toOCiPBoo, S»S»5* S»S3 CSPS

tx>sg assays: 2s»6o, a^Sso Se»fo«fco&. &(3s>^ safi*S>a >8'Sj 'e»o'

»a!»CbS»U>oa. &'&s,3i$&o€*!> qo\&&}ti&zZi$ 8"a|3d0*) a6S?o3eS"$

C;S»3i$aon» apfiyj'i'o ©WSSSeSjoi" |a"Ax&o. B5o^3 STOSo&k. p*So&)

eaoAss. (a«n>a J?5* fc oa^a^ea aa*) «s weos-e&e ts$(3»dfoo.

aa^ae^ sa «a^ '•» ©areas' i? aajra^as. aa a&a>

oKPttg'S 33* ecoSttxtig, aaaasj*^, oojajefi^a, ©spj'&a, oaos^,

osj oajia^, *ia^ d&ajotssscon^", &&*t&&3 esdSxoipiT, fi&&e - »3

1!>g«* a^eosao aoa.

a&TJs" aa^o«*
,

asa7•aJ^dS}»a7•aS3
, *t&i> aca>a» «ota «*8|o,

A*\«io, (S5j»ao «*) »o»«u; wo""^ «S7v&s» sots Uao, aazSso,

So(acs»di» ws ««g«o. aoapax^tsssaj^ asuocsl S'w'Sao, *%.,)&

asa «<S»o, Si»^ao|ao»ds» «"S ajpaoes*© »«niwspox» &axsxro»,
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Along with this, 'asta bhSsSpSnditya' (being a scholar linguist in eight

languages ) was well known in Telugu Appakavi (16S6 A.D) enumerates (1)

Sanskrt (2) PrBkrt (3) SauraSeni (4) Magadhi, (5) Paisaci (6) Colika (7) ApabhrarnSa

and (8) Andhram as the eight languages Malhkarjuna Bhatta, author of a part of

BhSskara Ramayana in Telugu was 'astabhasakavimitra'. It means that he was like

the Sun among the 'astabhasakavi-s'. According to the inscription of Pencukaladi-

nne, NScana SomanStha was a scholar in astabhasS-s Nissanka Kommana also

was 'a$tabhSsakaviffl pravtaa'. TSljapaka Cina TirumalScSrya, our author of

SankMana Laksanamu , has composed a dandakam m astabhfisa-s and had it

engraved on copper plates on 7.11 1537 So it is probable his grandfather,

Annamayya, knew many languages. It is also one of the qualifications of a

vaggeyakfira. That in verse 14 the words 'padam' and 'prabandham u' used in

the compounds 'padalaksyalaksanamulu' and 'tat prabandhamu' mean the same-

thing and are synonymous, may be noted

In verse IS, when we understand bhavajfia-s as rasikS-s the implication

is that they are knowledgeable m AlaflkSrasSstra which may be called rasa- sSstra

Modification of mind is called bhSva. It is in the form of excitement This

excitement occurs as a result of auditory, tactile, ocular, gustatory and olfactory

sensations and activities. The distilled essence of this excitement is called rasa.

Fine arts try to convert our awarness of mundane sensations into a bewitching

enjoyment of rasa. There is no emotion sans rasa; no rasa sans emotion, (na bhiva

hinosti rasah, na bhiv5 rasavarjitah). This is the thinking of alamkanka-s.

In verse 16, the author calls himself 'Cina Timmaya . Cina Tirumalaca-

rya was variously called Cina Tirumalayya, Cinna Timmayya, Tirumala DIksita,

TimmS Dttsita, Cma Timma, Cinna Timmanna, Cinna TirumalayyangSr, Ciru

Tirumalai AyyangSr and Tirumala.

In verse 17, there is the phrase, 'paramfimnaySsamSnamai' the compo-

nent ' paramamu' carries the meanings, the first, the best, and the most important;

similarly the component 'SmnSya' means the Revealed Scripture (Veda), the

Teaching (upadSsa) and the tradition (sarhprSdiya handed down from teacher to

disciple) So the phrase can mean the Ancient Veda, the best teaching or the most

important tradition. All the three meanings are correct and good. Readers may

choose the one they like
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1. In verse 13, Bharatam etcetera includes certain other treatises on drama,

dance and music. Bharata is the author of N.S. Thework is assigned approximately

to the penod 100 B C -300 A.D. This is the earliest available treatise on dance.

Music and literature are also'treated in this, in so far as they are relevant to dance.

Though it is known that Silali and Krsasva, the authors of Nata Sutras existed prior

to Bharata, their works are not extant The word 'bharata' is sometimes said to

mean an actor, one who could sing with bhava, rSga and tsla. This makes room

for saying that Bharata is a fictitious person and that N S. is a compilation of the

work of many writers. However considering the fact that N.S is remarkably free

from inner contradictions and self contradictory statements as also its keen powers

of observation, one can believe that it has been composed by some great man
Next come KOhala and Dattila. Kohala's work is not extant. Dattila's work, m the

form of a gist called 'DattQam' in 242 slokas, is available, This is thought to belong

to 3rd/4th century A.D Next comes 'Brhadd6si' of Matanga This is assigned to

the penod bestween 5th and 9th centuries A D. Some think it to belong to 5th

c. A.D. Next comes' Sanglta CudSmani' of Jagadekamalla, son of Calukya

SOmeswara Jagadekamalla was a reigning monarch between 1 1 34 A D - 1 143 A.D

'Sanglta Sudhakara ' is the next work, composed by HanpSla Mahlpffla who ruled

SaurSstra c 1 175 AD. Next comes the famous S R. Its author k S^arngadeva. It

is thought to have been composed around 1230 AD. Sarvajfia'Singabhupala

(c.1380 A.D) has written a commentary called 'Sudhakara ' on this work Again

Kaflinatha employed in the court of DevarSya U (1446 A.D - 1465 A D) has written

another excellent commentary called 'KalSnidhi ' on this S.S.S. of Pfirsvadeva

mentions Matanga, Bhoja and SomSswara; and it was SingabhQpala who quoted

PirsvadeVa for the first time So the work is assigned to the period between 1 140

AD -1380 A.D. Among these, the author of S.L. expressly mentions S.R , S.Ca,

S.C and S.S in verse 18 without mentioning the names of the authors.

2 'Prabandha' is a particular form of music (gana vis&sa ) in bound

indigenous music (mbaddha deii gSna). S.M. gives expertise in singing prabandha-s

as a qualification of a smger (prabandhaglna lusnStah } (S.M.Sang. Adhya .4-34 si).

S.R gives three names to the form of bound music namely prabandha, vastu and

rdpaka;

'sa casmabhih puraprokta nibaddhaihtvadhun&cyate'

samjnatrayam mbaddhasya prabandhO vastu rupakam'

(S.R.4-6)
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PSrs\ad6va's S.S.S. also gives the same names 'prabandhO rOpakam vastu

nibaddhasySbhidhStrayam' (Adhi 4-1) Among these, the word 'prabandha' is used

in the case of gtta and vfidya . That means there are what are called gTta prabandhas

and vSdya prabandhas . The name rupaka is used in the case of alapa and certain

prabandhas Alapa is of two kinds. ragfflapti and rOp&kalapti. The latter, rOpakaiapti

means alapa for a song in the prescribed raga and tflla. The word vastu is also

used in contradistinction to varnaka. Vastuprabandha is distinct from varnakapra-

bandha.

3 The 14th verse, one may say, indicates the 'anubandha catustaya'

(the fourfold correlation) of S L: both his grandfather's work in sanskrt as well

his present work in Telugu. The subject matter of the work, its contemplated utility,

their relationship and the readership for whom it is meant, constitute the fourfold

correlation. Here the regulations of pada-compositions called sanklrtanams and

examples of the same constitute the subject matter Acquisition of knowledge and

ability to compose the sankntanam-s is the objective. Their relationship is that

of the objective and the attempter. It is addressed to all those who are interested

in learning and equipped with good powers of receptivity and retention; even boys

4 Among the uneven verses (visama vrttas) in Sanskrt 'amrtadhara'

is one. The number o! syaHables (aksara-sl alone is important in this metre. The

first line consists of 20 laghus+ 2 gurus. The second line has 8 laghus + 2 gurus.

The third has 16 laghus + 2 gurus. The fourth or last line has 12 laghus + 2 gurus.

The author does not mean this verse.

5 The 17th verse constitutes the statement of the author's aims. It also

suggests that his work is as authoritative as his grandfather's when he says that

he, having been permitted by his father who had written a commentary on the

same work
, would follow the ideas in original in their sequence and .render them

in Telugu verses so as to please the scholars in the science of music. Annamayya's

work is not extant. Though it cannot be said that the Telugu work is the translation

into Telugu, the author's intention to follow the order of sequence makes this work
also as much a scientific treatise as his grandfather's.

6. 'VSkya ' is defined as words used with the intention of communica-

ting. It may be a single word or more; it may be addressed to one who is present

before the speaker or to someone elsewhere. But the meaning should be self-

sufficient.
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v"Jir»aoo iotj'S'Sa s^o.
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7. Verses 16th and 17th tell us that Cina Tirumalfcarya's father was

Pcda Tirumalacarya and that the latter had commented upon Annamayya's work

in Sanskrt . TSUapaka Cinnanna (Cma TiruvengalanStha) was the younger brother

of Cina TirumalacSrya and he wrote AC. in Telugu in dvtpada metre. A catu verse

of TenSli Ramakrsna ( in Telugu ) states that while Cinnanna respected dvipada

composition, Peda TirumalacSrya respected padam composition. Peda TirumalSca-

rya's commentary on Annamayya 's work on Sanklrtana Laksarja in Sanskrt is a

solid indication of his great interest in padams Like his father Annamayya, Peda

Tirumalacarya has also composed 'srngata sanklrtanamulu' as also 'vairSgya

vacanam&lika gttamulu' The words 'alaru' (exists happily) and 'tandnyanumata-

mbuna" ( with the permission of (my) father) indicates that at the time of

composition of S.L. by Cma TirumalacSrya, his father Pcda Tirumalacarya was

alive . The implication that the latter would have approved it only if it was in

accordance with the original, is obvious
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Verse 18:

Tr: The great pada-tradition called Sanklrtanam is being explained. This

pada is spoken of in the chapter on prabandha-s in the beautiful work SangTta

Ratnikara; enunciated under 'dCs'aila' (desa+elS: indigenous 513 ) in S.Ca. ; its

corresponding work S.C. also waxes eloquent on pada; S.S. also gracefully includes

it This padam has been treated and defined under various heads like vrtta, cDrna

and nibandhaka in the 15th chapter of 'Bharatam' which is the source book.

Com. The author is making clear in this verse that Sanklrtan is padam

W sanklrtan tradition is verily the pada-tradition. Not merely that. The hoariness

of this from the days of N.S. of Bharata and the uninturrupted nature of this

tradition is spelt out by tracing its treatment in the N.S. and the subsequent works

S.R., S.Ca., S.C and S.S . Thus is the excellence of padam established.

1. 'Bharatam' here means the treatise of Bharata, i.e. NStya Sastra. In the

context of vScikabbinaya (verbal interpretation) grammar and prosody are also

dealt with in this work briefly. Our author refers pointedly to the 15th chapter

where vrtta, cOrna and nibandhaka varieties of pada are dealt with . Today N.S.

is available in three editions, namely' the Benares edition, the Bombay edition and

the Baroda edition. The subject matter referred to by our author occurs in the

15th chapter only in the Benares edition; in the rest of the two editions it occurs

in 14th chapter. Clearly the version of NStya&stra available to our author has later

formed the basis forthe Benares edition. The following are the relevant slOkas:



Ztt&pOo SOogd&o Sago CSj^rtbiKS

•Sag aBo 3otttQ>\T°Ac&{r>

(|lS&

Stttg&e aodsa^o dko^aaajSjaSi

csa^aa #&&$,o «o5*ji)e2e!o»aa5"ii

(a».*».»5*a» &»(&». 14 »g»£-38-42)

»o«J5»ai. 3»0£*\j^ £P«»q»^Si>o (aS*CP> a»(ae>o. 31 wc^)^ aa

to jasjo Sojso^off* hao aao^assMjaje^aa »» eSp&trox *»«P3Sj*ao

' aas&gf,'sjs aa^oa. q& s>fisj»(aaca>a aao; 3oie3aja^sr«i3. oja

o»so s3 aoAa^^scyjo&ii) aa '»oAa cso(oa»' (!.«. 1625 aj»{Sc»ja)
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s«)S, triSfio 's6ao' wsa&rtfcoaa, aaugikoa 'bS**? «o^»es»«jboa»,

$a as$3a (jxssr'sa'aja »oaj3e «»|*aa>a}«£ aaaoH»n«3 (aapftocn'os

aa^e». (cst^jso : s«.i>.<ik5'.t»6'. »j^o»ajn»o sHj^^jaijrao. Saab.

%o 1161-16 •& arjt« S30<ss» 890 a>>) 3»»t5 aa»jo»c«js^a aao

2. ijoaiw -wsa^oS* rs^ soAa («o5w> "&0CQ53 3>\&>s»a »«*

v^ljtoo1* »«"&& aay6a»; bh}
**|»pgji 3h3ocs3&. t&> $easa

s»cgn
v
«^on» &a& erabsufc^ («o#o 'a.o^a-^' (»ofc wCb3oS*s"e

(Kofio) eoOKS:. &S3 a»oa> '«6$B«o' 'ajgCeao' »3"Soj5* '53»ca«d»

a»|&' (12 £©?Js»e (Koao) Ae2a» »a cosaj&j »o^a>s ^caaassa
'«j»s^s»*s' ((!.«. 1175-1250 (>o.) s^xoao ao 3e»ajoa. t&
tfuxubz^ sHj^r^p (i.aj«. 100- it* 300 swscs'o'SS 3o&oaa &4
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'ebhil) sabda vidh&naih vistSra vyafijaniitha samyuktaih

Padabandhih kartavya nibaddhabandhSstu curnavS.II

vibhaktyantam padain jfiSyam mbaddham cQrnamSva ca

tatra curnapadasySha suvibodnata laksanam II

anibaddhapadam chandahstadhficaniyatai?aram

arth8p8ksySksara syOtam jflfiyam curnapadam budhait} II

nibaddhSksara samyuktam yaticbcheda samanvitam

nibaddharhtu padam jfiSyam pramfina niyatfltmakam II

Svam nSnirtha samyuktaih padair vama vibhOsitail)

caturbhistu bbavedyuktam chandfi vrttSbhidhlmavat H

(N.S. Baroda ed. 14 Adhya-38-42 Slokas)

Not merely this. In the Tula adhyaya of NS (31 ch Baroda ed) in the context

of saptagfta prakrti a gtta is said to be a form of worshipping Gods and that it

brings punya; that it is called padamryukta. A musicologist by name Vipradasa

in his Sanglta Candramu (Prior to 1625 AD) says that asravana and other

subsidiaries pertaining to hymnal composition are of two kinds, namely apadam

and padabaddham, the former being called nirgltam and the latter bahirgltam He

urges that as bahirgltam pleased all Gods Ssrfivana etc may be used as padabaddha-

s only. (Vide Nttya SSstra-Tel.tr. by Dr P S RApp a. Rao page 161 Foot note

16 and appendix -2
, page 890) So padam as a hymnal composition continues

uninterrupted from the time of Nfitya SSstra

2 The author has mentioned, in this verse, names of some musical treatises,

but has not mentioned their authors nor are they in a chronological order The

N.S. available to us today, is called 'satsShasn' ( a work with 6000 slokas).From

SSradfitanaya's BhaVaprakasaka (1175 AD- 1250 AD ) we understand that there

was a bigger work with 12,000 slokas called 'Adi Bharatam' or 'Vrddha Bharatam'

It is estimated that the N.S extant today belongs to the period 100 B C - 300

AD
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9«psaoAoaa>, ««p»bo *ot> a©so Aosaour 'c*r»e»&>d' |Ko«o$*

3s^oaoa» C5o(as^o 3i^;j»ea ptsooo so - o»& s^taoTP softa

ttr,B»S:rf3 CiPS3a3iS4DH>. »o3s»aj. 5oA3 CSPC&dS dcjO |Ko«o

»oAa csojas »ssf»o« aeos^a.

'aote &>(as' »3 Soa^a |Ko«o "3oao»^7^> (*»6e «&eo ss&)

acr>fj(3oa #• *is»s8 ajpaj dsspaaejti soAa*^^ 6aa> c. a5\

seajfc &a«i" ajt^e1 aa swo^ *3jt» aee&sja. Soslctfje ^^
aay'a^c&o, fi&ae^ss (*jf so. 7012) $a &oe>. wa»^«on» as^

aj&y&a 'aoAa ^o(aa»' ^a "S& (Ko5po%5*5»s* aec&as.

acp$o £oao a'OoSjipi'eeS »ofta &o»58o. $a jl.». 1175 |d»oo»

aa. ao|CT>S3 Kse^ajotf" co<£ioo£" ^sk^pS^ ojuofi* us s»/\a»j wt
(SO (R.3082) 6oa.

*"

1230 |*>o«S> ccw.
*~ *A ~*
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Next to this comes S.C. At least four works are known by this name

Three of them are in the Oriental Research Institute, Mysore and they are in bad

condition One is known to be in the Oriental Institute, Baroda Among those at

Mysore, one pertains to an unknown author ( P 1298/1). Another is by Jagadeka-

malla (P S081) Yet another is by Hanpala MahTpala (P 105/1) The leaves of

these three manuscripts are said to pertain to tSla and do not include any on

prabandha-s It is understood that the mss at Baroda is in Malayalam script with

the author named as Kavi Cakravarti Perhaps, it is this that has been published

by the Sangit Natak Akademy, New Delhi, under the authorship of Jagad£kamalla

This deals only with tffla Be that as it may, the Kamataka SangTta PSnbhasika

Sabda K6sa in Kannada compiled by Dr V.S.Sampatkumaracarya ( Vol.1 - pages

286,287) says that JagadSkamalla's S C. , an authoritative work on prabandhas

and tala in 5 prakaranas is available at Varalaksmi Sangita Akadamy, Mysore But

it is understood it is only a copy of the above mentioned p.5081. We have to

presume that the S C. mentioned by Ona TirumalScSrya is that of JagadSkamalla.

He reigned between 1134 AD -1143 A.D As our author quotes only the author

of S Ca. (in verse 41 )to the effect that S C lays down the absence of sikhSpada

if pallava is there and vice versa we have to infer that Cina Tirumalacarya had

not seen S.C Not only that It also establishes the fact that S Ca. is posterior

to S.C /

This annotator has seen a photostat copy of two chapters ( up to Sarlra

laksana) of a Sanskrt work by name SangTta Candnka, with Thiru .Dr. N
Ramanathan, faculty of Music , University of Madras, Madras. The author is said

to be one Madhava Bhatta. It is understood the original work is at T.S.M Library,

Tanjore. S V.O.R.I Tirupau is said to have a photostat copy of the same ( Stock

No.7012) Whether the unpublished 'SangTta Candramu' of VipradSsa and this

work are the same or not is not clear. Both are dated vaguely as prior to 162S

AD. and 1615 AD . respectively

The next work is S.S. of Haripala Mahlpala. This work is assigned to

circa 1175 AD. There is a paper manuscript in GOJvfe Library, Madras-5

(R.No.3082)

Next to this comes the famous S.R. of SamgadSva It was composed

circa 1230 AD.
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3. Sofa* 30(&S6*£> '£?«>' «J»Xo JW3& S'BS&S* a©A« Qo^SOo^A

(SuoCWj'cd&'As SjX5S\i5§ <XH». #* •^«&oCi
SJ»8(3uoCP«», *»6(3uo

Co^ 2(338 (3ooC*eo, >eX3T*8 (Buotyeu, (SPSS riSuoCeQ vA kOSo (SotS

5c, sen, {SoScejo^ ^ajou'jJs a

00$ «j»"ii 5o»fcc Cjiftt srsi A3c<$ n

(a«A. eo»^. 4 «p$ - 23
*J)

5c, SCO, toi, S8», Q^ouS, eo$, c», dso«6 »3 aaao

|SuoQ>e» %P&|SaoO>«)S 3S}KBO»c&a «8o. &0* >Sr»3£o afiSJVfcoSa

ao&ff* ^o assfo aeso «a oao&a>o«ip&^o ^j^a «©(2>»ds>o. u&
fofi* 't&ofl^&d' WtoOS *«!> 3oSO B&ra S3

(i4.».
1700 |3»o)

bVoA aepeooT' «a aiKnaso s&toooT? 4osa<53our» ajo» (n»*»&>.

Sofij

"sous^u 7I*c»o|3 (8ac»;j»ofi> tyS^So

•s^o»n»%a a ^««j»a.o aas»o aajsayaaa^, aar"&> 3B»ai5o&

»ois»(«d535Sj5 »a "iojKoaaa^ aeas» Aas©sa» »aa^, o»a sr"(«p»35S

aaaa»3s'a'Kfl»a>o5i xrojwsaa^ ar^aae (s)s> «s (»)s»tp a»&

rasaa^, aoA«eo^5oa» Tiuasa [Ho«ss»(<») »&3 <seo»a a$»(as>eo

e^oouja ^(Kffl dfousofc." («&a.«5*. 3 m-425, 426,427). afio

&p«>&e& 3oaa ao »3a aas* jkto&awsja.

& sollaso^ssoe* 3^3 'are' *g© A« a^aaanftj^ a*j a*

¥gs>a soi3»»}a cg»$. 'ca&goa lasts' •a' »ote |Ko$o (sj»&s "Sos

Jswp (17 *), aeAtf a»o»5»)aaM ecoas ifcea-a 3j3«cb> (18-*) -e*

•©d^b^ e&saocpO}. s»a «£8o«* a*«>fa«a=»5e»a «a as&& a&j
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3. Since the 'desaila' portion of S.Ca.is not availabnle to us the prabandha-

dhySya of SA. may serve our present purpose. Many prabandha-s, under the heads

of sOda, Sli, vipraklrna and salagasuda are described in this chapter of S.R. 05
prabandha is one of the soda prabandha -s'

'els karana dSnkibhir vartanyS jhombadSna ca

lambha rasaikatalbhi rastabhilj sflda ucyate'

(Sangtta RatnSkara. AdhyS 4-23 si

)

It means £ls ,karana, dSnkl, vartanl, jhombada, lambha, rasa and ekatall

are the eight prabandha-s called sQdaprabandhas It is the clear opinion of Cina

Tirumaiacarya that SIS is padam and that as desaila it is Telugu padam. In Telugu,

Pottapi Venkajaramana kavi (circa 1700 A.D) in his work L.S (3 asvSsa-

425,426,427 ) mentions A B. and SJt.. and says that SlS-s are padam-s coming

under sDjadi-s with rSga, tSla etc , that padam-s can be composed in regional

languages on the authority of S.R., that the first 3 lines are called 'khandika traya'

with 'pallava' and 'upa-pallava', that they should be composed with matrasamaka-

'pa' gana -s (gana-s equivalent to S matras each unit, without restriction on the

placement of gurus and laghus) That a padam comes under su]Sdi-s is confirmed

by tins.

Kalhnatha's commentary on SR says that the word sOda is an

indegenous (desi) word connoting a certain group of a particular type of songs

(gita-s). Venkatamakhm, the author of Caturdandiprakasika (17c) and TulajSji

MaharSja, the author of Sangtta Saramrta have followed this opinion But in

Kannada there is a school of thought which splits the word sQladi as sulu+hadi
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7> H ifixx>. (JSsS, SiOc, iST»aSo, 8*03, (Oajio, »S, 3S«P«o »tS S&o

ajH"aaao»ff"e». ssjtsofi* «*ar"c«ftieS} spo^a
,

a»ai3 n»H«ss5s«0}ii5

sja sa^Bo^a a»ad»Sw»£as a«ige)ot3»aj. aoAa^^otf* '^aspex' a>3

SOuoOo '5»o«' »oa»a. 'SOu' «3 afieoOo '13;pB'(b) »oa>oa. [Suo

0»ej >eKS7»B (3U05TO5 6^3. '*>»«' 3g >3,CSfi^o5* Sr»B Sge>5r>B

'ay*' n» ssposo: «*cssa5oo. qog ««ar«c»sl 3os 'Do' ac aayss*

ajvgo. De? «tgS^ aoSM w&sCoS* 3»o& "icon* 33^Bo &ae&.

'ixp' «ao Soa^a '"frc' sgossoi aopaatso soo«o. 3»a ego

a»SIttlS3. 'Ipc' 8£gS5 Softs SSjCaso as»5o3a BadtoBAa Si^as'Co

«a, ee^eo »a «g«». aja s-s aa t>&5r»s. £w (SwoBo »iii»o&

#i »t«a 3ossa> 'Oo' *go€i*a *tgo« ago aoa^a^s^oo ag

aojoa 'a©' «;5a paa <7»a* saa^a aaywy. 'a©' »t "iebs* aosj^a

ajaso^seoe"* 15 $obo«* ajCa t& s^ao Aoa. aas s-o-a-a-eJi! kcpw.

6 «^oo&e (Soe. ario»ao«p^ 19 «%a:oa. $3 ^oas^iS aeo&«* wa^sa

'so' »'31!iiS5«
t 33»jB». Kereo a-e-a-a-». St&odjso. a^jee aos$ 18

«a)&>oa. a^asa "aaaj 5-8 ton "Boss d^aseo 33»\B». #42*0 ao3> ^a

ajaso^seoS* oastoo W xc» s»at» a-espoasbeoj. ajaoo»^seo€*

Koo aSyn« 33)3 3&Ks€* «3^S3 "&&> a3jn» 3>\Ba.

ao*a$ "Soar" tsi s^si». ao& asoOc, acfedsj, sos»e, |soo»o»c<

i,Ser>oS* d*B>ea ad5sa» 6o£>. -&«a5oo*rt£>©& 18 «g
l
o»eo 6o4J»cgj.

»a^sa 3&ja haW #s 3c ^ao s^scssj. -^aexs (5*ao& ^3ps&
se^ar'gSjaaaaea 3ajo4oa. e»«j^a aasaj Ao>aoi? 6o*j3oa. 'o&'

»t8 m°aa 5caS a&>, a^au, 4o»aa «^ «»o»«os»io». (dedr 851)

a«a>? e»o"t> osa §*oa. doj^qj »a^aj&j a^a as^ a«ea t»«o.

ao« *^ qix '{Mj'o^eo «-aaaa. "Soaaisge: aa3*oe*a 'dST'?
-
' »g"4s

a«p ap«oaa ao^aviy. 'esr^"' »3a ^»s»oSj ao$s>iip. 'd»a

'(Sp^oS' <jsp^ jya^oS5 *>aa 'i'aS'' lajs atou. aao» d»!3»

acod* a»? , s^oa, aj&a£, H&6S", S»3 «97i ^S'ss asr»n»eoa'jeoo.
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with the etymology that it is 'the easy way to attain bliss for salvation-minded

people'. These are longish songs, different parts being sung in different taja-s The

seven tSlas under so]2di are (1) dhruva (2) mafhya (3) rupaka (4)jharhpa (5) tripuja

(6)aRa and (7) Ska tfila. In Kannada,SripSdarSva' was the first to compose the

sQjadi-s. VyfisarSya and Purandaradlsa have popularised them. These songs are

said to be characteristic in dfisa sSbitya. In music the word ' chSyalaga' has become

'sSlaga'; 'karapata' has become 'kaivSda'. Among prabandha-s there are the

'sSaga-suda' variety. With the proximity and influence of sSlaga the word sflda

also seems to have changed to 'sDJa'. Let us consider how the word SIS belonging

to sQda group could have been derived: 'Els' in the sense of cardomom creeper

cannot be the name of a song. It is easy to say that the word 5la is derived from

the sanskrt word 'helfl' but the meaning does not fit in. The Sanskrt word ' hela'

has two meanings besides being the name of a particular nver. One is emotion

inferable from the movement of eyes and eyebrows; another is repudiation These

are not suitable to indicate a song. The elongation at the end of the word '512'

may be the result of naturalising into Sanskrt One can consider '613' as a Dravidian

word. In VrttaratnSkara of Sanskrt prosody there is a vrtta called els under the

15th chandam (metre with IS letters). The gana-s for this are sa-ja-na-na-ya

(HV+IVI+ni+ni+IVV); caesura (yati) is on the 6th letter. The number of matra-s

win be 19. In Telugu the same metre is called '
iia* by Appakavi. The ganas here

are sa-ja-na-na-sa- (HV-t-IVI+in+ni+IIV);caesura (yati) is on the 8th letter. The

number of mStras will be 18. Qtrakavi Peddana, another Telugu prosodist lays

down caesura on the 5th and the 8th letters. One cannot help saying the ya-gana

given in the V.R. in Sanskrt is a mistake. Similarly the name is given wrongly in

Telugu by Appakavi. As a matter of fact both are dealing with the same vrtta .

There is a rule that '513' must be sung with one of the four talis of manthya, dvitlya,

kamkala and pratitala and they have just 18 syllables. With the gana-s given by

Appakavi this can surely be a kind of 'SIS'. These Sla-s are said to give dharma,

artha and kama, both to the listeners as well as singers. So the subject matter

wQl be of exalted nature The Dravidian wordHu means height, elevation, exalted

position. (DEDR 851) Himalai means a high mountain Eluru means a town

situated on an elevated place. This is one way of interpreting theword 518 . Another

way is to consider the Tamil word 'YAAL' changing into 03 . 'YAAL' is an ancient

stringed harp-like instrument. People of PSnar community used to sing with the

help of this harp. The original name of Jaffna in Sri Lanka is said to be YarpSnam,

a village or place gifted to a pinar who sang beautifully with a YAAL. There are

regional divisions called MuEai, Kurunci, Marudam, Neidal and Palai in Tamil

literature. Each region has a music (pan) of its own: Mullaippan, Kuruncippan,
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«-s
,

jr^r(d»oe»as t,s e»js aoftao (aS") ao&: s»»8}5, aeons',
&&<92^, SdkefaS', »MJ3j3'. dSpfB»a^o •*jaad*ca *»<JSr»id»oo««

»oAo«ai spo» "S^oa. >BdSpf, s>a*adsj^", swb&jsr'j', ad&ec
asp*", qa |i»oa aa#ae*ao«, ao&s -s>8jd«3, 5p<sa^, aa^aa^
afaoa^gi «*;S TW^ «a aa# softa *\&«.«> 3§p3&. %o»aa) so

Ao^o. ayAstekS
-

ao^^aS 'wi"' (ai) «a"Se5. *»aa er»w<adsp

A^ffjas «Sr»f&*J «o(6o'o»^» 5*&53. sip 'efij'S'aW 'ae>on»'

sirKst» ssocasasa^. oaxtoff'a 'cjsp!
15

oeofotf* 'W «»o»3i»n» aa
SP«j)3oa Aocooa.

^*

*• tw (3aoo»w (1) iffle (2) SJ*|3e (3) S£o (4) Zjj.o «a

'Soju «J»o 7T*B»o|fi (O'ScPST'oaj e^dST*

^<*9jS* tisjSi So3 (ita 3Jog»a treat' n

(»oA. eo^. 4 «?»$ - 114 £)

(»»e,i> TSosooaonsa (Koso*4 aa>s ^is £so aon»&$3a s^o)

sojTsofi1 wa&cs'^oaatbijs »&(&»a«Dou»o». else i3»oe|a»;s«s' oa

ao»aOon» AotMoa. 7P& H&s^aeo ts»oa> «/S eaoi* 6oojoa. «o(5©
3»3»K3i5»e«5* o»n»oifo5* 6a<P5'aj

r
*oon» Aot»oa. pafce id»»S0dc»?

<ip6<j»»ed,a|
r
en» *oo:oa.

*~

4. aas sa»oS* »eo&aaj3iJ aao»e £*as»3;3iJ xrw s>a»e&
« f'.Wfc-W 9 ft- ad A

spsss Soas^ a^ao wsuaoasoa. ajaeoo s»&oo» «^o soycadsj

issos-a to&eto:&e a%. <&&.» aea»©3adfcsjo s»a «aa wl^ aoa
(aejon^»ao>«33 astarf-a) t^ospe^ «oa 'ar^sao' •auos&oa.
tf^ug'Jss a&o'espBty dsseadtssa^, e^eao^cacSaxj ao^o 'aoa
50o' esSuBoaxsa.

"
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Marudappan, jlddahian and pjflaippan. Later on the instrument 'YAAL' has come

to signify the regional music also: PaTaiyaj, KurunciySj, Marudaya}, Neidaliya}.

Tamil musicologists say that these are but the cerupSlai, Kudippfllai, Padumalaippa-

lai, and vflkarippalai of ancient Tamil music . According to archaeology there was

a 'YAAL' like harp called 'Zagal' in Greece. The Sumerian harp was called 'aT.

YAAL - like harps were discovered in Egypt and Babylonia. So one can say that

YAAL-pattu could have easily changed into SlappBp, SapSta. The change could

have occured in the same way as yaru (Ta) > eru (Tel) meaning a river.

These ela-prabandha -s are of 4 types : (l)ganafla (2) mStraila (3) varnaila

and (4) desaQa. Again among them desafla is of 5 kinds : Karnafa, L3fa, Gauda,

Andhra and DrSvida varieties:

'karnaja lata gaudandhra dravidttnarhtu bhasaya

dSsBkhyaila budhaih panca prOkta manthaditaiatah'

(S.R.4adhya- 114 si)

(Obviously the sloka cited from Pottapi Venkataramana Kavi earlier is not correct).

Kariiataiia has alliterations in the beginning, the middle and the end. Lataila has

one rasa only without any gamakas and prSsas. Andhraila has various gamakas,

ragamsas bursting with rasa and* bhava. Dravidaila has freat bblva and rasa but

without assonance.

4. Embellished by various letters and expressive of various meanings a

metrical compositon of 4 lines or a stanza is called 'vrttam'.

That which is not framed-in like a vftta, which has no fixation of number

of letters or the placement of gurus and laghus (stressed and unstressed syllables

in English) but composed with an eye on the expressiveness of sentiment of letter

is called 'cQrnapadam.

That which has a composition of prosodical frame, obligatory caesura

and fixation of number of letters is called 'nibaddha padam.
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sots se«S, aeiNJ

&o<S)S OO^ta*1 (5330tu3 SttCfoS"* 19

jpusaajo Bljatfeadrt aasao* ^spSs aouoaoos #>ai aga

3JttS533»J!) SStfro JjCP^aOoo d"& JPCoaJJ^S K'SoiM JJ»0»«S»aj

s>« '&5&o^reS< SQSQ'S'jbS »^o<cr>5oS1 BS#"*2»dS*raxD 3b

Sod STWPS 3»oa). ffctoJfcS JtawxSsoaj $3 5pg» «3}S),4 vHO^idbai

(jfa«P' AoA 3»gS33Vr>o». •KP'rt SoS'tjgoTP toefcO^X JMSriST'eo

ssn&oc ssajo at^soa aj>io»5 j»oa>. »a ottsa^oieazs &s

^^sxTsn^a *«aaoa$ sassa 4s&o»^ra: sacrist *»gs»^

^f&OVS: 90\iteoffi} S3 »C[»Wio X&SovS&Kfi. «a*Tt SOlOxo -Mi

iod «S ecn^KScSS ^''^ l*^^ SBj&ofiS »*>|i»di»SPS

KSja&cwjnS.

1. 'sao' «ot) qs^s issjtti^F^son' sr«js 3»o «s |«ipwe

( aaa&go).

2. '<soe5' «3 spto& too, «o<&jr»^a»5* sa^KSMfc aafwaa;

3"^ *\j^o, 5,
i
stfo«^o »s «£«. 'aaape^oa' jms^o aaecssj*

(5^3»SS 3o&5 5CSiJ»|gapS^ fi*»ehS «&o *\j^o e» «go. '5o5'd'«o

3. 'ae^o' «3 sthjSi '3550 asfee aeji' (*»^oi3a eeo3a)

JSsS ae^otf* wa*«o as^eoj? *ot»oa. "Sao (1) s»!?a (2) (tre^oo

(3) uBc^so (4) dsaa.a' «a 4p»m. Soe* ipa-joo esbaesprpa

(gasifce Sj5r»5»S^ a»da aajtod (SapS^ ^ofl. So'd-S^a sfcoipeo

*3a £*a«ra>3 ao»^ xp6) a%oon» sejoa' esjao aa>»S)<«58

(atheistic) S*oaSoU'&. '(S^aa^.' «8 «ja»Sj a^3$CP3on» "Sao

ajjcaj? eBj»c!irwa(5a%i& 3^ sasao^so a&«$eo snstjos »as«*o

«5a». «**\^o0* «R5o*S XPdj Tfoa? 3»}SJfc>»3« 'trtjpCjo' '«a)&°'
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Verse 19
,

Tr. Among all the poets the poetry of one who is ignorant of the metrics

of Padakavita will be inferior just as the dharma-kriyas (religious rituals taught

by Veda) of one done with Vedamantras but without bhalcti inthe Feet of Govinda

will be inferior.

Com: It is not enough if one performs japa (repeating mystic syallables)

h6ma (sacrificing certain substances in the sacred fire or water ) and yajfia

(scrificing certaince substans for certain gods ) etc. with V6da mantras and rigorous

8c3ra-s. It is only when there is devotion (bhakti ) to the Feet of G5vinda that

the deeds of dharma become meaningful and the best. Similarly it is not enough

if one composes poetry according to prosody and without defaulting on ganas,

yati and prSsa. It is only when it is hymnal, in praise of God and a song (pada)

that the poetic composition becomes the best and meaningful The fact that our

author opines that padakavita, deprecated generally by versifiers, used for hymnal

purposes becomes the best and most meaningful poetry may be noted. Again the

opinion that bhakti, generally deprecated by ritualists, makes the religious deeds

best and most meaningful, may also be noted.

1. The word 'pada' here has to be understood in the sense of a song in

praise of God. (Pada-niryukta).

2.The word 'chandas' carries three manings namely vSda, prosody and

freedom. The phrase pada-marga-chanda means prosodical rules of composition

of padam. The word chandarhbula at the end of the second line means vedas or

vedamantras.

3.The word 'dharma' has the etymology' sarvam dharatlti dharmah '.(that

which bears all) and' dhriyate" janaih iti dharmah' (that code of conduct taken on

by men) Here 'dharma' as prescribed by VCda is intended: that is in the form

of japa, h6ma and yaga. The 8c8ra in Vaidika dharma is rigorous. Veda is m 4

parts. (1) Sarpmta (2) brShmana (3) aranyaka and (4) upanisad. Among them the

brahmana teaches the performance and conduct of kratus (sacrifices) The mantras

in the samhita reminds the performer about the meanings that he should remember

at the time of the performance. Jaimmi's POrva-MlmSmsa is the system of

Philosophy that discusses this 'dharma' enjoined by Veda. Because A teaches only
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"aas oeiofi* '(«»' n» 3a^ufiozS
l$V »s!»css»t»oa. jas ec^se

'aa.^3 »8jeo»^o»o «5*jas a"ap &&

•3a so^ttps'ass «ejs& swso&a <sSa jisortrass ©"•jSj, "3«>*^>

3^sia. sss se^J 'sa«§' wsaeo. saaa.(&o«< »a <5sar«a aae

as. aei&s aa.dko0* K*:iofi3a$£. sofi&j "Sa^cj^a s»o»oa 33yjo

4. '$3' vXgpz S&ttJ, *X3o8;& - qgu> 6oU»&. SS>S *a

Z(H Ma^artrSxSSP<C»e& Sxip^S >$;w»|So. SS.f^eoTP (l) a»oa

«£ar,(p^» i(2) To&o^ $£SJ»ip»e» (S&geo. 8r»3K*>$a> 'AgjeSo &eJ'

sjs^sS* «*a»5oa. axsjSrtsaaBSja '^^dssso' «s» 'ca ^' ^o»
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the ritualism some people say it is atheistic. As V6da says Visgu is Yajfta (yajiio

vai vis^ul)) the system of philosophy that teaches about the Vedic sacnfices cannot

be atheistic. Though God is not directly mentioned in this philosophy the concepts

of 'apOrva' and 'adrsta' are expounded here. These concepts connote only the

omnipotent God What is described as 'sraddhS' (earnestness) in VMadharma can

be called bhakti in ordinary terms. In the performance of Vedadharma,bhakti is

also required along with ritualistic rigour. Our poet says ritualistic ngour without

bhakti and poetry which does not praise God are inferior. In the prologue of Visnu

Sahasranama, Dharmaja asks: 'Kodharmah sarva dharmSnam bhavatah paramo

matah?' (what is the dharma of all dharmas accordingto your considered opinion?)

BMsmS replies:

'Esa m5 sarva dharminam dharmodnikatamO matah

yad bhaktyS pundarlkaksam stavaiiarcennarassada'

(Man should worship theWhite -Lotus Eyed God with hymnal compositions

with bhakti This is the best dharma of an dharmas according to me). This speaks

ftf bhakti being necessarv for the ritual of worship as also the praise of God as

dhuma Kavi and Karmisthi ( the ritualist ) both need pada-bhakti. In the case

?S ooetlS hymnal composition. In the case of the ritualist it >s bhakt. m

1 FeeK GovindT It is well known that prosody is described as the Feet of

Vedapurusa.

a The concept of bhakti implies the duo ,
the bbakta (devotee )

and

«. 1 iZ o£T So this is a practical discipline important to dualists and
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Sou 3)6 3^3 <SSr>«CSeo

Sjfldioce&a^ vBdSwc Ko<%oO»5*C

SjflctyelbdtooX a>foe TtoouSji 20

o*n(St9o« 8-aa &>s o»Bj »oos»oo caso^eo Ao4oo$n« &o~*

«» *^*o ss^n" acSoa a«a,o»&. «o»s»sjoo« «a»os»eoS* aao spoj^
viSOi JtoS^Bn* 3&re>fi»«» S'&o&is*? (taajftOoO'ttS w&(d»dbo.

n^izSa&o^srasa aaccw^* sr»a wooso&aajo^oHB aocea, »syi
aase s»e$5a d-oaa specks, tus-os'SoS' sp0}3 w s^o x^adto
s»Sjoc aosas ss a^a^as. (as^TSss oo«o - «ots is?» $r>a>\ sea

- (StMtfo. 3j83» «o"6 SSaSo, Sod gj«. &3&CS30* twos^CUSAO^.O*

eoo'ts'S S8& kg (success). weoSKfe wets eoao 3dfc$too; **>£> =
cr»co t»3*otx>n» 3«&^4oo; sjoSSota woOon* adSscfesj; qa jt>«j" *!»?
&o£i wSiotkotg 3eiSg8o. -e« «oa»SS 5eo «£&. «i wooS&o-aao »3a
ecsss* *egoosvsoji|So7s»a5 «geos»e ar«»on»a: Aoeaay. aaecssff*

S»»£on» w&jjPS 0x»a^:3 <ojeos»Bo SB\goos» SJSoOoifeea. '»oiaJ*

jpoaa^dko >sj(d»» ~&i~&sg>ibz*' (soA. bo»^. 4-33) ^o»can» ixpiauoo

'Si7»<fa' K3»S !T<P©oS^»a'J (S'tJ'Sjo. CSa»0^.ao »$(><sa-''3j 3"&\dBi&
o£ ssoKS&j. ^a ^»e^idSJ' age s*33y. »<goos»8au» s»&ajj. *»oa

8
$
aa5OVe0 *,a,a woos^siaaj^tsso ssoaoj. xe$o5* <k«kS"* «&

«j>
j
5«d»0) woaA&asoa. e*SS*eJ tSA SewoOoOS gys «KW «*x»ij» S3

so »avs5»o so»ao Asjs'sao ojkmso. s*o»d»a &a*saje» srw s»n»ca«*

&jdlP3»os»eaer»So 3d£gBo ^SfegTb. «a »3»os»o»i£ ari>y2&»5&o"i>3

Sjflg^ o»5b^S aSsJj) ««SS*»o (emotional sheath) «*5 ^oaXosSj
o«a». tsifi to>. seAa? >!**£>«* It3j ajtfsa a^ ,

'3'at35""3so»»i'

(Negative capability) «3 a^aa-OocPSo. '(!io1bo«(i8J^s
, «3 ^tfj^

uU SSoCSao $S; wola "iaoCbts «a«0o. e»a^3Wo aoeo&oto^ <SS

d»a^e> »3j&oa. aaso «*os»oo aa«»§*s j«a Assise »»jsjOj «a
as»j(r>^s^a e^w s&s ess* ecsa 3tss^^> «.s a^aocasjca.

1. aa^e«5o««s 'sja' - 'aaa&^o' \aooao' «^ *««o<5* j«s
o&oa. sa s«H«a& souoaoaoa. aw^*i»ao "a^ao a«i 'sso'

^S51!5 *oa>ao«»>, «oas aaws4«sa»& w» ar-^-& s«s»a» '%«#&>'

•^ "S *1 st'b* s«su&ca. «»a?i» s««scsae« s>aso«too ax«i*s s»s

%e>£osr»c aod«o^saota55r^as^aTHo. s^e vta 26 sesame** 20a
<Soo»ato lo>. 20 e&codoao Aoia Si6-ajo0o.
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Verse 20:

Tr. If the composer of a krti hymns it with alamkSra and camatkSra

he will become*successful. As against this if he composes with haughtiness would

he not become a laughing stock? (certainly becomes a laughing stock).

com. Trieauthorsaystltttewenahynmalccmpositionlikeakrti(padain)

should possess the attributes of alarnkara and camatkSra for the success of the

composer and that haughtiness would make the work only a butt of ridicule. A
prabandha means that which has the best composition. A krti means that which

has the workmanship. The composer attains success only if the composition has

the attributes of alarjikSra and camatkSra. The word alanjkSra means beautifica-

tion; beautification to the point of saying 'enough.we cannot further improve it';

to the point of making it appear highly satisfactory. Satisfaction is the result of

this beauty. This beautification in a compositionmay bem the form of sabdSkrhka-

ra or arthfllarfikflra (verbal or semantic figures of speech ). In a pada-composition

verbal form of alliteration is incorporated as a rule: for 'anghrau khanda dvayamsS-

nuprSsam SkSna dhStunS' etc. is the regulation for 51a prabandham. ArthfilarokSra-s

also can be there. But since a musical composition is the 'mitu' part of a song

coming in support of its 'dhatu' verbal alliteration is more important CamatkSra

may be experienced by the mode of expression of an idea; this may be arthakriyS

paddhati or merely a semantic figure of speech. The purpose of alarnkSra is not

served if it does not result in beauty and sensitiveness. If one composes with

haughtiness his work is sure to become a laughing stock. It is well known that

great poets like KllidSsa and others have deliberately expressed their humility as

a mark of shedding their own haughtiness. Only when an artist sheds his encrusted

ego then only will he be able to enter the emotional sheath of his subject matter

John Keats has called it 'negative capability'. From the verbal root ' bhaja sevSySm'

is derived the word bhakti which means serving. Only when haughtiness is dropped

will bhakti be possible. When it is said that the composer of a padam should first

shed his haughtiness and then compose, it is tantamount to saying that he should

compose a padam, which is in praise- of God or Deity with devotion.

1, The word krti at the beginning of the verse is used in the sense of

padaniryukta or prabandha This pertains to an artistic composition The word

krti at the beignning of the third line is used not merlely in the sense of one who

has obtained success or one who has become successful but also one who has

become meritorious with ' punya'. Again krti is also one of the 26 types of metres

in Sanskrt prosody. Themetre with 20 letters for its line is called Krti chandas.



2. •eflo+Sh+O-OHo »3oup «o8ftoC5oo «©oS)d. S«a •otPJh

aSjOoSuo Sj^o. «jJ>, stofip »Stp 5,83e!b5s»& S*8tJo> &a5 See.

4* veoP0*<» Kgo>, wo3ew c»a»$t». s»S SodoTP 6o£ o*f>(^0o7P

*eo*e. 7o£*«c#o *a aaxtg§*» ax« wr&sors^M «o&s |&&«f^

tfoWS fcSj\fio *3)ig SP0^o6»8 (^SjW^ ae$S£toeo 3>aH>).

S*SUo. *6 SiMjafSotf1 SSoOaJSy. ft^ SsSo u*je$o «otxotJ*Sw.

4. J^ wofc ow»a*>ae soU "Sa> |Saa/». &*&) wots a^aj

a*4.o ag wt \Z6%. ko&so •a^yjj <sssobw> j?twj^s«Siej»^S5o&

33\Jio «a a»<r»c0j3,d&o. 7I»ofc6^0»^&eS} aOo&JO (fcolsao) •«!a

5. «8>o»)0 - 'iS&' wi$ <j»ao«*Ke kojo, aj«o. '•a«oo»' »^a

3a> »3 0w£S7*|«o. 'vi^o*' (i mi) »3 c&pytfasa omss^stho.

as&spsry&o*1 «roo Ttoawra a«s»eo ae&«© aoje& aajntoehfe

ajsvsoS* s»rtW&"& '«?£' »ajasoa. *« 50 «&o°e- ajvfjSe-sp'*}

rer^Sa Tka0*a JtygoOoO «a *»tdS»«o 3>«S;. agarose 3«5^

-tf«wa<o3i>co d»Ojs»a-os^55ja onsd<a>os*sa)a <pa»>a»osKsa»a 2or»aj
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2 The word 'alamkrti' can be split up as 'alam+kr+ti' meaning beautifying

to the point of saying 'enough'. But beauty is a concept difficult to define .

Satisfaction, affection of the beloved are its good results. These embellishments

ate external like anklets, bells etc but they have to be sparse and must sit well

on the body. The second point is that they should not appear to be deliberately

donned but that they must appear casual yet impressive.

3.A sudden sense of expansion of mind felt by the perceiver is called

camatkSra It may appear in a flash of brightness on the face of the perceiver.

We usaHy refer to it as 'surprising' A sense of expansion experienced by the

perceiver at every step on account of the prettiness of the composition is

camatkflra

4. Km is the reputation gained on account of one's generosity and

philanthropy. Reputation on account of one's own personality is ' yasas' In a

hymnal composUon praise of God's grace and generosity is the important idea;

praising of other qualities is secondary

5.' aharh krn'-is haugtiness contained in the thought T Aharht2-is mere

awareness of one's self, it is just that much of awareness as we have when we

say 'I am' (asmits). When all the alphabets starting with the vowel' a' and ending

with' ha' are signified with these first and last letters closing it with 'm' it become

a-ha-m. The fifty Sanskrt alphabets are said to embellish Goddess Kali as a garland

of skulls, according to SSkta tradition The hymn KarpurSdi stotra addressed to

Kffli is the most famous one in this respect This , aharhkara is of three grades

called satvika, rJjasika and tSmasika Only the rSjasa and Omasa types are to be

considered in this verse



0*05 c)££Ot»|33c|t3c3P$'33

>«sa»3Sca9*h& »aean»a

»e|ae?(&otxi TSwcna saigas 21

Sob SBa»SM»S 3S&
fo&aaijaMs'ascae&raj ssa«»&f

&es^>^« sac tfecs'caojttj t»e>S" 22

•&& a»ea
y
£/Sosu»s&fc>

38e»S»eo X& a>&ajS*jSo *&o 23

tPuWk&S sHt^tlS "St»^2 TbgCSajBaS* D»»§ fo«to»Sb3p>aa

wa, ss&s s»a»n»», sa& (§*a«S7i»s ^os%od. sojacp^o 3t»&§*a

3caajH>sa»a ssajospa ^e-H «^s^s»» 35^S3»aas»a aaes» sa33s»a

d>&%o&. (21)

<SSO*S6|S&*8o aen»S ?SX3i^5
,
t3!boas»S BOSjT'S saS7«t*» »&)3j5»

dST«3 t?<PO». •cBeo&S'SsoS 33 3^33 3^3833 5*03" toooS*

(Oaja S5i3«^ot!aa ac&a n»eou»&.
*

(22)

»o(Sa»<fi50j«$o sojj»a» aijssaajo 33^.03^35 "aaajoipoS* ssrvs

a5Nfco&. £, 3o!ffcrt$<fca

l

^aa»^eB3e»Sji*o»al ee>oi3 SMj"^:

CP«a. Ita &o|3 t£o 3dSb^«to. (23)

S»j« *• S&J»a> ac?«o ao(3al><Sr»a5 doci (d'Susir'cSj 3^oi>. esfioSl

OoRr1 fo&3j) 32o 'Soar Aosa> ee»otJ3«&s 5o[an»<JS>E3»ao 3sooc»

y&j sasjo a<? I& iasos* 3*0 ao^o ss^oe. «&>& s'sa'cwio*

fooj^s-a &iO» |ad»Oo ae7Pa So(aa»di>o 3ejS:§'&oa<> 3"&ja»a

ways «5oo€* &3^ if&jStg 5*t53 sp|3o tojuajaboaa aaeaa^o

a^ofi. fo&«^ S0oStr>»3on> Kfyg ffiSoS* 3S)jS KWgo Tks ax>(3o3*

sst»3ot Ao& tjjnjT^ps s-coarajoaa airs' aa$o sa^oa. aoja

Bpess&'&i s^wa^aooaew aqys aa^ao. «a ^t&s^eo. (1<&3jj «o"6

otwwso. e»a obs sjbo s»acssj. Ma»i^son» »$»>»o s»a^, Tip^o
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'apjKsro* &*s>&i |S$&o aow^si

Qe^r^o sj»b» &uxxj So^o'dsr'^ s» So^scpdsr*^ 3»i3©csa>lS

3^o«. saojo^as ao/Wfo «o3. oo»s s*t3 saaas -&tg (5*05*

*cj asysoe* b^ »Aj««jaj», «^ot> ar^soajso, oo^to, sip

SajO»6 «&a*e>, S)65C »)« $5o5a **jfia. Souotf&a d>oOSo S7sj»«o

3MSsS»0C» 3"ij Ktfjo i& 3&oB<! «C(d»dko Aa}U553taaj«feo&, «,

So(3o>dSjS aegao 3&Xx^o (Jtoctfjaj 9&fc s*u 3jt3a 3o3i\« c^a

(Ko^Jaj a*Un* 606. soo(«
,>ss & iSao* ^>jso a© sad (3d

«&to6 SStfjo 3Sjuo l?S fe& <»ijCr>a.& ifio&Ugs &od°&oO sa«to

33\oo3»S £83*10?? SSsS} So(3a»d£r>3. «< 7oOl-> s»&ocp 5c«&o5\

^5* >«a 3fca ssajo tftJS |«a> »r»(tfS> »%fijoaa «o» c» saco*1

K> aajan^Jis. &So» (Sd»8o SgR"S 7b8j&|po Son»3 3o(Sc3»di3o 3es

asi*aj n*a «ws "aaawja sa>a»t»;3^&> (Ko«ss. ax>(ao sa3»»co.

soiacws^aaj^a « wag ajaasa^srHj. «& ae&aaj&j eaa& jpsj

«, s^oos n0(d«dsso. icw^e&ao Ksa^ aeoaow&i s»a sjc&osa
o<Sjo S»Oj. •!} qs^B ST*. ^ a5|0»S7«d&t» Jt,a>a«spo«r«>s» :S«

o»j«jo, ar^o^iS) &jo*o<o0o<r&a oapsawj soo^jojo, *osss\a

froaspswi ^ ao»^a50(tf«o(8 tnsso «• aoae^off* jctoaoaaga.

1. ao|3»feo •a^%»» ea>ajon> aayj&aea wC|>d&o.

2. "So«u»tf*b £on&M»- na^sjas 'i'S'ja^apjejHrs1

«*a %eb^

03'Sjo 3«S3oaa w«l^*cS3do.
"*

3. 'a»a»' •* soa^* «cg&l &o|d&a •$©. ;&a*jCe»o «& &o|*

*\^off* fiTHj, S)0|Osao 3dSwoo «S wgo. a»itf&§3 ^|,0«a
«8 PS Mbtf&a bS&mpj s*S Aot5x>0. SdWi3on» w eS%o»ca9
SOj&'o^tJO Sja^tSo 3<&jLX) «oU»&.
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"sarvSgamanSm Scarab prathamam parikalpitah

acSraprabhavO dharmO, dharmasya prabhuracyutah'

Even Dharmasastra advises one to foDow the tradition of family as well as one's

own community So is it in poetry or music. In comparing the poetry in the mouth
of a stupid with a pipe-gun or cannon the author seems to have m his mind the

following points:Vak is agnitatva <vag arcih'-BrhadSranyaka upanisad 6-2) poetry

without the knowledge of mStdca vijfiana, the tattvas of letters, their poisonous

or nectar-like effects, the astrological compatibility between the poet and the

patron- may become harmful Much of this traditional knowledge may be found

in the laksana grantha-s in Telugu as also similar works written in Sanskrt in the

Telugu country Poetic talent through apprenticeship and study under a guru or

the grace of a Deity through mantrOpasana have been the two hoary traditions

in India. In contravention of these, if one practices on his own, such poetry, the

author says in the next verse, win only be a strain on his vocal chords. Poetry

by one who has obtained the knowledge of tradition either through a guru or the

grace of a Deity is equal to Vedamantra, says the author A mantra is esoteric

(sarahasya). Sampradaya jflSna pertains to this secretive aspect. The idea is that

the composition gets great powerwhen the esoteric aspect is known . Vedfldhyaya-

na has always been through the tradition of Guru and sisya only. So is here. One
can take note of the fact that Srtmad RamSyana and Sri MahSbhirata are treated

as Veda-tulya, the DurgS-sapta-sati found in MBrkandSya PurSjia, is honoured with

its every sloka being treated as a mantra and Soundaryalahan of Sri Sankara is

treated as mantra and tantra sSstra

1 Sampradaya should be understood as teaching with its esoteric aspect

2 VSnkatacalCsu Caranamulu- Feet of the Lord of VSnkatScala. As per the
Vedamantra 'padOsya visva bhatani' of Purusa SOkta, all the fourteen worlds and
all the living beings form the part of the Lord's Feet. To say that one realises

the Feet of the Lord would mean that one would know the secret of the Lord's
creation.

3 The Sanskrt word 'manurj' means mantra. Punascarana is a technical term
in mantrasistra. It just means repeating the mantra (japa) If one wants to attain

success in a particular mantra he will have to do japa of the mantra a stipulated
number of times. Generally, it may be hundred thousand times for each letter of
the mantra or a particular fixed number. The japa done in this connection is called

punascarana.
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ofisao» are iwfi'&xicto a©"35" 24

aa a^ao, «a«sj;j»(fc, s&fts aoao

saos»n» $e«w\£, aaecuBiS' 25

o»u &t»a swstrfi jp&sms sa^s* oeoa &s«2 i3<sr,aa'aw
saara»a. sao esd&sau src c&oa. w&ssa sr,a»3a&;&o&isio

&J\t&.

"
(24)

a^ao. »3 g»a% «a<&aaj3 1ia>5* 5e»ae3^a »3- »£ #sa*\s,

see* »3}<sp&g& 3>^&. (25)

a»ji«« -S*i3 3o& ac^ ye aa^o 'aa'a>3o»s^ sdsd&o ft

teoip waass, ,«S(as fc3^3"&"a5oa^a. 3o5* aa^o »st&2 sn»

'aA esoao aa'a^Tia aoa^a s^goa (alba^a «o*o. '&3j'o3

SM»36(§tfa3a St3»o& 6eoo»ol5 ewo»&. <j»a.0*a JP&5r»C55»eoi&fce&

»o»a S»i3» 'Sfio' wouVSa »0(i»<fco. tpaS* gaui aaaCee, »S«arH»,

aao»«» wfe'iSS «4 s^sa^co s^o-csesj. $«fo& n»as«$3<3k soaow
sa Su» ^S*5o 3»^SCo^oa&e^ 3ip&». (Oosp»n»^ Sofi^on» (32

*&$.) '<&& oa as£3\fio aatf» aaaoaajsjis aae&p aeon* 3i\

'5P&. «a^3x&£ <sea &o»^S)5osr aa o5sr»aSon» & ao»«> sa.<sspto

3!s^5U) (?to$S8 agp^Sa. «3d5jSo wots SH» ^oax?ot5 *6e<p>Ko. »S

<&&& sea e&fcD, «o"fc «6co »^sjhj. ssoab& aates aoa&\on»

»&» tore& (l) a&^ (2) «S<as»eo 6oU»t&a 3JK&. aa<&sr*gj

aouoOoO 'ac&eo (»oAa 3<rwo>) 3S}a&». t£ OCT* dots DSSo,





Zo&toti 'sago,' &p& zufiw «& ae& aoo&aot) 'sj)»o-' «a»

4oo»os5. o»7?x^ <5a» flo»a^ (d»eoc»xJ a^eo wosks^o 8a» Asa^eo

csr*5x£5 a^ «as»^s a^Bo. tar>a^ a»& a»/io3 a^co ^aa^jeo. a^a

aa.<ss>on» «p toajo&sVe. aso «a<&ao sns» «*%&o& «^aj& a^
&k>s* "Bobj estwp aajS'aaj. aao »3& to <pko »3a TtoenJa.

aio* asys^ayttj aaa>3a ts afya 'ace' »aj&©a. «ods>a <pa?ao»

sa astsoa oeso«ao>e» pb> (S»o«> %&»>aSft) sjb(2) a&a(3) as)

(4) das ^5) d»u(6) oh?<» w<»w»n» aa^oij. StJC* astasia s&,

S»l} Moots difceo, acBtPCeo 33j«e. S
(

jO»tu aOKa«». &&Oo tes&n?

snepfia asakj^o c»a» e&alk aso «npa^ (as»«oaai!>o - 3sso

»;5a asoW8&s6pa"3j amupja^ ar*ao3 'ia" «t5 soa^a «r»ft»*go.

a^egai »)fedsj» ags asacsa ar»ao. dna »3a a^ewa spD'^oSsa

35j ajUod n»£S^ajoH». <p«o a>ao as^5. (aooo'oKon' ^posaja:

ado w(T(3s««]wr aiHj «aja»a.

«*at&al> 3»&. »a<£>a spo» aae& a&a>at3&a»aa 3S^aaj&> o»<fc

apflbajeo "8oW 36 sa^or?1 iouT' >Sa?5 (aaoOo •Jto«o 'aSo'

»al30\Sj&ot»oi5a »ft(»(»ds». isooo sr^o aoo o&!)&&&otxo£a soAa

OO^SCo Sufi S!)i3»«3a &£>$>*& Ao&. Or>3i5*& aofio^oTP 3»£p£ (3»»P

sojpswia qo* via^s^iSs:
** ~*

{auoi^!v^£cS3i7,> acrta'iw aa»aj£^oiJi sa?

3»\Ss»a a»ooi,6a a» £»$» sn»ai"
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'Avayava' means a limb like a hand or leg, a protrusion of the body
That which possesses the avayava-s is avayavi, the body. Bharata has stated in

the context of sapta-gTtaka (the seven types of gltas) that all musical compositions

have (1) vastu and (2) avayava-s. Pertaining to these avayava-s or limbs are

mentioned what are called 'vidari-s'(those causing musical sections) If there is one
vidSri it is called 'fikaka'. If two it is 'vivadha' and if there are three to six vldans

it is called 'vrttam'. In a vrttam of a song the arhsa, the apanyasa and the nyasa

are present. The svara or musical note that is used for beginning a raga is called

amsasvara or jTvaseara. This is said to expound the raga. The svara used for

intermittent conclusions is called apanyasa.The svara with which a song is

concluded is nyisa svara. These items are to be remembered in the context of

a vrtta also.

When it is said that a padam can be an avayava we can understand

it in two ways with a slight difference. The first is padam as a part of the song.

When so understood, padam becomes a vidari cited above. It will not have anything

to do with nouns or verbs. Authropomorphically speaking the prabandha-purusa

is said to possess the following avayava-s: (1) svara (2) 6iruda (3) pada (4) tenaka

(5) pSta and (6) tala, Among these pada and tenaka constitute the eyes; pita and

biruda are the hands; svara and tala are the ears. Svara-s are the sarigama-s; biruda

is a composition of title in vigorous language like MahMstri Padam is the agent

through which meaning is expressed; tenaka is the auspicious word tens which

indicates the cosmic spirit or God. It is the singular in instrumental case for the

pronoun 'tat'-sabda (taken from the mahavSkya 'tat tvam asi') Paw means the

notes engendered on membranophones by the hands of the player. Of course, we
are familiar with tala. As an organ of prabandha, padam is the expressive word,

matu

When padam is considered as avayavi it represents the entire song, both

dhatu and matu put together
,

That a part of prabandha is called a padam is found in Kallinafha's

commentary on S.R. in the context of rOpakalaph. He writes thus

"padavat padani. yatha vakyasya padanyavayavih tatha

prabandhasyavayava vidarJbhagah pad£nyuccant£. na tu

vScakSni subantSdini vS bhSsa padani
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«a<&3afio na>aqtt& ago «»s^& &»&j>«» s^
&>3& >Oeg'&S 80aS>530tX3 WOT eft S*b «0Mi3» d°o& aoooftoO

q& SPeofo d^CPff* &>fi (ifaeS* 9P& aguotfon* Aoti |at»{$<r»Ko eji

|X!K*J»e. -ft SjSboSOT *o<S to »oSo«* 'aSsS 3ijS ee*, was^a,

3»£& &jO««& »3s>*o ajotxefii |«S?««r>©. qeotSjaaotf «j»)fSi 'o11^'
•^ifcoS eS^aj& e$|3»d&o qfi: qHWiS apo& Softe v^pe* (l)

^bo (.2) «»<&3o «»a Toft «£« 63^o». iiJSoiJ Sfrjduo«So7? &6&
(Seo$ «?»Ko (jSttoC&Jiiao »ij)850&. vti*^ ago ^ooO»a5K«oi? 6o2

TtelPo*o (3»o«* 4o3 So/ltfo) n»3> AoA £»o& &00& 3S^cJ»

Achate CWb ?0B»<»n»a5 "io^attiroM. jjlS <Jtt> -aocreo •aBBrtfoa^oa}.

e& tyflbdjo 3^a&5*o0 ItttoS A3 (3ao$o &3» '»So' »3a ^Q»»on>

3hJ§ SfcrtSfc C«5a»w 60SU0 8PB» KW&o*«b).

1. »£&. "4* jpds>|o»$s* ses 3* a^saV «s t.s aoj^so. 6a^

ar^on^ StlpoCkSVa. dnjtf* »ox3 ^otfa^ag 5x5^2 3»85

6o»^ fti!po%l>§
,
«j»e.

'too «j»a«g aodSoi • stos e$e a«r^9<

chw$&> tfSa^so ^ofi^ojecsadV

(n«o^ »»^o. «3»£ 14-£ 42)

ag^a. aag&a >s«as»cr &a^ &ao 'a^ ao$o' «asay.

2. 0»*Sj>: *• «sgSS 'SoBa »0»ee 3ayStsr>6. 'spe^ifcO;^, Ttaio

cpaboo^Ksi' (soft. ot£. «K3»^.3-rJ.2) ^o** eeaoa^a sr>tx»

'SjSfc^'; B»» "ASPo*) 's»tt>a/. -ft grtbSTte 5So*"(3«oo»S3?(

ifgas T5«s«ojo, vobtiHjS*^ aoteo. D»a:%& ass's aojcsso

'istx^so^s' 53»a», a is<wg3fipliOi' (aoA. oo^. «g»^. 4-5*.7)

qs^a c&a'Sa jsoooo sp&^s t,s noKot? aa^aioa. An^tfaxo

v?o*3 ««»mo. »aji <j°«faaj tHs^srfai} tsu^s* t& c«o ar»(<rt»

a$&o&.
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After designating padam as prabandhflvayava the avayavapadam is

explained. When it is said it is a vrtta in four lines we should not understand it

as a stanza in a poem A padya is , of course, a conglomeration of words fitted

in four lines but it is not a song. In the context of a song we have to understand

it as a composition in four lines with yati and prasa which may be called

vrtta-bandha which is a part of a song. We must remember that there must be

room for arhsa, apanySsa and nySsa in this vrtta. Such a part of prabandha can

also become dhstu. In Indian classical music dhatu has two meanings 1 gSya,

2.avayava As a result of this a part of prabandha which is in vrtta- bandha can

become a prabandha avayava Similarly it can also be the music of the song-that

part that is present in all the musical compositions apart from the libretto These

dhatu-s udgraha, etc. will be mentioned in the coming verses. Padam as dhBtu can

be referred to as udgraha khanda etc. These vrtta-bandha parts are nothing but

the present day carana-s of a krti.

The next verse attributes dh&tutva to vrttas on the analogy of vata, pitta,

slSsma. This suggests that a padam was considered tndhatuka. One can see only

three carana-s in many of Annamayya's compositions which are vrtta-s, avayava-s,

dhatu khanda-ts.

1. Vrttam: 'V£de gayatrySdau vartata m vfttam'- that is one of the

etymologies available for the word vrttam. It means that which pervades the metres

gayatn etc m V6da From this we have to guess the subtle body with symmetry

that takes shape following the order of the guru-s and laghu-s in different metres.

In a song we have to configurate the nJda sarfra resulting from the chandas or

prosody

"Svam nanarthasarhyuktaih padairvamavibhusitaih

caturbhistu bhaved yuktam chandO vrttabhidhanavat

"

(N.S.- Adhva I4-&.42J
This slOka defines vrttam as a composition in four lines without bothering about

ganas or metncal feet We may call this vrttabandha so that we may not mistake

the vrtta as any stanza in poetry

2 dhatu- We have to understand this word in two ways.

'VSngmaturucyate; gSyam dhatuntyabhidhtyate'

(S R. Adhya 3-SL.2)

According to this the meaningful word in a song is mStu and music is dhatu. This

dhJtu or musicality pervades all the songs. That is the music of the song. Another

definition for the word dhatu is 'prabandhavayavo dhituh sa caturdha nirOpitah'

(S R -Adhy 4,-817) Here dhatu is described as a component in the composition

of a prabandha The dhatus, udgraha etc. are such component parts m a prabandha.

Then this dhatu becomes only a part of the music or musicality of the song
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Sn* SjgotxeS) CWfo SogBy&g 3otj»

HSHSSucOf&BO «*2w SAO Sfijif&ti 0»6«»

q»«o aar^ooa <see |3S»«pCi«> srosa^oS". 26

a^cKo "SffeSjeo s«38o 3g «*Sa5* a«ito a»a5%eot»a»^0a. £ ft«n»;S

so *&eo ij)OB»sl 3j«re» s«eoo 3«3ao a© oeo»a sj*» |3s»$*j

ST°5« C«o, 2>*o, ifa^o «^2 wdSu^jtf 2.'5"^ Soe»0oOa »o*»eo.

!»3o 5Mfc»je», s*Kseon» 6*ft»oa*r»o» •ccS. va»3gB jawes 'a»4'

a{^ 3"&oaye» «4 s»a ie-fa^ sww^ stastJ csT^»tbr"too S»\b

B»»l #< antto S»5»3i3& wdSa^ Segotfo. ypt 38 *6«3o BjocfiS
5»Bo33Nlr» ajajop cNfcSjea aSeegoas. oNfcSje »^«toS (3>33 3»Be

38 3Sj£> 3g 3&o&.
a *"*"*" v ~*

(33a3jp33 <S6o»a SdSxb •380** <SSJbS5*d>U9 5*3«e £»«*>;&

SPJP^oJHjS S3 e»P[S»<SS5of? 33t3firifco6. 5*£*a&, SAcoS», <Jofc>,

CoCdbS, troOi^il!, jr>& SSaSj^eap &6^
r
iS»Cga>. s£e(Ko*o td>

9»3 5*5 jr*^ («obi,'o«»«» SV£ t»«33«^0» 3»i^«\j^o ibO o»£»pc3©0*

CHO»$Sdfco ifcfl 25 ^-c&o (Coo»o», e5*8 awiesocejff* 3&»yb. |*sj^>

*»<$£© »oa»8on» as^ 'aoAa *>&%'«*» »ont» qaa adta (Ke$»«* sa!i>S«

oajj «» 3©&abe «oo»> Wp&S} 03 a<*3 ttr^SC - a»^>^C* (30,3053

'aeeo' «t ao(«a> (Kohk^woj *«3b1 3a^«Aoa.

sptfo. v ?*sa>a:

(Soft. 8o»A. 4»q»
5
- lO/ll^J.
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verse26:

Tr. The nomenclature of dhatus to vrttas is being explained. Just as

v9ta (wkd) pitta (Me) and kapha (phlegm) are called dhatus on account of their

being the cause for the gross body, these vrttas also are called dhatus by consent

of prominent sages like Bharata and others, on account of their being the cause

foi the orgmation of the body of padam.

Com. Vata(wind), pitta (bfle) and slSsma(phlegm) are called the dhatus

or dOsas. This pertains to Ayurveda popularly called Indian medicine ( and is

parallel to the English conception of 4 humours of the body-blood, phlegm, choler

and melanchoBa-the last two being bile and blackbile). when an Ayurvedic

physician feds the pulse of the patient it is these three particular nadj-s that are

observed. It is axiomatic in Ayurveda that these three elements cause the origination

of gross-body. Thus vrttas being considered as cause for origination of the corpus

of the song (pada-sarlra) these dhatus are taken up again in verse 38 in specific

fashion.

The term 'prominent sages like Bharata and others perhaps includes

KOhala and Dattila too. KBhala, DattOa, Tandu, Tandayani and Tandya are

mentioned as Bharataputras. Some points of KBhala on dance are mentioned by

Abhinavaeuota in his commentary on CitrSbhinava under chapter 25 (Bombay &
Baroda editions) of N.S. Points of Sanglta Mfiru, KOhala's treatise on music in

the form of a dialogue between KBhala and Sardula are said to have got merged

with other treatises on music. KaDinatha has given some 39 karftas of KOhala in

his commentary on SJL But this portion is suspected to be an interpolation as

it mentions Kirtidnara who was posterior to KOhala. Scholars feel that KOhala's

writings got merged with N.S., that he was one of the redactors of N.S. 'Dattilam',

a work in the form of a digest of Dartila's work has already been touched upon

earlier.

The central idea of this verse is a rendering of the following slBka from

SH.

'Vata pitta kapha deha dharanaddhatavB yatha

evam eva prabandhasya dhatavS dehadharanSt'

(SJL 4 Adhya -10/11 si)
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Sofia BiPjSOoe* Q»«fc (fe ^ 3"Sj SoSJSjoS* 6D^3»o, (&>S, w£*«o

S&SSjOsyCbcSj #)*£«>& q»tfcl5os5«» 33JQ n"t&«pa (SSoS 3f&>. q&S

xg&>) »a H&s a&js ^tf^as (KSj-ojob. 38 aa$o sa Ac^jtfa s^
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This sloka occurs in S.R. in the context of 'dhatu bheda-s' (enumeration of different

dhatus ) and after listing up the three important ones udgrfiha, dhruva, abhOga and

the minor ones meiapaka and antara There the idea is that udgrflha, dhruva and

abhOga to the prabandha sartra are like vata, pjtta and slesma dhatus to the human
body.In our Telugu text Qua Tirumalacarya is speaking of vata, pitta and MSsma

m the context of giving the nomenclature of dhatus to the vrtta-s. Here we should

not take vrtta-s to mean merely the four-lined stanzas composed in prosody of

aksara-ganas. The etymology of vrtta given earlier as that which pervades the

prosodies like gSyatn etc. in VSdas is to be taken (gayatryadau chandasi vartatS

it vrttam) The pervasive subtle element of these metres is what is meant here.

The author speaks of udgraha etc. as pallavi suitable for avantarapadas'as limbs

of nibaddhapada at verse 38
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an qo&e& crttSdb&o 3^a»3

«pa.336fi',acKeueo3 a«JS»C
|er»»a»«»3) dkasosctiatfSoM 3oo

a»6 COtf ao««a au&eo 27

waa eas& «j^» aoma'&s se&&o »ja>. aert^ aoa^ao*1

s«» (d»Sj«o«* s»» Z5» <j»Bl«* s>a SKjSCSyaa <&*«» p»eo ao»cSl

^S 'Vs s^ 3?6- «* *Wba* «*««» *»a£3 a»aae» aa^a.
3»^n«ie«)!fc a^as-eadb ao»8jon» aas^a psja iwps> «roj,

u5«s» a»(aex»)«« s»^sck> coas^, 15 tia»£&oe* s^, ie
•0»5«»«* «^cpoosh5 too 6*$*} a&j 17 m&g&oe* (d»S)« >o»,
«r*a», Sowsg, i3»a},s»S)aj(5 scsho a%©on» 3a»j&. «* «g»«sjo s«4

a»(Oao«* '«r»ap ao»5o' v3 "J&s* 18 «»o»£jfc©n> Aoa. aoa^cas
»»l<so*ej*a»« «ckp pexpej ajHWSoa awta, «aoa, (iKs$, irelto,

«g^r»K«, tp'gS, O&O^ •* tXMfcj j^oj) «»s«Q, wftO, vT>«WH), it*,
pa^a, «k>^, 33*9& tsmotsd a«r»a.ea »^.a aa^wioa. e»a.oSttda

psjctfj aojaj, aa^, &f£So»<» air>a»os»o7» iowox. ae»a.«*

s»eo«* aolta eo^sBo spto^^ »a>sa6C! (Soo?>>o»^jio«4 fc&©a»
ag»so, appKa^so "Soes^ »a^2^joaoC* s5j 4ea«a»», aaws
&°*° ss^^oaa*^ a^ 8 s^xer-a, s^ce |aa^oaa»j«* a^
16 o»«»)(o»osa»ooaoa. ic jaooa ^o^r| «a«, ar-go, sst> «*
spito 31^ ago, ets, re, «w(e, pas <^«J #»os> a&oaoa.
asa&axwMi^w *, ses^c* sojj^s psja <pa.e«^oj a*<«i£a
sjhj, pacoja «pa.o> saoaasj awrt •ous^a*. «« aaipe* sa
ai^a «sssfi ps» aj^ao war- «r»a.e 3o(3b'cjsj'^ t»sj»Ooc •ajcoxs

asPoH*. so»^jao«* sa atyxsr'S&s apoa e^a. aia anywaoff*
sro *o4 fcoH). a»a«a a

t
$6ds> ag^er^a psaw aos^jao** <Saj.

«»&|d»ao spjao 4oa. ss^ao** <&a aoa^jao*1 S3 saa^a awszsa
a|j»oa; pao ar^eo aa*«*o«K a

<
5&<fi7^{! ji»»o Aousoa. aa*o«<

'Zn3' *& •&&& dSjfl 3e»K>6* «•« 3H3»a^6 d»«ra^ttpaon» Actaoa,
'dbasV »a -io^ pso d'aajbdST'Ao {spsottS Aotasoa. dssaff*

•b^os» ^oos 3»|« 5PCPJ6, pae* aHj»
i(
aa» wa^a «qm4 o»o>.

aajAje1 c&a «a3«oil• &t a»o»a^o^(e. pa ajfeessr^oo. aa» 4
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Verse-27

Tr. We proceed to give the language regulation for pada composition. Sages

lite Bharata, Dattila etc, have stated that padam may be composed either in Sanskrt

or in Prakrt or in (any) regional language; yaus (caesuras ) and prasa-s are to be

observed like in a padya.

Com. Bharata has spoken of composition of Sanskrt text and Prakrt text m
the context of vacikabhinaya (verbal interpellation). In the 14th chapter of N S.

(Bombay and Benaras editions) grammar and prosody are dealt with; vrttas are

given the 1 5th chapter; the 16th chapter has Iaksanas ,alamkaras,gunas and dOsa-s.

All these chapters pertain to the Sanskrt text The 17th chapter deals with Prakrt

text, language regulation, naming of characters and modes of intonation This last

chapter is the 1 8th in the Benaras edition with the caption ' bhasS vidhana' (laying

down the language regulation). Fallen forms of sanskjt spoken in different regions

under the names of Magadhi, Avanu, Pracya, Sauraseni, Ardha-mSgadhi, BShlika

and Daksinatya are the seven that were called bhasa-s. Sakari, Abhlri, Candah,

Sabari,DrBvidi, Andhri, Vanaukasi etc. are called vibhSsa-s (further fallen forms

of language). In those that are called bhSsfi-s wH be found tatsama, tadbhava and

desya words. Vibhasa-s have only tadbhavas and dSsyas. This was the position

at the time of the composition of N S. In later times, S.R following the footsteps

of N.S. explains in its prabandha adhyaya (4 chapter) gurus and laghus, the 4
ratiganas coming from the atyukta chandas with two letters, the 8 kamaganas

coming from the madhya chandas with three letters and the 16 banaganas coming

from the pratistha chandas with four letters. It describes the different types of

ela-s like ganaila, matraila, varnaQfl and deals with different kinds of dEsaila in

different languages like Kannada, Lata bhasa, Gauda, Andhra and Oravida Cina

Tirumalacarya is upholding the compostion of a padam in a regional language like

Telugu. The yati and prasa spoken of by the poet m this verse have to be suitably

understood ui accordance with each language considered . In Sanskrt yati is in the

form of padaviccheda; the word must end at the end of the line also PrSsa in

the form of the second letter of the line repeating in all the four lines is not found

in Sanskrt ; only anuprasa (alliteration) is used In Kannada yati is like in Sanskrt

only but prasa is like in Telugu, with the second letter of each line recurring in

all the four lines. In Tamil yati goes under the name of 'mOnai' and is in assonance

with the first letter of the line Same is the case m Telugu. Prlsa in Tamil goes

under the name of dugai' with the second letter of each line recurring in all

the four lines In yati both the vowel and consonant of the syllable must agree

with its counterpart In prasa, it is enough if the consonant repeats itself. Alliteration

or anuprasa is same in all the languages. It is a verbal figure of speach (sabdalamka-

ra) and is optional, ordinarily.
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so «« 3*u es>© i>se^ sa£S8om3 s«s»a aaaeorc> sr»o» |K!ro

<j»6. an»<££ e&e ^>«s»»^S7»s"aj» <swfce5
s
d»t» 3c& $r>a<sjtt>ejsr»a»

Oovia a'S
>

$e>5
<

>ai>»0»:)2 ST>«Rj dkifc«»oa»e3 SdSsSSxs. ec'fl SPtSc

^5*SS3*dS30 ed 4t a>rtfc <&«*» Sofa 3a»<j&*>So a&3<r>& 3»ac

l3uoo°^& 'c&o' «3a 4oa. wc'rt (d»s «;*}3j8» aa^otf* d»aa$&dsp

^Oo t-rt> S»SJ»© «3 SdS>3>o5
ea»t» »&)(*>»»> Sr»B» tt>8:o33§

t
S<>C.

aaesatf* w&^rciso l^o^o Aoa. £>c aa esse* d»n»a S'asao

wS^SS* SW«5 $o£B$cJkon» &oCe3 So^if 0«J"jge qg^oo. '»o(S3*

spoaojds^ ;>S5(d»5 "S>1a cass*' (»o&. 8o»^. 4 »$•£ 335j.)

1. 28co6* S'Sd'oM^ JF£*P$So£* 3^'SoSofiS SofUw^ Srnp»X

(a) BoJ^O'eool tffcgP SoaSyj. BeofoS* qS 65Xct>05. gS^Sotf*

ea»%3& fo& : I &&!})& fo& : U *~

U U = «o

i_u= «« 00
ui » ffl

I I
= 00

(3;>BoS* S"S'3o8oSOS8^ aAOTbOfio, MSS n»t3fi* o$m§ "3u£So

as^ Ka»o& as^s ©a»sj awoajosso 3s>foe* »o^o»<jiio. s^aoS*

S'toZoOi SOSo: Sd^aafi ASs. ©ax^aS Sx>otf> as5*g o5»Sj 3cbji5

as^a. aatfoS* 'as's 2 ^jama, is^acrjesTPS caayn&s a^so
«oj sojsp '-sio?' oSjOsoa.

SoAtf ^g^ofi* UU-IU-UI-n »3 «* SPaflepoS} CaKCPootPCo.

oST^a KereSo Sao&i SSjff'goaMSjoCSiJO 3oft<$ »<\£pe"*& 3S^u<Soa.

'Soifc d(0 oSjnp^ 32p$n» saS*o5u«' (»oft. Oo^ 4-64) '«(p»5>
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But yati and prSsa mentioned here are to be understood not merely as

applying to a stanza but to a musical composition like padam too. In padams yati-is

not merely in the form of assonance (aksara sajStya rOpa) but in the form of respite

too; it means there wil be respite in singing at certain points For example in

vastvaila, a variety of defeuia, it is enjoined that there should be four yatis in each

line Similarly in instrumental music regulation of functioning of laya (laya pravrtti

niyama) is called yati Students of music are famdier with sama, gopuccha and

srOtovaha yatis Among vSdya prabandhas too there is one called yati Similarly

we have to remember anupjSsa (alliteration ) in the context of prSsa In the

composition of padam anuprasa plays an important role. According to S R it is

a rule that in the composition of elSpadam the first verbal unit should be in two

parts embellished by alliteration.

'anghrau khanda dvayam sSnuprSsam Ekena dhStufia'- (S.R.-4-33)

1 . Matra-ganas touched upon in the commentary, though not in the verse, are bemg

explained

a) Ganas are metrical syllabic units A gana with two letters belongs

to atyukta chandas in Sanskrt In Telugu these units come under upa-

ganas(subsidiary units) In Kannada they are called Brahma ganas; in Tamil they

belong to Irasai A laghu is represented with I,guru with U. If prastSra is done

for a two lettered unit in accordance with prosodical rules they will be as follows

U U - ga - ga These 4 permutations are called

I U - la - ga Rati ganas in music

U I
- ga - la In Telugu the first two rows of

II la - la permutations are omitted in any pras&a

Thus here only the last two are accepted Again prefixing a laghu to these units

starting with a laghu is also the tradition Thus the units UI, in are called Surya

ganas in Telugu In Kannada the first two rows of PrastSra are also accepted

prefixing a laghu to those starting with a laghu is there Thus the 4 permutations

UU,nU, UI, HI are accepted as Brahma ganas In Tamil a'nirai'may be in the form

of two short letters or one short letter and a long letter, either by themselves or

in conjunction with a consonant These ganas come under Irasai eventhough there

may be 3 letters in some units In music also the custom of prefixing a laghu to

the unit starting with a laghu and accepting it as a gana is followed 'kintu tatra

lapurvS y6 t5shvada vadhiko laghuh (S R 4-64) KallinStha comments' tatrSpi

laghupurvesu adavadhiko laghuh kartavyah'
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(b) &J»^ST»e '2s0»$' *>OSyj.

U U U = *5

I U U =<tt>

U I U = 8

i I
u=a

U U I
=*

I U I
=8

U I I =«
I I I =3

>&. aWBoBaa&Seo S&3 e3Pj& «CJ^Ss 3»o& JS}5*S eS»% 30yJ

3eoft>«* 50(a«0»eaej3 Kerts J^BOPwo. (o-SK-a-ae-fS-Se) . SStfiaB*

5*e"3oJ4s 2S&a«o JSfieSooB eST'jJSxjSb eftolj) SScooiSo 3d)3 33j Jfc-SX-e-

u u u u

I uuu
U I u u

I I u u

U U I u

I U I u

U I I u

I I I u

U U U I

I U U i

I U i

I u

U I

U I

I I

I I

u

u
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(b) The three lettered unit called madhya chandas.

UUU" ma-gana ! These 8 permutations are called

I U U - ya-gana - Kama-ganas in music, of

course with prefix of a laghu
U I U - ra-gana ! where a unit starts

with laghu.

I I U - sa-gana ! In Telugu the process gives

UU I ta-gana ' (ra-na ga-ta-sa la-bha-na la)

6 units only, after rejecting the

I U I - ja-gana ' first two rows And these are

called Indra ganas In Kannada,
U I I - bha-gana ! without, rejecting' the first two'

I I I - na-gana ! rows we get (ma-sa ga-ra-na

ga-ta-sa la-bha-na la) eight units

which are called Visnu ganas
In Tamil they come under 'miJrasai

c) The four-lettered unit called pratistha chandas

U U U U These 16 permutations are called

I U U U Bana ganas in music with prefix

of a laghu where a unit starts with

U I U U laghu In Telugu, rejecting the

I I U U ' first two rows and prefixing a laghu

UU I U where a unit starts with laghu we
I U I U get 14 ganas which are called

U I I U Chandra-ganas In Kannada all the

I I I U 16 units with a pre-fixture' of laghu

U U U I wherever necessary, gives what are

I U U I called Rudra-ganas. In Tamil these

U I U I come under'nalasai

'

I I U I

UU I I

I U I I

U I I I

I I I I

84



«« 16 sp^c© Kn»e». bk2& So^a^^ofi* «r»e>Ka»e>ou»!k. t>$p$a

iWoS &00& oSwi^j dtijuo 3S S&r>n* oSfoxSjoa. 3e»?bSi* 5°6

3o&35SSc5Si 3dv) o5r"c&i«& &oo4& e>&o%ov)«S CSoifiKeFto S{5\£0,1O3:.

KCPeJk &|a«CPoocr»&. aa>«o<5* $2 'ia»efl' (Sofi& Sd»au.

6 JSP(«o KCPSl '$' fo&3 3o1*o

5 SJ^ae «0»»S '5' fo&S "&&,

4 SP|3e Ka«33 'CS' to&S "&&.

3 apjae Ka°35 'a' Kn&a "&&.

2 aP(3e K*J»3S 'b' fo&3 "i&.

3o3, CSasS", (fi, ftjj - »33»a wa S'ajeS' S«1i>05 TioaSa.
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The mStra-ganas thus derived are given the following symbolic short names in

music:

a gana with 6 mStras-'cha'-gana The first consonants of panca,

a gana with 5 matras- 'pa' -gana catur, tri and dvt-indicating the nu-

a gana with 4 mStras-'ca'-gana mber are taken as symbolic na-

a gana with 3 matras-'ta'- gana mes.

a gana with 2 m2tras-'da'-gana



ao8o tPjSOoac '3»o85 SOeW Sona ^^osaos
SOoSo Bto ^2ot3»a {BUS'S: SOo&c |U^S1& 28

0»n («pr»£p SX&aj'SwiS So&ijSo^S8 ^SjSo^S* s°530S°) SCO,

p3B, mojjs, co, 7Pn»a 3?"tf| a7»u*Sa2 3? s™^ Sfejjs 'ctee'

t»i SiSo oo!T8o "S"4cab "&B56 3H3 utfOo g8o030on» SSjSo, dSbSo,

BSjKj, co3*«pS., 7PB 3?«r»a.^ "3"6jCb "SOS* Softa *\j^ (Ho^el

§)_33 3'SjpO 3!jje5a wtfOo fi*a>\3joa.

SJ»gii (Kotfge, *• afi^oS* 'Sle' w3a SS^Se, «a#o, 33:to, e«o

3»«pa.
?
7T

,

es 3«<r>a. "a»tf3;s 3s <r»a.ffj 6oor »oAa •e^sliS^oSo

tsss^Bo. so^os* ga^fis «a seg^u^ -»« o3 s«s ajora^ 3s«p>fi.e»

&PC i^toSu&Stg »3:§Ve. -& 3a.c&o6*S*oa »S^| 6^t» S3u&

ifaoa. »oAa eo»^sso toesswej 3:§C **•& "* 5 «r
"a.e& ar^'i

aaajoo 3& !isr> 3Sj\oa.

'sco two 7fo«o(0 paa»3»o«> sr'S.dy

*~

-(4 «K3»$- 144*|)

a>a (Ao«so & ?6s»8^»cssr»^ 3&p »a ?go &.st3 3V°jtto. ^«as

ao^a s»e^ >«!} aosueasoss ((!.?. 1700 ^». ) a°n»3j q£ i*go

(!J»& 'JWSjS ScpScSp' wSPjBj. i^O^ ^^off6
sr»a.e)SSofi ^gj«j»eo

3SS\ssi'3 . 3J5S2je», erg^d&eo 4* aaco£*S oaot5So"£j ^&t 3 ctagr^.ei'i

faesj] s^os 3>j», Softa ejpjgeo ^OsoTo »ao«e s»oo£* aoja

ai^ja.

a»g oo/W5o qotS* <3oa 63»j [SSpdSo to. aiteWP dcajo-O

"aixsvkis wtfao. «< cso ^e^ s»&>. «« (jio«go& sjp&cas

aa^s*o "sg'a (i.«. 1402-1407) as s»n»<;eos>e cyc&d 9<&ig»o£*

an>jg6«»ft^ aa^ar' 'a,a%n»g skacffdAS 5°syiS, gsgsiioto'Soa gs

t^^s' (7 sa^o) »a^»s. «. gs s^b« '550o«r>.«feoe
<
5'a»oaj gsdS"'

w «pS.«*a {WSoS:So»oa5 t»n«i3aj 3KeSSot3an»& tpSaZlio~vt& qgi JS

«sjaocsafta aospoo.

87



Verse 28

Tr: Just as gold affords us pleasure in the form of ornaments of different

types and names, 'deiaila' composed in any of the indegenous languages spoken

in the countries of KarnSta, Dr&vida, Andhra, Lata, Gauda, etc (languages other

than SSnskrt or PrSkrt) gets mentioned in musical treatises under different types

and names and affords us earfuls of nectar- like pleasure

Com: The author says that SangTta Sastra has recognised 'desaila' (eia

in different regional languages) in Kannatfa, Tamil, Telugu, Lata-bhasa, Gauda

bhSsa under different types and names. The use of adi' in the verse meaning

etcetera should be taken to have been intended to indicate other regional languages

too. In this respect there seems to have been some unstable conditions S R.

delimits 'dS&ila' to 5 languages saying thus'

'karnJta lata gaudandhra dravidanantu bhasaya,

dSsakhyaiia budhaih panca prokta manthaditalatah'

(4-114)

Our author, though he has mentioned the same languages, has added 'adi'

(etcetera). Pottapi Venkataramanakavi (c.1700 AD) posterior to our author,

mentions the same aoka but with 'elassapta vidha jfteya', making the number of

languages s'even N S. mentions 7 prakrte undenr the name bhasa-s Although one

among them is called diksinatya (language of the South) Telugu and Tamil are

mentioned only under vibhasa-s We have to take it that musical composers and

rhetoricians have been recognising more than these 5 regional languages This is

the change that has come after the composition of S.R.

An ingot of gold at home does not afford the owner any pleasure until

it is made into ornaments This idea is not new VinnakCta Peddana (AD

1402-1407) in the 9th UllSsa of his work K.A.C (9-7) says how can one adorn

himself with gold howevermuch he may possess unless it is made into an ornament.

Similar is the idea in our authors's simile 'like gold becoming an ornament'. The

main idea to be taken note of here is that indegenous language came to be

considered valuable like gold and compositions in such languages were considered

similar to gold ornaments.



•8* (Ko$o *»ol03 e^o'lb S»3 (Suoae&n3P SSe^nap s^Ss. <SX

33jo$8356 «soflon» SSr«(«J'ii Sd3 833 3^$o$u&oS5;5ja. esofij^a Softs

S^SS^S S'iSaeB dSjjSJ). 30»(S«ofio sa» tvptkmt SoAa a-as

%o»i$^oa. sKc3s&><»3 SoAa CSPC&d ((I.*. 1134-43)S* j^bo
0»3}KP8j «£J°aS §^3»e», ScpTjo& foSoa 2P|ao o=D<>Sj 100 §*3»e»

*Sjtg 3w3Joa. SS«e>o &ij«d'>eo3 ((I. 1175) Sofa* SjCSBoS*

a©|?'SFon»S&, d»8>ccS2g)3 'Softa SSSsdSj^Co'S* So(JS3»on,cS} 3e» iSaofio

3ivv4s4oa. *»s
a &$>;> aoAa eo^sso ((I. s. I230)e* 356 ac ^ao«

$0»e»3a^oiJ. &3 |KoBS8 30° >SS7»SP^ fooo333^&oc>3 aSSo

[SSg'SjXod 28Ss (S'ieSj Kj6o-3 5eoS>tfcJJ''i&.
l

#3e' »3a £30' 3^2,0

KSoS 3e» d*Sp3i; S^CpSo Spe>orc,\5;31> 36d5p6. esoS>3a s)S> a S'ofl,

(Ko«so suosspaj so»s^ fbaoassto 34 ses^o 8Kb roa, sseosu&ajoa.

n»So Q»aj2je>5M ^aocorroSM 3u8"a33" 3b£57p;5o w3S)O'&S»0t»oa.

(Suo!5 ori»a ISosic&wJ S°8 SSdko. -CSofiSri, woo, eoK&oea, c&Sjeo,

0»KJS», 832S», spfi. iluaeJS CtS 3cft>&0 2© [SBop»e: 38xsje3 «S5bc

£e>3 ~do&> 6s»et>. Sc&SPojSO SOxSJeu. ^33 wSSxsjeo. 6a»3,8fl»3S

OTPCSSSi «< 3dfc5P«» D3 6oS$j SHotJ wS eSSxSo. (Sooted Sjcj

(l)apS [3t»Oe«o(2) oS (Suo!3'a5^3) 3(Slo [Saot3»e» e>3 &j»8o 3c»eo.

37»B (SaocPeo fia 3ta?eo. U&g 3S^a Spe»a SS a»e»6* c-5 n=35*

>3s. s?3 spBapaw. 333 spaces «a spc» »o*j»oj. Sea spajs

uog=e 3&&> 38^3 JP3"! «SiS£»o»oS "&&. & 'Sofia Bs°©& ©JoVasJSa

S^ltPoj. Sofia Bo^SSoS* Spa (Saoiyus 8+ wS paoceu 24+3[2ls

|Sejop°ea 36- "2wdo 68 33^43. q3s»5 ;>eHapa [Ssx3Q°e» . 7, SPSS

[5uo$S $D°eo 63)3.

3fl» Sfio^ S&Sj (icac S^Ko, £*5»;5jCPK3j3 frcK^o, ?*S£0,

gB^o, Q°8^Se$o "aaaSii fo£T>eo ^o&x!)* ^oSoao»oji. SoAa 8o»jSo»3j

»&3eo3 3o& 56 So^ SdSjSjo, ^flSo»3S 1>&, esft^SS, (d°oo e^3
6^033. wu»^ n»»(gS30 6oa. 3e>& S1© "aoiSj >o°ff* acih Sn»eu,

ajpfi6>e5oe* "3oa» Sn»eo, &>&Zi>iSo§t Sjpas, o6*d»ao€i* t,gt5 "aotfo

16an»e». HosttoS 3i»n»o^3 fiPS SD»e» w&^aS* SPda »oaardSso7?

6ocr»S. la HoU'i «&S (a3P«o &SJ=e. 5*5 '3o8o ^n»6*3 056 SiPSo

Sa»«» 2gSo. a»^ i'Boff5 sao Se^jpapoS«o7? Aoa»8. o5*>ao5*3



The present work is conceived as 'Sanklrtana Laksana' and not as either

'Prabandha Laksana' or 'Pada Laksana' Composition of a padam is touched upon

here only as an adjunct of hymnody So some difficiencies regarding the science

of music are inevitable Eli prabandha or £ia padam is an ancient mode of

composition S C of JagadSkamalla (A D 1 1 34-43) is said to contain more than

a hundred sMas on '£18 prabandha' and 'karnStaila' is said to have been covered

roughly in another 100 slokas Hfi is described briefly in S S of HanpSla MahlpSla

(c 1 175 A D) and S S S of PSrsvadEva S R of SarngadSva (C 1230A D ) mentions

356 varieties of HS Our present author is speaking of 'dfisaila' in so far as it

concerns him-without saying anything on the general charectenstics of £10 Since

'dSSaila' is just one type of '51a.' it is necessary for us to know the concept of

£li at least in a general way Hence some explanation is offered to the reader here

in this regard as also under the verse No 34 where 'nibaddha pada' is dealt with

Music framed in dhStus and prabandha anga-s is called nibaddha gana

The jati of a prabandha is decided by the number of prabandha angas present

in it Again prabandha-s are of two kinds, namely mryuktas and amryuktas Those

which are regulated in respect of items like chandas, taia, angas, dhatus, rSga,

rasa, bhSsa etc are mryukta prabnandhas Those that are not regulated in respect

of the above points are aniryukta-s. For example ragalapana has no regulation

regarding any of the aforementioned points, hence it is aniryukta Prabandhas are

classified into three groups (1) SOda (2) ah and (3) vrpraktma Prabandhas Suda

prabandha-* are a particular group of prabandhas sung with one of the seven talas

mentioned as sdladi tSlas earlier These are'suddha stida-s These are called

sudastha-s also Those that are located somewhere within the range of these suda

prabandhas like ela etc are called 'all prabandhas' Vipraklrnas are those that are

different from these two groups S R describes 8 suda prabandhas, 24 ah praba-

ndhas and 36 viprakDma prabandhas- a total of 68. Besides,there are 7 salaga suda

prabandhas

Elapadam has an exalted theme Mumficience (tyaga) popularity (so-

wbhagya/lokanuraga), heroism(Saurya) bravery (dhairya) and righteousness (dha

rmikatva ) etc are praised in this composition It has a fixed number of padams

or units with a name, a life force (prina) and a presiding deity for each It has

its specified procedure of singmg(gSnakrama) Ela has 5 padas or syllabic units

in each of the first and second lines, 2 in the third, 3 in the fourth and 1 m the

fifth The total number of padams or syllabic units is 16 The first syallabic unit

in the first three lines should be of two parts each, with alliterattion Gamaka has

to follow the singing of this first syllabic unit The last three syllabic units or padas



SBo 3»1JdS}3»8j» Sm(S5* 6oa»S. S)oSj SSjoS, ajfldk, SoS"e, |3S«J»e>

Si3 SPife* D5* t,S JP*o5* 3»G°e3 Sdii&o. a&ipo s»g esfeiS esspKa

(KS8©^ e.St3 d»tJoiJ»S. «t 16Sn»oi3j '3o5td»8 5t»b* d»& (SoSo «a

at 4 scoff's S'saeo ag (13s aao) a»ftoC55e!»as ge^*!S ^s.

S»fto^5iS fcoW^eoS 5*8. Sc5»e^ "STjeoTP, Ifc"^ Sa»o1i&, (Sofi

£r°no, "as »a3s<3, i8&(8» S 5»a>5j, &4 [3g)_a M03 SS^eS* So

USsg ar"8>3t»n» eca:3 be |3aotfo 1) aa^3«o 2) (frSo 3) M£*lfo

«3 sSiPJio Qo«fc4e>5t ^JcabSo 5?aooa. aa» c5aba*abSori» ^spd #"&

Sjp&eo llSO»e SSSo 6a«}3«o56 d*G»e3 12a SSo '^eMSgo' »3 ^tf

a8[adl>o5* 5*8 '3o&ot33 3eo£>asr>3oS*& S^£"n»^ (ajaS7«Soff6&
>o»fi. ecT? sr>fi^»{So0*3 Sar>&>aa<><££ 8*6 3o4oi3a ajS£aT«3oS*'&

ssjr»5*B°s£ aoooa arvsortk >a°». qa 3o» ^ar'a^no. -s< acaao

Hao, Sr»|3e, a"3e>, #3o »S jr>e> Ss»eo. wottiS* K3«> Sj3& SOO
4— ' w_ 2. •*- _ A •—

SPD°sa. 5 61fel»e ib8 &,g 5«no5* SP^S 3»o>S6. 58«CJ»o £ba t,g

tt«e>o5* Sr^a SocSO. 5S:«ci»o Sua t»g cftKcsoS
6 Sp'Sja sp>aa.

3t3 $Ko eKeso&eSs agjflbeOT iSdfctoo So 93 #0»«», (Ss»0»oaOS2\&eo

15, 'S»3o qS 112 20°«o S°tfooa.

sj»(3o «>3a "a&g 3^3 ea, s»sj, «p», aj(?«n»o56 ^sjoa» 4bsh».

6a«cj'o5l 11-11-10 eSaSjeoo^a Od 3 s, s»Sj«ct'o5' 22-22-20 ©a»

Sjewo'ia -s«S3iS¥- jpoKspoS* 33-33-30 oSMSjeooSa a*tti$9. Jtoi?

«es»uS* 44-44-40 eSaSjeoo^a CSo(a^». (o8» »«p^e» t^.^. i"!3»aS

3i^t9&?. S>r»& Soss^eo SCoSn' £>7»&> 3»a»o& «S ^^o^S.) aoSiS}

caj&seoa S^eyoHl 3teo5* qoasSifl; 5 axn«e»+l3too S*^©a^6;

l^«oo+3aHH»oo +lS«oo +l<SAEM-af?S5a; lato+lS«o+4CS«C!»eo+ 3SK

er"eB+l^K£9o+lateo-aaia>e- ^da 4es>eB. «&aa}{j»a^a)5aoa issjg

3J>^a ;j»a»a<r>^a;o a^fe $ohsmo38 ar»i3o ? 4os»3,o»<mo. a»oa<fij

ajo»ajssaeoo ^eo 3yajo «c>a<sS)ajo ado sr»(jp aoipc d°ti^& «a

40s»37,a5oa. £136* S'SA'ea a^* 40s«a5. stSa ta&o 20os»eo.
C7 -^
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of the first two lines constitute the pallava The fourth line should have a syllabic

unit or pada mentioning the name of the hero or leader The only pada or syllabic

unit in the fifth line should contain the mudra(impress) of the composer (vaggSyaka-

ra) It is enjoined that 6l2 should be sung m one of the four taias called mantha,

dvitTya, kankaia and pratitSla Singing should be started with visamagraha i e either

aflta graha or anSgata graha but not sama graha KallmStha's teaching is that having

sung these 16 syllabic units for the second time nySsa should be made at the first

unit of the 4th line, called'dhruva' SmgabhupSla's teaching is that having sung the

Sth line called 'abhOga', dhruva, the 4th line, is sung again and left off Showing

the serially numbered syllabic units or padas in boxes, their prana below and the

presiding deity above, dhatu on the left side and other details on the right side

the format of £13 can be represented as in the format given.

As per the formatshown SIS prabandha becomes tndhatuka with ( 1 )udgra-

ha (2) dhruva and (3) Sbhoga SOmeswara and others who considered it caturdhatu-

ka said udgrSha shall be the dhatu for the first 1 1 syllabic units and the 12th unit

should be sung with 'melapaka' - different dhatu. There are definitions for the

ten prSnas indicated below the boxes They have to be followed while singing

In the Pallava of the first two lines, the first two units (3 and 4) should be sung

in vilambitamana and the last m drutamana Similarly the first two units of the

4th line (dhruva) should be sung in madhyamSna and the third unit in vilambitama-

na These are the regulations of £13 m general

Elapadam is of four kinds namely (1) ganaila (2) matraila (3) varnaila

and (4) dgsaila Among these ganaila takes its shape with the three-lettered gana-s

familiar to us. Five 'bha' ganas plus one 'na'-gana per line makes for nadavati,,

five 'ra' ganas plus one 'sa' gana makes for hamsavati, five 'ta' -ganas plus one

'ja'-gana makes for nandivati, five 'ma' -ganas plus one 'ya'-gana makes for

bhadravati. By modifying these 'bha'.'ra'.'ta', and 'ma' ganas 93 varieties are

obtained. Other types of modifications yield another 15 varieties. Thus ganaila

has 4+93+15-112 varieties

Matraila also is of four kinds with (1) rati ganas (2) kama ganas (3)

bana ganas and (4) miSra ganas respectively. These ganas have already been

explained Thus if three lines are composed respectively with 11,11 and 10 laghus

consisting of ratiganas, it is rati-lEkha If three lines are composed respectively

with 22,22 and 20 laghus with kama-ganas it is kamalekha. If three lines are

composed respectively with 33,33 and 30 laghus with bana-ganas it is banalekha

If three lines are composed respectively with 44,44 and 40 laghus with misra ganas

it is candral6kha
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AccorduigtoNandjschoolS'cha'-g^splusa'ta'-ganaperlineinakes
for Indumati; 5 pa -ganas plus a 'ca'-gana per line makes for Jyotismati; one
- cha -gana plus 3 ca ganas plus 'pa' gana plus 'cha' gana makes for Nabhasvati,
one da gana plus pa gana plus 4 'ca' -ganas plus 3 'pa' ganas plus 'cha' -gana
plus 'ta -gana makes for Vasumati Thus these are of 4 kinds

According to Arjunamata the afore-said NSdSvati and others become
4 kinds by breaking up those ganas into matras.

According to Dhananjaya school if the number of matras are observed
instead of ganas m rati-lekha etc. spoken above they become four kinds. There
are another 4 kinds here Thus MStraila is of 20 kinds

If merely the regulation of the number of letters (vama-s) as against

the regulation of ganas or mStras-is observed, it is called vamaila The bifurcated

parts of the first syllabic umt in each of the first three lines may have 6,7,8,
upto 29 letters. Thus it is of 24 (29-6-23+1) kinds with these lower and upper
limits of 6-29 letters

Now, 'dSsaila' Named after the regional language in which the 'ela'

is composed, it is of S kinds namely (1) KarnStaila (2)LStaua (3) Gaudaila (4)

Andhraila and (5) Drividaila.

KarnatauY This is the most important of the Desaila varieties. S R.

devotes 12 ilokas to this variety and covers the rest in only 4 slBkas KarnStaila

has every one of ils.three lines embellished by alliteration at the beginning, at the

middle and at the end It is sung in one of the tala-s mantha/dvitlya/kankSla/pratita-

la as is the general rule for Sla-s Mostly kSma ganas are used in this and we know

they are only the three-lettered ganas familiar to us NSdSvati and others spoken

of under galiaila take their form with these three-lettered ganas So these are treated

as one kind of KarnStaila Under this category the regulation of ganas is jRmited

to the bifurcated parts of the first unit of the respective lines. Thereafter the

composer has full freedom But the rSga and tffla are fixed The followingt are

the deauls

a LNSdSvati 5 'bha' ganas +l'na' gana- takkaraga, mantha taia

2.HamsSvati 5 'ra' ganas +1 'sa' gana - HindolarSga, dvitTya tffla

3 Nandavati 5 'ta' ganas +1 'ja' gana-MSlavakaisikaraga, pratitala

4 Bhadravati; 5 'ma' ganas+ 1 'ya' gana- KakubharSga KankSlatSla

(In terms of matras these are respectively 23,29,29 and 35. These are exactly

the mStrailas according to Arjunamata)



(b) &3*«p: 5*6 3o&>o»o& 2 s«&Kfl»eB+l OSXoo; frcp&giniP&o-

SiT>S" £»a»al 45»S5XO»ec+led Kao; w& Ss5!»t&(d»So (q4 05 ^*
spb») a^esa s»o»jSoJ as &&>s;o ( tPKcrssweo sTStr»).

(c) s»&3sp: 5*6 'SoSo d»o»o& 4 3*SjKcj*© *S*»yS ioi^cas. e^"s>

(d) 3jS3*s>: |SA >D»SS 4 s»3jHo»e vPSyS &ir&> >o>e& Sc&So -

w& SjtfcS* «8&|«ftSo. 3oO°SSl S3 CfaJTeo.

(e) $[B&p: 5*6 '3o& ^E?o& 6s»SjXa»e»+l 'cofoo 3°ZjX. SiT^O
6

>Oofi* 8 S»SjKl3Paj. 3jP& 3»c»$j3} «S &g>£oo°6j e&^S)-

(f) $o6S$0: &p&,ti*u>&& d"n»3§ 5 s»3>Kfle«»+ loeXoo+1 s»s>Ke»e>

6oB*6. ®3j&i SoSV'B JJcS" 3°S3coS3» e)3eSO«KU (l£ 3»&>?\»e>

iiS^ji 3dSp^>). "SoBs >oh> aSBS* &J*Bj d»a»o OSes' SiT°<S*

otoSo SSSPooMo SSo WOjS es& 'SspISSSo' «s3ioC5jSooUja. (#*
(333 Sj5o 40, 41 SD»£e> Sg 33jo&).

etflPFoitt p»Sgpgo: ClseS* d*O oa»3:^3o 6ot»oa. 03S» «>13

S»o). 7T3off* K&S'&n^SajoSSj; t»SL"£j 83o AoujoS. wo^ee 6 S>«o

SO*33 KSsS a^ea, ctposhu, SJS^eo, sr»3*exi Aou'om. p>a2o^"^

stereo SgteS* 3Sp3"& s»a 3ofiSptp££ Sr»(3o a»# 3"8o t-S*-3

as».sn» spojo&«S3oa.

Uo&j frcpS* «Sj[*P3 (fejoG* SspS* 3»ao5* «3:|S»3 Aoi, (4Ss£P»

5*n»«o «5s(>s5* sp4, >b d'O'SS ja^son" 385)8 bps^s ;pis5S»

cS&exxS S'Betf
6

«PK CK-83-6a-S)0 Z5SO*Q Scfc&o iottS «%_"»

aS,dSr,£< w e&oo &o£fi 'STbce' wSjObofl.
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h Sul£kha The first two lines have 2 kamaganas plus one ratigana each
wit 1

' alliteration at the beginning The third line has 4 kamaganas plus 1 ratigana
V'lth alliteration in the beginning and the middle. This is called ratilckha too Riga
and taia are fixed as for nadavati.

cKamalekha The first two lines have 4 kamaganas each with alliteration

at the beginning and the middle The third line has 8 kamaganas with alliteration

at the beginning . the middle and the end Raga and taia are as for HamsSvati

d SvaralSkha All the three lines have 4 kama ganas each with alliteration

at the beginning and the middle RSga and tala are as for NandSvati

e.Bhadral5kha. The first two lines have 6 kSma ganas plus one bana gana
each. The third line has 8 kSmaganas.AU the three lines have alliteration at the
beginning, at the middle and at the end RSga and taia are as for Bhadravati

f Chandasvati If all the three lines have 5 kamaganas plus 1 ratiga0aL

plus 1 kama gana each, the Sulekha becomes Chandasvati. Similarly an extra

kamagana in each line makes the other vaneties also chandasvanta-s If a unit

equal to the third line is added either at the end of the first two lines or three

lines, then this extra unit is called 'sikhSpadam' (This concept occurs again under

the verses 40 and 41)

Lata, Gauda, Andhra and Dravida 613s Lataila has alliteration at the

end of the line It has many rasa-s. GauQaila is devoid of gamaka and anuprasa

It has only one rasa. Andhraila has various types of gamakas, rSgarhsa-s, rasas

and bhSvas Dravidaila does not have alliteration but possesses many rasas and
bhavas. Other regulations are common to these along with KamBtaila But in

chandasvantas a fourth line is composed in excess.

If there are four yatis m the form of padaccheda in each line and

with alliteration in the third, fourth and fifth lines (the latter two covering dhruva

and abhOga) unregulated in respect of raga, rasa, nti, vrtti, dSvata etc but

following varnada in other respects, it is called 'vastvaila' (Vastvaila has

regulation of raga, rasa, nti, etc.)



*>«• ^uo5S»e» a3» So»«»n» 6otXP> S0£5. SoAa Bo^SBo JPtSI JjiW*

Sas^S EPtSS So(«t3»OvH5o i)0" >SSP»| e^no £>e\8tKSo esOAoCS a©»

SCSy. Softs e«PjSO»S>5 SpO^gS 'Sofia SjcpSSo'S* Jto «3»a«S2o©ur>

ran »ccoa <3»o»:sa &r>\aiL ssjudos. aa3 ao^aa shafts 'aoAa

SSSsdi^'Oo'S* SP>CT>Sfl »J^ 1>&& 5r»0» 3JV)Sooa» «ao SSjwSoS. £«

So&otSa »S>36o-D £>»£* 3»o»SS w& ?m)5°SjS 6oo»om. (d»» a&Sj
a'SsS S*ti\S&io &i&p>Q°ii}%). [55 si»D1,oao£* JS&g iScarVto. «9U)"S

a8a - S
o35 «aSP[ae SdfcSoo 3&. SP^BoS* &e«$g cpSsSJ) O»5P0i

®c»l& 3aj s»arioSa'a> wH^aS* Sr»&S |Oi3 6ot»oa. eta:^ SPlte

(&3JS5 tr>& ^so 3csip^e <»73a n^Sio- (»oAa &>o°seo fia (Sgeoo,

5eAa SS:da=^eo 4«sa- 130, 131,132, 133, 134 &). «* .?Soqj»«»

Sio& (1) Z&uuhZor? 8fljo3Bo (2) d»CT>oaoe"* fi&g (3c3t»Ko 33\So

(&) SoS»3§ to, 2S3i3k&o&53oo K&SoSS/W eo*»e». Sofia {5o»jS8o

UH3S be (Swo«o (6c°abSao'3 SPSSo aeSV) "SaStJ m& Kffl'o SoSs

^n^ (12 «c3»eu) gioS|«dSjoff
63 5+5+2 Sn»eon» ScS&gSoCSda aSAoa.

£<age£ tD&aeo^ s»£*e» »&» Ao3»ew&> a«5 aa# '88^2y?(S'
,

5»acoS*

12Kjj»» (t5"g£") ac^d 'CoKf (pendent) vXat Sr-to .sa^uSu
go 'SBsapeo' ^p**&>. sjise 'a&«Pe>'£*;57» ^»c«i artbSo'Oj SJ^cPjifc.

eQ"?! ^3 5«paeo »Su<S Ao5\Sy. jjSjtSS &t SS^dio iP«e.
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Ela-s have been of many kinds We may think these have been

collected together and general norms for £la establisnea by the time of S.R. S.S.,

a work anterior to S.R says 615 is of many kinds and gives only 'ganaila' - nSdSvati

variety. S.S.S. posterior to S S bat atenror to S.R. gives only a ganaila without

even mentioning the name of the variety. According to these two earlier works

each line of an £la has 6 ganas. The first three lines have udgtSha. There is

gamaka at the end of each line. Then comes the pallavi. Pallavi has no regulation

of ganas or mitres The fourth line should have 'melapaka'. Then comes the

'dhruva' with the hero's name, followed by the last line with vaggeyakSra mudra

and abhOga dhatu. The procedure of singing is that after singing abhfiga, dhruva

should be sung and nySsa made (S.S gita prakarana; S.S.S -4 adh-

130,131, 132,133,134,sl6kas) We may note that these works view ela as (1)

caturdhatuka (2) with gamaka at the end of each line (3) without regulation of

gana or varna in pallava. By the time S.R. came the view that ela is tndhatuka

seems to have strengthened and the two lines with 6 ganas each (2 x6 -12)

have been rearranged as khandatraya with 5,5 and 2 ganas respectively.

Following this arrangement, perhaps, Arunagirinatha in his Tamil work 'Tiruppu-

gazh' composed 'Viruttams' with a pendent called 'tOngal' after every 13 ganas

or seers In other' viruttams 'also he has introduced this balancing unit Perhaps

this must have come to be called a sikhapadam. This introduction is enough for

the present.
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S.ii «^5 3Bo 3J£ SOotuoo 3toS°o&i SffiS

Ss.il MOOX5 55)0 aBotu, s
uoB aaaS, sj-oeaaaa «ojri«a>so

uoBoojSeaB S^
^>oifco&&> OHjd»S <&SjdS5 TStTZSu 29

a\i£38o, 5ao{S30o, B7"eaBo o~&
^S*** ^'J5*1,

c5?<;S
,}<

S5 '50o'2 aMScBon"

6oO»B3 SB DsMo 03j 30tSS33n»*S8So 0»g3»S <t$±<Sb 33»^8j.

^aais 24aa£o aa &ao3o, eeoao aa&a aa^aga. w°"k ^^
ajsS s»s ^Scssr»o<i5s«s Sana's asjsS »ca>3 -cpoj, oa-oae <so2a 'aao.'

aosaeaa '*go,' *o»<53»oSj 'cp>&>' t>H> |>eaas& sos^ja sp&sxsS,

3caajBi 'a»Si*go' trolKS). SJ»3j3$S3o»S 'caV wS 6^SyO) «a
aaaoSiNocsj&oojoa. a^sjjoao aaa^a «0(d»*3o.

»» as»co '3o& es»e». Jtoao. arcso. aoa&ota 3o£*aao. caress© « o © w
i& Ki& ©a*> S"33 Sd&Sxs s»J>, e(g

l
05osrtcS<&S3o s»S «5&ob» 3\aoBo

S»&oC e>©S^S 5*S'3;a e^O"© SO"«&j &0&&.

3o5*b8'2uS e^O'O Sr»&v did, fl^O So*T»c JM&ajo 6o<£a '^"S

aCo'. eslSs»!jo& &>6oa;3i> a^O © Wfl^S* »eoS8o3ag 5Pe» frcpeS6

sp&s Soaarj 'a^eo' oatocsj&otxoa. -e* soasjSa e&eaios^Sao 3a
26 3ce»n» vSoB-^^off' 33\adoa. 26 b^ct'oSj SboS do"£s «e"ot3

SPCovoSj 'aT'caNaPea' wowifc. BoSS a\do SoS) \doff8 '3o&) J5KCJ"e

Jba fixers*, c&Xfl»6*, aK«»£* 5r»cbjar» 3'n»s3 27 e&o'eo Zi>s«a

999 e^OTea D»S» &6&t3tx> SnBjBfloa.

1. 'eo&B a^a aaou;' e>35*tj 'ooBj03js's:» (jposaac^aj. (aoa^a

$o&oGt& o»a^ eiajaood a&xss»p>4£s5 'aoeosayS "a&5* t«
a^ao 6oa. qa 25 <$oD»a3 3oaoa. »o"to s^ool 25«jS

x
a»o>

6ot3»c3S>a^ar»*j. soss™ spqjKj ;»cj»eii>a s.sa«oo «"2>a axpoo $&s

CT»«o esLx&a^o t-S^As&aj eiowoaj. (4»+l5+3«5+ lK)'; 16 e&Oo
bits dtofl iocooa) Boot? spuj S»n»^ a^eon* Srthts&S 3Bo od
S^ititi «Bo ^&S*jp6.

2. aa scisff
6 Sago «^5j»o o^o aosr»^ adiajo, soasoj, c&o oaa'iJ

5*S»ij3 o»oo, &»a »33 Sr»c» iowox. *r»<fo "&&£ CSayBAcooi7S»

e-S 55^ Sj5* 3o JbBs»S "3o& -5*03^ SBJ»aon» MD 3tj\ ToBo
fc o*Jg 'Sdiitjo 'd'a'. '^fs' «sotj ao\ asuo. ^a asaiSdjj.

SdBosr^s so*^ 3s, £»osds>a5o 3s, (&o sx&ajo is spcjufioa

e>Sogo. a)& <F>eSdS>aoo ^SooB» i^a»cS* (afflPftoauaiasoB!
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Verse 29
Tr TfillapSka Annaya made it known for the enlightenment of those

who are blind to the knowledge (vijnana) of padam that the divers kinds of such
a padam, (as has been called 'desada' in the treatises of music) as related to

Natya sSstra are the closely knit vrttapadam, the nibandhapadam and the

cumapadam

Com ft has been stated under verse no.24 that a subanta or tinanta

is a padam. That means a stem with a nominal case ending or verbal particle

indicating person, number and tense as a suffix is a padam That which does

not possesss this 'vibhaku' as suffix is a iabda; for instance, the base or stem
'rfima' without the suffix of its vibhaki is called 'rama sabda' After a nominal
case ending is added on and it becomes' Ramah', it is called a padam. The point

is that which ends with a vibhaku is padam

Here musical compositions are called padams These padams are two
kinds- mbaddha (framed) and cQrna (free lit. granules). That which is prosodica-

By framed in or bound is nibaddha. That which has no regulation of guru and
laghu, no regulation in respect of number of letters and not bound in a stanza

but composed of letters expressive of a certain sentiment is cOrna

Composition of letters in a prosodical frame with yati and regulation

of numb? of letters, makes for 'nibaddhapadam' If it is a stanza of four lines

compos d of expressive letters it is called a vrtta Prosody or chandas is

described in chandas sSstra as 26 kinds based on the difference of number of

letteis m each line If the number of letters per line execeds 26, such

compositions are called mfilS vrtta-s Dandaka vrtta in sanskrt can have

anywhere between 27-999 letters per line, starting with 2 'na'-ganas and

'ra'-ganas or 'ya'-ganas or 'ta'-ganas.

l.The verse starts with the words 'bandhura vrtta padambu' Here one

should not mistakenly comprehend 'bandhura vrtta' (In sanskrt prosody and as

followers of the same, in Telugu and Kannada, there is a vrtta called 'bandhura*

This pertains to the 25th chandam which means that it has 25 letters per line

Four 'na' -ganas serially plus one 'sa'-gana plus three 'bha'ganas serially plus

one guru make for a line The yati is on the 1 6th letter ) We have to understand

it only to mean a close-knit composition of a stanza in four lines.

2.1n pada-composuon mbaddha type includes not merely the regulation in

respect of the number of letters, prosody and yati but the tala and pSta also TaTa

is a familar concept, though not its intricacies The sasabda knya in tala-namely

the noisy stroke with one hand on the other or with both the hands or by snapping

of fingers-is pSta. Literally p3ta means falling or fall A composition without

fixation of the number of letters or yati is anibaddha This one without a tala is

used only in vSdyas
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2.U «o& &aaao atSa&s

So.ll woa&oS 3.&C0S

C5\o5*«E3tJS»£ 3ySfl,a» 5as«£"

ssoas&js&o uaas*

SkoftS (Sc& &a3a&oee&35 &o&^ 30

«r>iis^asao, auoo aoo, tfpgaao »3 axpdot^ ssjaaa&Sa aco

«o45o7i» 3S»»o S5A iotpac. (Sa^JSS d»ue» S»»uo t»WJ»SJ 0»S

eegoo ePoOfi).

s^&aooa <*tfa ao3a soa&j «» ^a^ 32jSo e»s saa. 'sasossea'

SC^O'eir S5>\ Sa^EM 3& SlSOoCSSo ^oa&j »S °&j8_\S 35\So

"SoS
6 saa. jb« 3!q3» wtfals sespgo. soAascaajs ** ^oaoS* ss

'ewfi&oS' 'wofijOW&oSS"' »3 50»o5* froBo^ SjjSj OS'S 305*3*

soSLjaofi* uM^ca a>o[p,i«» svs wroo, «&>a''6
i

r8o Ko»caigo. a^c

sbsj t»37l
i

5jsa»(p»i n»s (3o»j»3 >ssj"iao »oax>&. ^asjooajaS <Soa

S^S'^oS (<5oa« tfi'&ih ~&<£&s) 33\u&o&. aoHiiS $oa&>\ 'Sn»o7?S*

usi3 «9cc«oa. so^aofi* jascijoa&j "&on> aMsajoasjj 3&fl> &>a.

afSB-csjoaso^ 'ioflcsps^a <so5*jkci8o (*4sas». «rw |Wro»as says

a<p$© («oao 1a»e$u> ajatso^goo. z&fo sa^a spa.es 306* aa.d&off
5

a&fo -soas^e* e&e |d»s» sta.'Sos »o?o. a&eoii1 'tjf3'

'dStfltf' »3 IMS' (3&on» 'eSsfi' '^s' 4j*p. <&a «^8 3»d>tfc<

orso. (d»»s» a-faj»(«rs)a. «a*o &o<5 Ma asa ^oo aocs.

ss^oS* «&e iters*; erajws di© to. aos^aoSV'X aaa3\a erts
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verse:30

Tr (Among the vrtta padam, nibandha padam and cQrna padam

mentioned earlier ) vrttapadam is being explained Vrttapadams are those that

blossom forth beautifully as though gold has acquired fragrance, from the twenty

six kinds of metres in lie form of vrttapadams with aksaraganas and jatis with

maM-ganas.

Com. The regulatory principle of a song or a verse is its prosody called

chandas. From the root 'cadi ahladanS', one etymology of the word 'chandas' is

'that which exhilerates'. From the root 'chadi samvaranS', another etymology of

the word is 'that which dresses up the thought like apparel* Exhileration is the

essence in both the cases. Musically oriented as this work is the author suggests

only exhileration by speaking of beauty, blossoming etc. through his words'

'andamulai alarucunundu' (Tel andamu-beauty; alaru-a flower, happiness, :(vb)

blossoming)

In sanskrt the mantras of Rgveda are vrttabaddha (framed in metrical

form). YajurvSda is in prose form; mostly the RgvSda mantras form the corpus

of Sima vfida attuned for singing. Chandas is called the feet of Vedapurusa

(chandah psdetu Vedasya). So it has become one of the vEdangas, a subsidiary

subject for the study of VSda. In SSnskrt the chandas of the Vedas and that of

the secular literature are different. In laukika chandas, the work of Pingala is the

most ancient. The next work that has become very popular is V.R. of Kedfirabhatta.

One can say that Telugu and Kannada have foflowed this work to a large extent

in regard to metrics

In Telugu prosody the yati and the prSsam are the distinguishing

features. These are present in Tamil undej the name of 'monai' and '£dugai'

respectively, yati is caesura in the form of aksarasSjStya (assonance); prSsam is

repetition of the consonant in the form of second letter in each line. These should

have come to Telugu from Tamil only. Kannada observes padaviccheda as yati

like Sanskrt and there is no aksarasajatyarOpa yati; but it observes prSsam like

Tamil and Telugu.
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©5m JS$B7»3o "SwOti wo¥o. [p»>
o
jg;

Beo eS»%w. aajS^ej, ISodSaSP

^CfoSo, £oa>^a&, S56& 3»o0^ «^0»s», d'es&S* gp&a ej^ota

foSj^u:. SSxd'ta: s»e*a§ «1P(3 wS Sob. (S'&Jlf'^ii'p'c JW3i;if3o

ifoBds S»oi Sr>[{r). t-S 2>T\8 S«©oS* A*S)8o3»i2 e&Bo e>5»^.

esoiSSoTa aSs^SS^S* 6i5)6oSo3a fo&§. foswis)& 3o& &P(SeSH>&a

acjS^'.&iSSy&j 3o&> aj^^ea, Sj5
(
iJtjCno£< SaT'So S7»|8e) es^jflboa.

8atfo£* agS •&!>. ei^a eo?o '«>?', too 'W waaBoceo:. 75C4,S

£<&? «3 IbeS6 esS^fi '$8' Srtfcj. t,S (pSco s»a 68o s»a «r>as7pii«a

t.S <Sco£s3o (fret) BgjSo)^ i36n»S '<$8^' e§£boa. tJ& (3'Scc KooiT6

weS^o«on» 2Sr»|3o o»Oj. 'S^c&1' »3& "3o»a ,2j3ve> g«S, 3o» t-S

p»jo tS &6o S»3> 0»SS»n»» frwd* 5r4B»S 3&>oa. «< 35, a^ee

30&3 SSiPttj J3»e»?l5 w^ar" '%0J5 «c5 ?ici»ej^)0»ox.

soa^jaoe* crt 3&*> sspffjsn foci: e>a»$e5* &r><i (fls'oaa^

RflPoS* 38^1 3»«j >B°o 3ofi».^ Sejj»3S 's^Ojeo' »a "SiBs. ay*(0»H

a>e>s* ao^S a*as 'ettfea) '«a "i&. (aos^a soaar^sp, sxKSjofio,

sr^apOo a^cw. 'sr»(o»ae atf&s ^oosaa* s«^' «a sgecj
S80) 5oS» jOoS* ST5

)© -S\o43J£o-j5* &5y5 wa*c^a»aj, hQ ^o°o; 'a»«fceu

ssp&j e^ore 3 as n»a^ (Sg^otwij. ^otJ |esKa»«» ssr»5* $oa»a^

aasspfi sbjs^ s*s «;&;$> |5oo ©swss |s»&, ^ej>i3»» fltfw&oa una

ajpj^o»o 'as«|'&^ ^oo&j& (?>8o, xoh» ^spaoaoa^oo*.

u u u= &foo u 1 = a«cw

IUU=c&«oo IUI = aR»o

UIU=«(e»o Vll=Wno
nu=a«oo in = sxt9o

iaSi «&eKo»©a, aa8«a^>a •&&.
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In prosody, in Sanskrt as well as Telugu and Karmadji that follow it,

the concept of guru and laghu is the first item. Short letters are laghus Long letters,

letters that come before conjunct consonants, bindu and visarga and those with

a mere consonant succeeding them are guru?. The time taken for the batting of

an eyelid is designated as mStra. (mm£sonm£s3bhy9m anyatarena tuhtah kaiah:)

A letter which can be uttered in a matra is a laghu That which tales more than

that is guru. Though a guru is generally equated with two mStras or laghus it can

vary, a short letter followed by a mere consonant is only one and a half mStras;

when it is a long letter it is two mStras, it will be three mStras when uttered as

a pluta. The Tamil system is different. In Tamil a component is asai; a gana or

foot is' sir'. A gana is formed with 'nSrasai' and 'mraiasai' A short letter or long

letter either by themselves or with a consonant constitute a 'nerasai'; a short letter

does not occur as the first item of a' sir' Two short letters or one short and another

long letter, either by themselves or with a consonant, constitute 'mraiasai' These

'asais'-'neV and 'nirai'-two or three or four join together and form the 'sirs

Like in sanskrt there are both the three lettered aksaraganas called

tnkas as well as mStrSganas in Teiugu and Kannada. Those with four lines of

aksaraganas are called vrttas; those that are formed ftom matrSganas are called

jStis (sanskrt has vamachandas as well as mStrScchandas ,'matrS varna vjhhsdgna

chandas tad iha kathyate-vrttaratnakara) In sanskrt the different kinds of Sryas,

and gltis that are composed in mStrSchandas are called 'jStis'.

A three lettered unit is called a tnka Such trika-ganas are obtained from

prastSra of the third chandas which means the chandas which has three constituents

of guru-Iaghus. PrastSra process: write down all the constituents as gurus in the

first row Wnte a laghu under the first guru and keep others as they are m the

next row. Again wnte the laghu under the first guru, make the preceding laghu

a guru and keep the other part as it is Continue the process until all the constituents

occur as laghus. The third chandas is called 'madhyS' chandas Its prastSra and

ganas are shown below :

laghu: ISymbols: guru • U
1.UUU-• ma
2 I U U • 'ya'

3UI U-• 'ra'

4. 1 I U-- 'sa'

5.UUI • 'ta'

6 I U I • 'ja'

7.U1 I
• 'bha'

8. 1 I I
- 'na'

gana

These are called 'aksaraganas' and 'nisargaganas'
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3|S (8«SW$)ofi&j€* d»0»al t& e&Co. u e^Qo ejajg) S*!Wy, fafcig)

SSMSy. S&S 'ASSm' »Se4 (SB&^oaoS* Sj3 So^ 2. '»&gs'a>;5»a

"BoS^ce ajfeeiWftoSoS* KjCb?bGj, eaisfoOj, foeoejco o$m e>3»- «3
(S^C (5&oS* i3»a SS)«P&^Ba»eco. SaT^c^e 'asB^Ss' SoSotf* TO
8#0»eo SSfij^) S&S 3)8 So^ <K>l6. ^Cft (SS:on» e*dSr* *x^6*

2jd Sog)£ "3t3o%7I» TiOjfoap 2teoa. #3 t»8; 3oCT>«£ SXSyS SJ)«Pe

TteSo So»^ 13, 42, 17, 726:
*~ " ~"

*"& H)^03 *a
*i

*oa* s£w 3^33 SOOSjoa^). SM* 1X05^

CEaSs S5JS7"& 30. BoSlj82\oO»© "&83:

1. «WS», 2. «&&&> 3. SSjO^Sm 4. (3fi^ 5. S}(3flJ| 6. 7?dB3(6

7. aa^ 8. ws^Sj 9. upe 10. aoS 11. (fl^a 12. oxa

13. »ea«0 14. *gje 15. »«?S$e 16. «^ 17. eVfa 18. «S)fi

19. »A3j6 20. SjS 21. (3S)© 22. wSjfl 23. SS^O 24. SoSjfl 25.

es$S)0 26. 43^)©.

3*U£ « ^o^S a)qjo»^JS5o (15 «0,^.)«* 53 ajojeo Srttafias.

aoaLNikS* SSP|01»?taoao3S Sr<S}\eo «?ibo>. q2 5r°o» 3a»c& sees

d'O'esotJ'ox. So&vtfofi* wa'csScpeo, ft055n°«» & S*2& Sdjcos. wBc

4 &P(8e «ci»o5* SPB^o^a. $-»-3-;Se-KK e3 ««n»«o jt>|5> 2iP(3e» «oS.

S"6 5!to€* Jl&sXH'o Sua e^. to&§ot»oa. !fe 3»;3o«* etftoo Aoawto.

twS^feo tsto'SP So'ST' 6oB»0: qS^-S 3*6 o$m% 30^8 <&«. itfc

goS* M8S*«E30 6,3^. eSaSj 2j*(3o iotxoa. M83 qS^no ^pol>f0oo»'^.

«< e&oo SoS 'Sqi ^'. Sqy^S^S s,Sos»»Bo 3o£* d»fio0*S, SSsJ»6*

d»ao spffj^aofi*! a'ojaoooiS esjsa 'aajo^' »%aboa. a^^
2, 4 d»D»o 3*6Ke»o esHeiZj^ e3ySa 'aSett^' »»!jo&S»oUJoa. «H>

eSjflboa. 5*6 aKoS* '35i*$0»g' <&oo S>0 »«o£* '^co^'q^tjo &ok
'o&S ^SO*^' ©Sj&oa. j)tjj w{i£ 5 0SH». *»0^*S aj^(0» Sos^k ge«

4+4+4

4+4+1 - 3+4+2

4+4+4

4+4+1 - +4+2
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In the fust chandas, a line will have only one letter. That letter may
be a laghu or guru So in the first chandas called 'uktam' the number of vrttas

possible is 2 In the second chandas called 'atyuktam' with two letters per line

the number of possibilities according to prastara are guru guru, laghu guru, guru

laghu and laghu laghu-four. In the third chandas called 'madhyS' with three letters

per line, we have seen above that the number of possibilities is eight and hence

8 vrttas. Thus the number of vrittas goes on doubling in each of the next higher

numbered chandas. The total number of vrttas possible in all the 26 kinds of

chandas are 13,42,17,726 But writers on prosody have mentioned not more than

500. Among these only some 30 vrttas are in use

The names of sanskrt 'chandamsi' are as follows;

1. uktam 10. pankti 19 atidhrti

2. atyuktam 11. tnstup 20 krtj

3. madhyam 12. jagati 21. prakrti

4. pratistha 13. atijagati 22 akrti

5. supratistha 14. sakvari 23 vikrti

6. gayatri 15. atisakvari 24. sanskrti

7. usnik 16. asti 25 abhikrti

8. anustup 17 atyasti 26. utkrti

9. brhati 18. dhrti

The vrttadhyaya (15 ch) of N S. has shown 53 vrttas

In Sanskrt, compositions in matraganas are called Jans. These are also

stanzas with four lines Varieties of Srya and gtti come undet this head. Arya is

composed with ganas of 4 matras each. The ganas bha-ja sa-nala-gaga have 4

matras each The first half contains seven such ganas and a guru at the end Ja-gana

should not be placed as an odd-numbered gana (1-3-5-7). The sixth gana should

be either a 'ja-gana' or 'nala' Here in this sixth gana yati occurs after the first

laghu In the second half the sixth gana is made up of only one laghu For the

rest it is like the first half Such a composition is called pathyarya. If the first and

third lines of this verse continue into the second and foruth lines respectively

without break then it is called vipularya. If the pathyarya has a ja-gana as the first

one of the second and fourth lines then it is called 'capalarya' If the first half

has capalarya regulation and the second half pathyarya, then it is called 'mukha-

capalarya'. If it is pathyarya in the first half and capalarya in the second half, it

is called 'jaghana-capalatya' Thus it is of five kinds. The units of matra-ganas

in arya can be shown as below

4+4+4 The place of yati (caesura) is

4+4+1-3+4+2 shown with a dash

4+4+4

4+4+ I-+4+2
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33)lb 83^80 to»eo to 3S>Bs«*

1. &a«sjs iedM^s lar*+5*>.+lso. 7 4Ker>oOja

2. SsCPsVS S,
8<JS5^r

"3 2l?o+la^•+25o.+lS^•. 6 3x»»e ttott

3. asa^ae SJi»so^ l»j»+3*e>.+l3o. 5 3naH&5a

4. ^oa^s^e saaii%? 1»th2v>.+1cSo. 4 3toofflso»oo

5. «s^Sj
r
O 86db^.-B 2*©+l*> 3 2tter>e&a

SJMSo«* «&0 AoSOs. (>»SJ»|8o iotaoa.

Ao»jgo:
(
aa^aog'a; st^kwoSu^ smb (ui) sfoo (ni)» £>4ot3

Jtofi l?fe&%o&S>. o^Xoo "SaiStS e^So (&0 >3o. >ad»ao$*Sj »•«

aSXCPe Sj^Sw &r»(ao 6oS»«>. SSS (gSi S<5S>2io £t»(8o to. («J»os

3»B»e> JMtooS* SJ-»6}«S SiXoft »)«o Piboa; eS>} SXfl"33 »0§08

(<fs«o) s?aboa.)

6caa: aar,<io(axer>e> Ska tg^. sp^XooS6
*)&<& xcpa^eo cSse:?

TJoSj d»a°eo ^ssdSjajoS4 sr»8j4 a^aa ess>ix>a. a^sa 3»n»o>-

fo&$pii£?ir> oju sj-^'ar1 sjOo v~b tfta>»o (Sa» acssjo- sr*as.

j§^."3. a^aae* (S»» t$xfa &>08& a^sa cajoa. aaS rotm> j>»

|Q5a: fess 3;&faS* s»&s to. g3^sispa.£* ^aie^'aos^.s.

jsa;a^is: &s"l 3»aa, a*aa «» 5po» "i&. ^«» *>a°«»oo»ccc.

3»» &r»(8e «-S-Se>-KX es3 «cr>e>5* 16 S7*|3e5* ¥r»D»joS fcs>s »3
$oa«SSC, &J*& CSifcCjipS Xo»o !b« e,g Sr^HcaSiS ©3oib»», «(«sa

Tigs tst zotiimw 33»^0j. ass «soo»&(>5 6o;r>o. 8S7»(ae lua

(&a. 2sr>o^to»o J»a 9ar>|«to sj^ij (6+9=15) 8 ax*\ito Soa <ssje

31b 3o°* CKfciVjfi wS »SjgS. 2 Sr^Hero Sue 4ST'|3e Xepas 3o$>

s Jse loawij) sr^j3 so»e aa^a »a esoas&j, 0(aga "ags.

S("fciJ» a»0»»S 15 SJ'^. eBjgO SoBo foe$o«o; »»oib&) 0|« g3 "SBS

ol»jp3 SriJo Soo»Bb. S& »oo«Sj[>a >t3oj»&>. »3^g3 &»l3oCito.
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S-SOr/a In-Indra C-candra

Name in Name in Ganas in Total Place of Yati

Telugii Kannada Telugu

l.Mahakkara Piriyakkare lS+5In+IC 7 after 4 ganas

2.Madhy5kkara Doreyakkare 2In+lS+21n+lS 6 after 3 ganas

3JVIadhurSkkara Naduvankkare lS+3In+lC 5 after 3 ganas

4.Antar9kkara Edeyakkare lS+2In+lC 4 after 3 ganas

5-AlpSkkara Kiriyakkare 2In+lC 3 after 2 ganas

In Kannada there is no yati as in Telugu; but prSsam is common in

both the languages

Utsahanv Each line consists of seven surya-ganas (ha-gana-VI, na-gana-IH)

plus one guru. The first letter of the 5th gana is the place for yati All the four

lines must have an admixture of haganas and naganas; but there is no fixed order

for them (If all the four lines are composed with ha-ganas only then it becomes

sugandhi vrtta; if composed with na-ganas only it becomes Vicikiuta or Tarala)

Dvipada: Three Indraganas followed by a sOryagana make for a line The first letter

of the third gana is the place for yati. Two such lines with prSsam make a dvipada

The lines should be separate and one line should not run into the next Prasa yati-the

secqnd letter in the line repeating next to the yati place-is prohibited PSlakunki

SomanStha is an exception in this respect. Dvipada has been popular in Telugu

If prSsam is not observed in dvipada it becomes manjart dvipada Some scholars

approve of prasa yati in this variety

Tnpada- This is not generally used in Telugu, but popular in Kannada

Catuspada This is also called caupada/caupadi. It has four lines BhTmana, a

prosodist, says that it should be composed with 16 mStras per kne making use

of caturmStrS ganas like bha-sa-nala-gaga (Ull-IIU-Iffl-UU) Other prosodists like

Ananta and Citrakavi Peddana say that it should be composed with 3 caturmStrSga-

nas followed by one sOryagana It must be embellished with amySnuprasa

(alliteration at the end of the line) Yati is after 8 mStras Composing 2 sOrya ganas

followed by 9 mStras and with yati after 8 mStras makes it vitala Catuspada , says

Appakavi Ananta and Citrakavi Peddana put it differently saying that composing
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d»a°Sl 52P(*e Kereo SipfiotS &a &.» JSr^too Sr»6j (5+5+5+3=

18) 8 JSPiao&a e&s, wds^oe (>3u: &r»S}3 'sjpu sebs.ys' «$

spocKoo &% »a a^sa »s a&s 3S\a£e>a. wsjaa a^sa »^aboa

S»S, t&S^Soff6 Sp^o f63o £r>&\ 23x>a. "SotiT'e tons Sx*\Q

Kej»« Sees t.S 5J*C$tno (5x3 =15+3=18) esoor" 3eS«^«o?? 33^aa.

&j""£ttoo 5*0 e^Co d5oS, e*8roS ^SffloC©.

a.uja: s&toe* aal ifr&sp ti&. ss^oS* \d°&a-z:&nr
&,

ff&S*o: as§ sr»e» 3»a»e»otJ»eoi3. a^sa^o^M 3^o+lSy». «3o»3j

"3o&>d»&> 5r°ejd 3SbS*B bS d»Bo Ctfcoa. 3-5-7 Hn»e 5*0 e&eoS*

3*7*8) 5*fc3 «SSs© <£oB»0. |d»3 6oC»0.

ftifceo: 32bto 65s°&^ oo^ea SoteepSjE. fta&TSa t»2 >2ip

XtlaS "ia>. cfofio»0* *< Soar5 3&taeo. 3t33 jpeoftj d»n»a>otJ*a53.

(d»s&S3. |>sas»d 3e5&oa. (Sdd«ao«i*a5 lar +2 sio+23j* &od spS*

too wfiijS^o c&S Sp6j3 ©a 3oft0 «3j&oa. J&itajtf* } Sp +

2s|0 (SS»0a»a^, S6^»CT>^ 5SJ», fiCPeo&j 6oUP 3*£*foo wg&BoS'*

<jsjosp6}3 »a «to"a<»a e>as>ock&otj>oa. ibssa^o p»"& $« ,3odot36*

(,So»3^ 30j 3d»j8; »ayi Re 5sSp»«on»'3 SOXrSoSa&ifcoa. wo'Sea

3toA3iB^ S&n» 5j«o(«o7P p<SSjSCSs)33a 30&3 3oK3.

<o&fta, &©sAe(52oo3Aa), asafta e5a as.&A«&e». (Sad»n»s2

l*)o+ 2SP. «ej»e» 4our», &r»£"Ke>o wa^Co c&a>Son' Aoiaj*,

s»o5d»n»o3o'3a o«fcAo. |aa£»ao£*;k £>ar» &po^«cj»e»oup a&"*K«o

3a5Bt3 «g.6o d&e^JSo^ fiottf* SPe^ce: 3<i3a IkoJSAa. ass

wSboCS:&otMo6.
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2 . jryaganas followed by 2 caturmatraganas plus one laghu gives vitala catuaspai
a

This also gives only 15 matras per line Appakavi prefers a guru at the emto

theline Ananta and CitrakaviPeddana prefer a laghu at the end of each line-
vvrMi:

these latter wnters observed antyanuprisa, Appakavi had not The 3 ganas 0l •

matras each followed by one sOryagana (5x3+3-18) with yati after 8 tnStras and

5di and antaprasa make it Kamata catuspada In Telugu, ganas with 5 matras each

are naga-sala-ta-ra (mU-IIUI-UUI-UIU) which come under indraganas It has nccn

said earlier that 3 Indraganas followed by one sOryagana make for dvipada I hus

karfiata catuspada can not be different from divpada except regarding the plan'

of yati. Vellatun Lingana in his S A.V.R (unpublished) gave this as padalaksjna

saying three kSmaganas of 5 laghus each followed by one sOryagana (5 x 3 +• .* 1 *• I

with adi and antaprasa and yati on the first letter of the third gana (11th l«i',nu

) make it a padam

Satpadi: This is very popular in Kannada but not used in Telugu.

Taruvoja: This has four lines. The dvipada chandas of 3 Indraganas follow ed l>\

one sOryagana if done consecutively twice becomes one line of TaruvOja. Yati is

observed on the first letter of 3rd, 5th and 7th ganas. PrSsa is observed.

Gltam: The Telugu upajaus are ataveladi and tgtaglti.The common
name for both is gltam . Among the indegenous gltams these two are samagUanis
These have four lines but without prasa. Prasayati is allowed One sQryajpiru

followed by two Indraganas again followed by two sQryaganas in each line, with

yati on the first letter of the fourth gana is called 'tstaglti'. It is ataveladi if the

first and third lines have three sQryaganas followed by two Indraganas and the

second and fourth lines have sOrya ganas for all the five, with of clourse, yali on

the first letter of the 4th gana in all the four lines Ether of these two has necssarih
to be attached to a slsapadyam when the latter is composed, in which case the

attached gltam will be treated as a part of that It is obvious that ataveladi and

tetagTti can be written and used independently and separately

Ettuglti, mSlanaglti (KamalanagTti) and pavada gTU are visama giiuni.s

in Telugu. One Indragana followed by two suryaganas, with yati on the first letter

of the third gana makes for a line of ettuglti and it has four such lines Melanagiii
has four lines, with each line having seven sQryaganas and yati on the first letter

of the fifth gana. Appakavi has called it kamalanagtti. Ataveladi with prSsa in all

the four lines is called pava^agto.
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wiiTSi! SjjSSPfl Ssg S55.JS500J S&SaSs

3»B3»e:& te3 $oflt3e» 31

Sen srasfo JKSowxo 5*5

S& atSoitoea HtiS°%ir
3oa3>}S

3S&& ^as<o3ca»; 3d aos»

o»n!Sja«j« »oo»5r»c» (1) a&s^eu (2) 32.^0203 (3) vg aa>

&o^e» «S &J-»B» 3ton» 6oU*a». aofisff
6

3SS.& &)tfo e>3a JT»e3«j

3»o»0* t-S^fy. S»4Sa)T» fcS^fy. 3«on» AotxoS. (31)

srofo d»ow t/3 aaon» s&Ja kmo. s&aaada arc o»«o5*

5p4 i3
i>»i»o»QP tit aoon* S&&0&. (32)

& 5o»^5* 3Sj8«S t,S*5*d«fio &PS*d»£5o «^3 t£ SCSon» 4ot»ottri»

sosmp^S* saysws 3o5*d»ao aHT[ d»ao wiSa &s*s sao^ a»fb3
«3y»a e^^5^SW&o&&ota>oa.

A
we*X MjSOo SPC wga&sasa

•SySWb^to 3>jS». (33)

sa^os* 3b\8 (Ko$se «* &r&> 3n°^ ao»£> 3$&r>3 ^^(jowsOiS

3K0&., 3!>\ w e^fye^ Sn»o5r° wScowoa 3^JPj&.

wots Sfi3=e», SSSPiSor? &o"t3fi e>S3&>o.

sr»e»fo d»D°©P ;3H»K) iSS'son (fcSVd'ao 8,|VcSo7p) 60S00 3B.SJ
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Verse 31-33

Tr.The entire vrttajsti comes under the catagories of (1) sama vrttas (2) visama

vrttas and (3) ardhasama vrttas. Among these the visama variety has each of its

four lines differently. (31)

That is sama vrtta where all the four lines run in uniformly identical

way. Similar is samapada whose four lines are uniformly identical but embellished

with tala (32)

While the odd numbered (1,3) lines are composed in one way as the

even numbered (2,4) lines are composed differently then it is called ardhasama

vrtta. Annayirya has stated that a similarpadam is called ardhasama padam (33).

Com: The author who extolled in the previous verse padya (stanza) becoming a

padam (song) with the hyperbole of gold getting fragrance states the three

categories of vrttas and applies the same classification to padams also in these

three verses.

That which is even or uniform is sama. That which is not even or

uniform is visama (vi+sama). That which is half even is ardhasama.

Since the main characteristic of vrtta is its being in four lines, this

evenness.unevenness or half-evenness has to be understood in terms of the four

lines. It is because of this that each of the four lines being different in structure

or composition is described as a mark of visama vrtta.



qS^tt 3)<£o& 32>^a 4* Srueo s»e»fo a^owp SpSjuTJ fftfse&p

Aaw&oSj sr-c* o&sss^om. 'aj<$ trass*' »3 s«t»«o as as

EPoa'aj a^aaa^rfa^ ar>(0"Aj aa^ «»&>£* aa^ 'a-e' aao ao^a
«»<fc©Sr» 655es«(fao& a»agon» s'tiaiod.«

SS^qja, a^a>aj«POP TPo typo S*a1 a>oaj. -vSoaajo^ ^Oofi*

^tPeooi^dkS »go. «&c33 qCS AoSa&ysapa fo&e>$xiJ$)o |ga»,

KSJ»« t.S^>>fio«* ar«aay. ee"fo K&S SH^fiod* <io3 q^e 3osic&

Stood 6ot57» 2j«a d»o»££ foifceSu ^SSj"ar> !»»£* arfcil »ajo« aa.

ajfijo «,oi»D>ai 3oas $oa*xr>a1 sot»aoa 6oi»oa. »ajsa '»s>a
aa,as ajso* «as»^5iou}oa. fo&esaajo 3o» kcj»o ^o8* jh» «^
eawp^po* apofl 'ae>a aa.aj »>«o' »a!>oa5S»otj>oa. jpaj^n^ao
e&S 3o«£, fa&ea» (S&o &» ta[S&o S3»0,asn>>8otf6 SP1©^ way

ea 'sojae^s aa.a53)»o'. s&xsotp «^e ao^a^esioc cssxo -

»ota "3o& 3*o»€£ &o& Ks&o$3J(5Si»n,a te(g&o n»a ^oS'SKotf* 2r«ei$

»3jaa 'ajdja eg saa^o'. t,s&n>ai '3o£
s
57?aS e^e so?c s>pc»

apod »ajsa 'ae;>a wgaa: a^o' eaiocss&otMoa.

6a»3»e»& lla 3oo»a§ 3<>aa (1) qo(ea|s (2) Atoiaaijs (3)

*-s»oo (4) epS^ »3 sm ea^ 3jtfa»o°e5* 's»o»oa' »3 »cd»a aa.&
sj»o aeyk&a^a : o»a aacea.

s»o*oft :-

1 a*So : qo(js ap - a-a-»-n» kctho : 11 t^tpcs

2 tS°6o : A"io(C ajts - a-8-e-TP K£Pe» : 11 «&c»e»

3 S»tto : yofi - 8-8-8-rp kct»<» : 11 K&a*eo

4 3*So : S'S'Oj - &-$-*-» Kaxa : 11 e&o*eo

vfii '««s es\^o',
,
3&|sast3.o' «3a sjd»a aa.jwsjjros.

119



These remarks apply to jitis and upajatis also which are composed in

four line stanzas. Although the phrase vrttajSti is in singular and denotes only

vrattas, the component jSti is used in a mnemonic sense as a reminder of jati and
upajati verses. Vrttas whose four lines are dissimiliar are called 'gauna vrttas' So

ardhasama vrttas and visama vrttas come under gauna vrttas.The serial number

of the chandas indicates the number of letters in a Iind. Thus 20th chandas means

that a line of this chandas has 20 letters While the number of letters may be 20

per line there is room for the order of gurus and laghus or ganas changing in each

line. So if the number of letters in the first line is maintained in the other lines

but with a different order of gurus and laghus then the unevenness pertains to

the chandas of the first line only. Then it is called svasthSna visama vrttam. If

the number of letters also changes along with the order of gurus and laghus or

ganas it is then called parasthana visama vrttam. If each one of the four lines have

different number of letters, order of gurus, laghus or gaiias then it becomes sarva

parasthana visama vrttam.

In the same way, if the number of letters remains constant in all the

four lines but two 6f the lines are having different order of gurus and laghus or

ganas from the remaining two then it becomes svasthana ardhasama vrttam If

one half differs from the other half even in the number of letters then it is called

parasthana ardhasama vrttam.

For example a svasthana visama vrtta called 'VSrSngi' is formed from

four differnt types of verses called (1) Indravajra (2) upendra vajra (3) kinti and

(4) vatornu All the four belong to the 1 1th chandas The following are the details

of its formations.

Varangi: 1. Line -ta-ta-ja-gaa - (11 letters) -Indravajra

2 Line-ja-ta-ja-gaa (1 1 lettersj-upendravajra

3. Line-ta-ja-ja-gaa (11 letters)-k2nti

4. Line-ma-bha-ta-va (11 letters)-vat5rmi.

'Angajastra and 'NadlpraghOja' are two other 'svasthSna visama vrttas
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10a SofiSatf'S (?-5>;Wl (10 «&t7°eu) v$ &fosa S*6>Bo7W5}

US <Sofio0*3 tyv-frX-x (11 *&vhx>) ©3 S*e5S ir>a>w 2,3,4 d»n»e»

3fl»0332co, 6B«, SrtWS, S3tS65)g «& aajSC^S 35,So Snow

;sa3 SS)^» 3e&rc> s&3)«p3. jKo$se «« sao^a «&a»$\ sa»

si ©sjomoo 'a&aBo' eou><3^&. voxt qg^e x&sosae!!>3 oo^ho

&,gt3"3o& te^ca. Sj«o »3}5j&> 38£31pS*S11p »3 ^njso a>ca

Site S'eoi'a © Srtb\ »3 Xj&o&S*«p©. Jo&Sofc So»e» a\tft»Q°eo7P

AotJ»o», c3»«ud8t3l>o &P&\ 6oo»S. 8c»c8 «o3o -6* Sn»e d»n»eo

{PCoogNJPejTF 6oU»d&3 iKoffigB 3j^<3*)&. flWSj foSoO 52 36,37

3o»ce Sg (SSofto^tfcJJ^ i^fi fcbaoSae&S esoC»e» 6-StS "SoBs Oft^O.

SPAS As* 5»t3& do£ tPJISP^6
0*!fo Sots 0»«o Sxspclkoa.

tSCWPftS SpOjS So»S^ &3» 3»oa> &SFS CKc*)* JPttOo Koetf&

s»a t^r««sS sp6j» d«u& sj5
,2o»<n>s§ apa^uo &o^'aja aas»&.

0»«ol
sSo e&Ce SPiJyj es&Opi &>4soa g&g uSWfcj aj5*SO»«»

SS t^fta»&. 3&38o «3}2j& 3So£*a ;r»a5;PB»er> S&otf iofifi'Sj

s»& «j*ws sr»a» sa»ip3 •&oo»a»8. «o"b edMton»&ao»e. "&io?p

M3" (&3SPS0. ajBcSgoiP JP43" StfijSPJSo. 3a»Son» SP&3" SeoStf

SPSo. Jtoofig*3§ 3t3o2j Tfoo Sfc^Spaoiftii, o°S5 StJoSj 'Silo (&«

5P»q«*& 6oU»au. -&IPS Xa>as"e (aSPtso 'ex&'. * edb|aaCS3j

utl '<&fi' «3a Jx5\&a»a. s»t3S* 'sax&e' »3a t,s& «p«o5*

aaysaa s»o(sapoogo &,1cssj »o?w» iots »a 'aax&s' ffawa.

apaiPosn1 iJ'eufo e^CPe s»oo &,goa»$j »ou»&. <ptb «^o»oSj sp$o

s&ar^3 <»a 3g«p«o e>3j&oa. o»<^& e^eswp^ aoo»a g&g

scsae* 8»^i« eS»eo. aar«ss«o"03 &o£ aj6sajpa«sjo«3 'sax&a' «ps

3a&&©'l«r>eD. S&airo ape^fi* ^oa^S* d»ix ecotJ o»««^tx)



With 'Rugmavati ' having bha-ma-sa-ga-ganas (10 letters) of 10th chandas as the

first line and DOdhaka lines with bha-bha-bha-gaga ganas (11 letters) of 11th

chandas for 2nd, 3rd, and 4th lines a parasthana visama vrtta caOed 'sflramanam'

is formed

Vlnaracana, Uddhata, Madhura and Manidlpika are given as sarva

parasthana vrttas in Telugu

A vrtta born in a particular chandas running uniformly in all the four

lines with its order of ganas and laghus and gurus unchanged, makes for a

samavritta. There is no need for examples here. The vrttas we generlly read are,

more often than not, are sama vrittas. The author has applied these regulations

to a padam to define a samapadam. But there are one or two points to be noted

here While thinking of a vrtta we have to forget the padya or slOka and rember
that it is a composition of four hnes Padams are vritta bandhas in four lines but

they are not padyasor slokas. The author says that these lines of padams are

embellished by tala. Though the author is going to speak about tala in verse 36
and 37 some points need to be stated here

Between the rSga and tala of a padam or song, the latter is more
important than the former. A padam or song composed in a particular rSga can

be easily sung in another rSga It is not so easy to change the tala in which it is

composed. The letters or syllables of the text are arranged in such a way as to

suit the tala that the composition does not fit in with a different tala A samapada
has not merely its four lines in a uniform fashion but its tala too runs uniformly

That means the laya has to be adhered to Singing fast is drutamana; singing with

medium speed is madhyamana; and singing slow is vilambitamana. The tempo gets

doubled in madhyamana which gets further doubled m drutamana The standard

of this tempo measure is called 'laya'. Based on the behaviour of this 'laya' what
is called 'Yati' occurs 'Samayati' is one of the classical three or modern six 'yati's.

If the tala has the same type of components having uniform time-units (kSlaprama-

na) then it is called samayati. Generally the tune taken to utter four short letters

is called a laghu. If tala occurs after every group of four letters it is called 5katala

Since tala is known by the number of letters that it may comprehend , care in

composition is neccessary. It is enough if we understand that the laya of a group

of musical notes with uniform time-units has samayati. The author is saying that

the composition of samapadams has not merely its prosody but also this tala

laksana.
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3o&>o»e» &,gS!5on»a} JbflQS '8oBo>a»«5 S:5'Si5go7PS: Aou»dSsS &0
&oa. »om# SWoBa stereo eJS^fi &PO» qS^S t,S ®o«l). S*5'3o

&d»a»«o (3,2) t-SSHo. 5>e'3o&a*a»e» (3,4) SiB'S 3«o. g£> jjssaa.

3fcd*n»es (1,3) t,5S«o; SO»>»!3»eo (2,4) SbS'S SKo. sjS SSsS'sagO. -S*

3o&545a*» (HtroSSCbj. 5i35*d»tx o^rf&oj t.S>4So t-SOgoMo &>ft©;5

SSi7»iSi>a»a, &5'SeSon«Sj 4^ay»iKr>fi »05S3ii^ wz>jp>. bd&S) 3o6e

SjdjS wgSSPff*, US $oa»3§ 3oa3 qo(aS(B, 4"So|»S|es vta'ii

Jl3(?ao 4o«l '65«fa' t^.t» 3&>to (Ko*»«£ SSo&aioa. 50(tf;$(8&

a,3,a,KK - H<3»«» (9h2- 11 «&o»«d) 41>o(83(b5j ss,a,83,«« - Ka»e»

(9+2- 11 «&0»«o) "SodotSS 8d5>e;XSo. *i75o<Sot3 Jb^ao 3a 14

'SsiadnS, cs5aajcS3!i», d»8|ac& ovs^aefca-fjd"

aaj'erfs^ia as^Sxjsr" sajg5V 4sa"e&y«'

«3 e&eK^ »a>ssoo «^o»«» ^oa arttu&abajS.

5 - ?(0|a5(Bd»sso, 4- 4"Sc(0 api^oo <*s so'lao. ;?»«»?£> qs^o*©}

S&&n» 1-2-3-4 o5»o°o& fo&e».

1. 5-4-4-4 8. 5-5-5-

A

2. 4-5-6-4 9. 5-5-4-4

3. 4-4-5-4 10. 5-4-5-4

4. 4-4-4-q 11. 4-5-5-4

5. 4-5-5-5 12. 4-4-5-5

6. 5-4-5-5 13. 4-5-4-5

7. 5-5-i-5 14. 5-4-4-5.

&S (KoSSO £& (1,3) >o»eo t,SeSon» S6 (2,4) 3»{J»eo t,S0Son»

4otttx> t»g5a>q^a53S 3S^tJ»a^ 4S«^c»o7? ST^Ik fe&S'sp©. 12

23oo»a! aoas 'jaaieng^o' (3,a,»,») «&> 3kp>n»e*so, (Sxssjoaa

(s-ij-ts-e) «75a »sd»i3»^a> 3"£ '»tsa (So^o' <s3 »g»&»)ao «%
asoa.»o»"S 13» $os»a§ aoas (33«ed (ao-s-a-e-K) tfe doo^ss cboe

(»-«-»-ts-«) «;Sa »ed»i3^aj s^ 'sa^aa' sot egs&ajao e>%a>oa.

5S aj^iJ^SSSJ^ea.
" "" °
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Now, the ardhasama vrtta. A vrtta being a composition of four lines

ardhasama vrtta suggests that one half or two lines being one way and the other

half or other two lines being different . But which two lines? The first and second

lines constitute one half and the third and fourth lines constitute the other This

is one way of looking at it. The odd numbered lines, the first and third, constituting

one half and the even numbered lines, the second and fourth, constituting the other

half is another way of looking at it. Both these can be accepted. But the prosodists

have called it ardhasama even when one line is in one way and the other three

in a different way. Again the classification of svasthSna ardhasamas and parasthana

ardhasamas is there.

Among the svasthSna ardhasamas, the 'upajiti' verse composed by an

admixture of 'indravajra' and 'upSndravajra' metres, both belonging to the 1 1th

chandas, alone is seen in Telugu works. 'Indravajra' has ta-ta-ja-gaga

(WI-WI-IVI-VV) ganas (9+2-11 letters).
l
up6ndravajra' has ja-ta-ja-gaga (

IVI-WMVI-VV) ganas (9+2 - 11 letters).Yati is on the 8th letter in both cases.

By mixing up these two metres 14 types of upajatis are formed. These varieties

are shown below in accordance with the sloka: 'Skatra pads carana dvaySvfi,

padatrayevanyatarasthitascet, Uayorihanyatra tadohanlya, caturdasokta upajaubhe-

"dah. 1- indravajara . U- up&idravajra. The four letters represent the metres in

the serial lines of 1-2-3-4.

1.1 uuu 8. I I I U

2 U 1 U U 9 1 I U U

3. U U 1 U 10 I U ! U

4. U U U 1 11 U I I U

5. U 1 1 U 12 U U I I

6 1 U 1 1 13 U I U I

7 1 1 U 1 14 I U U I

The fact that our author has indicated the odd numbered lines (1,3)

being composed one way and the even numbered (2,4) Ikies being composed in

a different way as ardhasama should be taken only as a symptomatic statement

'

Pramitaksaram' with sa-ja-sa-sa ganas in the odd lines and 'pnyamvada' with

na-bha-ja-ra ganas in the even lines both belonging to the 12th chandas, give an

ardhasaiia vrtta called 'Ajitapratapam' Similarly 'praharsini' with ma-na-ja-ra-ga

ganas in odd lines and 'rucira' with ja-bha-sa-ja-ga ganas in even lines (both of

1 3th chandas ) give another ardhasama vrtta called 'ratipnya' These are svasthana

ardhasamas.
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10S 3oD»S3 3o&S &£»$ (a-3-a-fl) t& d«c?^ lis $oa»a§

3o&S 33ar«e(a-e-8-e-K) 50d<O»^& £% 'sapfl»' »3 38^3 «C»

&Sktfo «SjSso&. »"l> llS >5oO»S5 3o&S S«HPo83» (o-a-a-S) sfib

3»o»£*& 12a «oo»ss 3oas 5*to2s» (a-s-a-s) »6>o^& »"& 'as*

3*8o' »3 a«>a wC%S>S)do «%ifoo&. qe?o&> $oS» 43^o». S>3§3

or»eo.

q^otJ tsOS&q^oofJ4 §p&5 Sa°«o »SSS&cPe» »S!soCi(Sjo*J,,<fc5

»3)ST,i3»0j^o5 Tft^Stgn* OSfi&SMKP&^s e^oS^o 3553^8;.

S&SO»eS> 3!jjSt»n» 3a.2S>Sa'eSs wg;SS3»a»e& 0°e$ouo$'&S »"|»o

1. 32 StSto5*S3 S&SSo 'o»fl»oo5\0 ^oSiflKSo' wi^jBo. q&S
U^SmISS w>oSdott&3 d'Ssci'ao »5 »Co. S'wd'Cy'eo {PCS§ CS^.TP

Stt>. ^5'!o»p»oSu'4 35 o»co5> %Bo45<5aDS5 S«t,o5<
Sj^8j3 o'cooS'oho

<$&]& 3§j3ja. s»«t3 %0oa0n°a5 JScOSaCPJSoS* 5p6jS o»e»©os»o*e»
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'Sumukhi ' (sa-sa-ja-ga) from the 10th chandas in odd lines and

vanamSli (sa-bha-ra-laga) from the 1 1th chandas in even lines give a parasthana

ardhasama vrtta called 'viyogrni' . Similarly' kalitantam' (ta-ja-ja-va) of 11th

chandas in odd lines and totakam (sa-sa-sa-sa) of 12th chandas in even hnes give

'manotiaram' another parasthana ardhasama vrtta. There are more like these.

Enough for our purpose.

That padams having this ardhasama laksana are called ardhasamapadas
was enunciated by Annamacarya, says our author Cma Tirumalacarya.

We may note here that tffla is not referred to in the case of visamapa-
dams and ardhasamapadams.

A SSstra explores all the possibilities That does not mean that examples
can be provided for all or that one should follow all the possibilities One has to

make a healthy and pleasant selection

In verse 32 the author qualifies samapadam as tilalamkrta samyapa-
"dam It just means uniformly lined verse embellished by taia All the four lines

must fit into the tala uniformly well One should not mistake it to mean that tffla

alamkara should be there For all the 35 desMas there are, no doubt, alarhkaras

said to have been composed by Purandaradasa, with their svarasancaras But he
was only a younger contemporary to Annamayya AnnamScarya cantra speaks of

Purandaradasa meeting AnnamacSrya when he visited Tirupati So it is not probable
that tak-alarfikaras with svarasancara composed by Purandara dSsa should get into

Annamayya's work on sankMan in Sanskrt or into this Telugu work
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•ton db&e»o(trtS3u<»oaaotu«o& Sr>\o>k&bx£' o°«So

Ka>woK6 a«»»3»sS3»a ssp^cg sosBms a

a^OSs oHee>d»g <fc»y&fo8r>S5" <&*SS«P£a
-

aj

aesipfe^s &o»&5»ss oji&aoaj^ x&fiS 34.

cusps Saoaaao «3a OcotJfi* 32£&. 6S3 dSsifceo, i^JSeo,

iiiP(0»«cr>oSS:Sao3 3o»e», o»t>e Sofifi 6ou»cm. MSaS* 3a\a©33

«S>)0»S^ S^C T»j3 SOS* «o*Son» Aot*»a. «r^3»S »3jdMWktta

33^0 3a i&s'aoe' (S&g'sfy.oa.

a^isaeasso jpe^s es^wfcgeo fo&ea |S&eo2u&>ab;j^&). 'aa

Stt^' &3 i&>& «oa5& s'ajST'iaon' 3i>ys ^Ss&cr^gTSoS ao»»5

"awaken" aoa^aotf* e^oo ^ed»a<>D3 ;r>a» ws^&x&c. wj&s eao

833£* S^S^)3SSCr» M<ft3 tf»<&*>"5;3 a»*S5. 8^2. wd£>» 30S* 3jS5j

js»g. «pss &a>c»o &$&>. s)Sis»ec!'B3a sae«j»Rs&aco wekssj
an 6oa.

Saoa, Sag <sgeo S3TO'Bs»3. 6awj38a g»3iSj©3"a (SuoO'on'llS

SjO,cab5, aa, &sg,d»is, o»o»e;5 anSSo ^go*^ n»"rtc&5»&>a» extso

28 sa$o (So« s^^ ^»&sxp 32^3 Jw» sae&no «oae $a>*»

a%eo7!» A|«ow5^. qg^S B&foe^d&es 3^3 sa«^o»os s»Si33oa»

3u$o3ttf&>&>3«jo»7

3eta7«0 OoKS Sx>(fi as 'a«Sd»0(8 Sja Bo^gOo' (1550-1600 A. D)

(aa1 sr«»^|a Si&ojwsjoaswa spbIco) «* aaqjep;^ sjep aa^as.

'»i8 e3a3j3&Ke> ^fito fi3Koa»
»oa to e&5te»"J> tsif c&S|g&2»
so so»oasw so& asc^a a&s»
accK »os>o3» ijosa&j Ttr&sa'
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Vetse:34

Tr. Now nibandha padam is being explained. It possesses yatis, prfea,

words Mowing mStrS-ganas; association of a tfila; it carries a certain meaning

intended to express; it will be a skilled composition. It wiS be a beautiful one,

its sweetness surpassing that of the wine prepared from the flowers of Bassia

latifolia or even nectar. It has become famous in the world on account of TJDapaka

Annaya, the preceptor, composing them.

Com: Taflapala AnnamScSrya is extolled as the preceptor of padam

composition. It was Annamayya who . propounded the regulations of padam -

composition nominally enumerated by Bharata as 'pada-niryukta' which is simple

hymnodic composition . No one seems to have composed as many padams as he

has, not merely in Telugu but in any Indian language. The excellence of his

compositions is such that other padya-kavis can never hope to come anywhere

near him. Language behaves like a ball of wax in his hands with maximum plasticity.

His imagination is sweeter than the sweetest. For all these reasons and more,

preceptorship of pada-composition is justified in his case.

The words nibandha and nibaddha mean the same thing, 'framing in' or

'framed-in'. Music (g5na ) composed for popular taste in d6si-ragas by a

vaggeyakSra framing it in with dhatus like udgriha etc. and prabandha components

called svara, biruda, pada, tenaka, pSta and tala is called nibaddha gana. Such a

padam, is nibandha-padam.

In the commentary under verse 28 the regulations of 5U-padam and their

varieties as enunciated by the ancients have been extensively described. Here one

or two instances of pada-laksana as enunciated by the Telugu prosodists are

touched upon. VellatOri Linganamantri (1550-1600 AD.) in his 'S A.V R.' othe-

rwise known as 'MSlayadri Nramhacchandam' has stated pada-laksana to this,

effect:

'Three smara-ganas comprising five laghus each succeeded by one

sQrya-gana (for each line) with yati after two ganas (in each line) and prSsa both

in the beginning as well as at the end of each line, make for padam'
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-& (Ko«sso as [«o«S5e& s°o3o ao^aswfc. "a&K&ys s»;Mtej»<J

Siexer>tx>. Si^S* viotfotf* ajtSS Kct>3 a)S. s»n» \&gip Kcr°3 s»&>Xej»oi

Ccom. 3«iS£* e>$r»cSKC!»o& Si>o£i) So5*S oSm^j AaOil s»SjHej»

eibi S)0\S«r>co3. oOjSJ1i(8isSo niioSca^euoS ItePw aa3"»iii&r,,0j s^EPs

SrtJcK«T'SjSo>0. S7SS^Xff»SS Ste'Bjsr' (III) 3"?fo (Ul) IkJS* SaT»8o

ST*|<$eo. "a»3o >D»aS 5X3 = 15 + 3 = 182j*(««b. ^o&JfePo "SJSdfca

3«g0. 6j8d5J^
l
e(i»S>5'a»iJj d»B°o3off*S: (d»S 4ooM). *iq3^c>a«co

&al eg^o iWfcoa. siS^S 33a."&asots =a 50n» g0"o3*»a e&eao.

e&no (tea 3S}a4o&. qa 3&K^S 'a^aa' Sr>S eSjifcoa.

^ eg^osesi ae^e i^aa a^^sa esx;3»*c&c (1660-1680 a.d.)

sii '>as» (>%s» a&«»j&

S*aoO aa»«o s«© sr>|«o a«<aS'

tx^socooa as^cotf'aj atoms'.

An #a^a&ce3g05 36*aota ti

\&<ssi aeoacK sess&ottj foois'e!)

(d»s c&ax»& ssjt&axS" «psj!5Ss»«

o»« aaa o-ooxoacanjcaaot»

30B5& o»8^&3. S*e3on» e3i:SjeS) Sob. CWoo 1$ 16 e*oSj>«j

SdSjaso. <W$a «S» SaSSoSS ~&S»K^>S SoSS "dSuSSoSS (&S3>3eajn« 35j
S33>. «x&iso»sca? o»«s&» (i»»a4 ao»»aj aajsasb.' (707,708,709)

«|8a e&aoS* >n»3S 16 Sr»(03 3»^o42.. AaSoO (S*a,n» aso&

qoS 18 *o»gsr*3 >a& Tio5oe&>»S» «» 'e&n «5*33rf' S^ep&s"

eoC* 'm&s $eo»a^' - 'aoAa etpjsc^' a^ooa swa^aj ^o« 3d^&.

'spsjS aa» p»a.o aa&ueo aa^scsysaa^, J»oan» aaaaeaa^ sir>&

SSJ»p»»!55g SoOSm^S SR«fr>Ow5*CKr«jSe!5SS^ Sr»ca» (s)*fc «i(o)

a»n» asoaaBaaa^' »oAa eo^sesM "a»a?s £ossM(e») e&>ssae»a Jw»

^sK5ot»ss a«a>a>o a»K«F>*S5^«j »©Aa Sba &oa<S assoaaws a>ipe$
apeoiisa «^oot»a fi^ssa essaxoa.' (3-427)
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The author of this work was a little posterior to our present author, Cina

TmimalacSrya Smara-ganas are kama-ganas explained earlier They are born in

the third chandas and tryaksara-ganas themselves can become kSma-ganas We
have to prefix one laghu to those beginning with a laghu We have to suffix a

sDryagana-either 'na' ganaffll) or 'ha-gana'(UI) to a succession of three ganas of

five matras each in hne Thus the total number of matras for a line is 5x3+3-18.
Caesura (yati) has to be observed after the firs' two ganas 1 e. at the beginning

of the third gana. PrSsa pertaining to the second and last letters of the lines has

to be observed The verse which gwes this laksana is itself an example for the

regulation. The note-worthy point is that this regulation is nothing but that of

kamata-caupada. Nagavarma the Kannada prosodist of yore, has given this

regualtion under the category of raghata with yati after 8 matras. In Telugu, this

composition can be taken as dvipada variety too.

VSrtakavi Raghunathaiah, {1660-1680 A D) another prosodist posterior

to the above one, gives padalaksana, in his LX> to this effect:

"That shines as padam if each line is composed with sixteeen kalas

observing yati and prSsa fitting with a rSga and tala. The pallavi and dhanyata should

not fall apart; the verb should be fruitful; prasayatis and sama-yatis can be used

and the composition should be in accordance with tola"

The purport is this. The word 'kalas' signifies 'laghus' The regulation is

16 laghus for each line 'Dhanyata' is another name for 'upapallavi' The verb

should be such that it comprehends both the pallavi and upapallavi The composi-

tion with prasayatis and varga-yatis should fit in with a raga and a tala, being

laya-pradhana (LaksanadTpika. 707,708, and 709)

In this regulation only 16 matras per line is advocated We hear about

'upapallavi' for the first time. Raga and tala are mentioned

Again, Pottapi Venkataramanakavi (18c) in the Vrttadhikara of his LS.
mentioned A.B and S.R and spoke about nadam to this effect: "So padams can

be composed in indegenous language and £las mean padams; three caranas go by

the name of 'khandikatraya' (and there are) pallava and upapallava and (all) these

are composed by 'pa' -ganas of equal number of matras each; these should be

in accordance with sDladis, these are clearly given in Sanglta RatnSkara etc. and

in accordance with ela-laksana given in Arjuna Bharata comprising of pa-ganas,

raga and tala m the way of music; and so these do not come under the domain

of literary regulations and let it be so (L S. 3-427)
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3 sjt.tf'&i 3S\t5&oa. s»r»&> csccpoatjo^ i0q»8jS«so srOoSuiioa.

a©3 «S5S»a 3s
,i
<a§a - ** be"2*50 »J*«l"fijeSH5Ks»on» 6oB«oS 0»«

^s»o*J*d£>» 3&jb4o6. JPSSHPSS aSJKSSS 1Seo SoAtf SoaoSTpSfa

3»a» JtoSoflPS JM&S» o»ss*oo «asr»s 3*ox d»o»3S 16 Sr^jaeSSo.

asess ssr»ia,'3&s<|33 sfiepoS* sr^osoo - (S£x>n« says spo^.

o<*d»s ;r>a sotea^J Bess* *»*» Ssp<& cssem aosoo smsapei.

iSO -058WO ;j»eo£»SPe 3}3»o{5on» Aotsofl. CSOcj'oSojjcSs »33»n»e» €s

5<3 3CS SPeofo, oOs, tiui S7»(«© HCPeo «P&S*iS-CSy5a CPKO»co&

©3, 0P«^O*n,,e» S&S JJPtdSJ^ (SKBes S"fla») ws& 57»^3e HO^eo

aPG»e>S> 14 wg»£fto (u5*a» (SO)^ 33y»ioa.

1 'aog Sjaugo a&" z5jQ» sxaso tB<jm

ago O»<fc«)eo75j aag&8&<&3 *~
,

(Soft. Oe^. 4-4/5)

o»7T»«»sa »Saeso.

2. 'ayjpfegSaf »3d Sees, jp«»oKaseo e»TSsr>S 3&3i'&&u1Soa.

SoD^S* w^jcKpaS S&oa, «u» «WS30on» Sr>e» »3«fir3S s&oa.
36 aa$ assooo $r»So4.

~*

3. wgso «ot aa^oAoa «a Stggo. «r>2p5«5on» w^r^so «3a
lS(jsr»?go. Q»a3jj)& «p«sa^a

<
56sr'3«a s'esncsspas e^eo 3a a

«sff$8o; &a§ ssjajs-aja sr>Si«sga3 ioS &XK§>a>a.w <&otPo». ago
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This regulation does not fix the number of matras per line It only speaks

of ganas of five matras each. The three caranas referred to as khandikatraya

indicates 'tndhstukatva ' of pada 'Pallavi' and 'anupallavi' are mentioned.

ElSpadam is enjoined to be in accordance with 'suladis' with raga and tala By

the time of this author composition of padams was considered to belong only to

music and got divorced from literature The number of words or units per line

fixed by the ancients as six (S S S ) and five (S.R) lapsed. Regulation of the number

of ganas per line came and even that lapsed Then came number of matras per

line (16) and finally composition with pa-ganas of 5 matras each was advocated

This is the gradual change that came over the composition ofpadam The sanklrtans

of TaHapaka poets contain generally three caranas with pallavi Each carana is a

vrttabandha in four lines There are exceptions to this rule of three caranas.

The sum and substance of all this is that there is no fixed number of

either ganas or mStras per line in pada composition and that one can use units

of four or five or six matras as suited to a raga and tala, observing yati and prSsa.

Three caranas with pallavi is the more important part

In this context one can note the advice of N S. In arya-vrttas the ganas

are to be scanned for four matras each; in gltakas scanning is for five matras each

gana or unit and since tala is important, in vaitaUyas (raghata.etc ) it is for six matras

each unit (Baroda NS 14 ch)

1. nibaddham anibaddham tad dvSdha mgaditam budhaih

baddham dhatubhirangaisca nibaddham abhidhlyatE

alaptir bandhahlnatavad ambaddaham ltlrTtam

(S 4-4/5)

raga aiapa is ambaddha

2 the compound 'matraiflkamuTis incorporated in

between 'padambulunu and talasangatulun'

The groups of matras referred to relates itself to padams/ words in terms of matra

-ganas or number of matras on one hand and on the other, it relates itself to tala

also, (vide commentary under verse 36)

3 'akhyata' means that which has been said Applied to language 'akhyata' is verb

The verbal root with the tense particles of past, present and future, called 'tin-s

is called akhyata Its number and person will be in accordance with the subject

noun. Here it is enough if it is understood as " with a certain meaning expressed
"

132



Sncsti 3s»$;3»&> SOotaSSi afioKosaSX dke^^ajeSeo 3tSaa3

Sii d°a£coe> ;7°euftoi3S

d««j« 5*^
r
t3c& SojcpSo «3C«J 35

«J»ll aaoCSaSoiS 0*a§ eto)T9<3 dbS, (d«S 'SaaeJiSa aSNuttitb'Sj.

<3*eo?b iF>®>0 ~3xa($$6
e& SjSc5P7T°£*&> Ssrfec&SSOo do&oo dW&CD

«aS>oai&oiJ»a». <J»es d'c^jSi S»aa
>
$©dir>SABo t,Si3n»iS o»Soo (d»S

«SSjoCi)&iotxoa.

S*c. »on»Qoi: e>2cJSjn»eo. SaoCSaCo SnSdkSo. aao *&Soe»ot3a3

dSsflboJ, ^»eo, 'Saagaa gPS^So (jymmeliy) 5*&r»&a SHSj SefcCOti «S

-8<;3Hcto d»a»^S5 a"0»a£* 6o3 e&BoS5 Sa^Sd&'ajSS e^Bo SpHSbligsS*

cSuo did. i3»e»fo dBDT1ff
s
Sj SPajfo dfcifceo 6oU"ca5. SsKSo c&O

esS°n=sc5. s»a sa'&tsj^eo s3j dfcaavso st»(8o ;r°oi d*o»£*S5

t-'i^to a&oa. >aaj$^o5* cr>2oo<s3a ;S'&p;5j»r»(So. t,s>a»aS 16

57*(aeoo"i> StpSS 8 SJ^ej £"a»ca;. esSjtts d»aoS,,8 es^Bo 9 SSSPja

6o£ e^OSSsj Se9>adl>on« 6otF8. K«°e»osp£Ssut35pc» qti ar'CkS's'e.

favS'o SfiS&xp&mi dSofl AoStoo, £,St3go"Ei .aSs^SS &>6ZgZH»
60S00 Sir's ^oaEcsjj.

w

dsjfi »3a aa3s»a s»o^.& 3(*»oa d*»o. aoaj
r
ja^»a.€f'& ss^so

«*& d&a a^aej^so. «&s>3o5* aaasa^o o»spaa>. sos^aoe*
>ao -asws^a aao s»A&a»sj»D. aa^ d»o«oa<&e »ou»&. 'dfee« so^tf

d»o»o3> ^s^to a1a.a«' »a 8>o?tt«)oa2to.

3&fo«* dkOBsBrtSoSaa • d&fijijiSoff* 3a3)8o As^ tsitaxz* S»Bo

5*0 e^BoS* ^(fiTte es^Bo w-S*ts »a}fio«8. &3»3«eej& *»8JH>3)0»a§

12 did >3o. wJStp 12 v§£o &S\&i> 3>tS<^tSo atSwt). Beofofi* 12

«&oo a«e sa^ao oejw» a&xs&oxz* 1 5 «^eo5* ^(O«o «s^oo

13 a «^eo7? a&oa. ^«« sr>«» d»o»^& did aoco. aaeaartk

q& ^aasa^off* s-ss'Wa, e.st3so"& a&j
)

_&s*'t3n>a <£oaa aB^osaay.
(&fi e^ca^a ipa^aso s*3»ao 3&oa.
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verse 35

lY.The components of a nibandhapadam, yati, ptfisa etc., are being given. Assonant

letters at the beginning and middle points of all the four lines are yatis (caesura)

The second letter (of all the four lines) being the same is called prSsa.

Com: The components of a nibandhapadam are like its limbs. If the text of the

padam is its body yatis, prSsas are like its limbs that contribute to its fullness,

symmetry and beauty.

Nibandhapada is composed in vrtta bandha, i.e. in four lines. A letter,

assonant with the first letter of each line should occur at the prescribed midpoint

of the line. This is called yati. Thus these are found in all the four lines. Yati,

in each line is seperate depending on the first letter of that line. But the point of

yati is the same in all the four lines. Middle of the line for yati is a general rule.

If there are 18 mStras for a line, 8 matras give half its length or quantity. Then

the first letter of the line and the 9th mStra or letter of the line should possess

assonance In case the number of ganas is taken, similar is the procedure. In some

places yati may be found a letter after the midpoint or in more than one place.

'Yati' is the resting point for the readers' tongue. In Sanskrt and Kannada,

yati is in the form of just a break (caesura) with the word ending there and another

starting at the next pointln Sanskrt there is pSdantayati too; a word has to end

at the end of a line and cannot flow into the next line. Pingalacchandas says 'yatih

sarvatra pidtotfi ftokardhstu visfisatah'.

The concept of yati is different in Telugu. A break at the yati point is

not so important as a letter assonant with the first letter of the line occuring there.

For example 12th letter is the yati-point for sSrdulavikifdita vrtta That means any

word commenced earlier should end at this point and another word start at the

next point. In Telugu whether a word ends or not at the 1 2th letter , a letter having

assonance with the first letter of the line occurs as 13th . Thus it will be observed

in all the four lines. Even in the composition of a padam yati has to be observed

at the middle of the line. It can also be observed in more places than one if so

desired. Yati helps the sonorousness of the song by its assonance.
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dtso 'Sofi* e&eo £»s. qa&ns sp«»a»CT>££ 6o*ox>a. '(ss^j ssoa

»ajg *tg»os»eo (SoaS a&oa. »s:(d»a »oo»&. ssjso^jk 3aj?t>£*3:

disfiS ^5& t,^.&So .4oS. dfcfiS* «^eS5[0 waeoeSa 3o&oi3§

6oa»6. [i»3U* S^oaao (SScao. »3n», 3»ee a7»|do alb J'e»;'3
,

3cOj e*k\

o5*5p4 Aotta-CSy. 4a»a,8o»3S 0-6-a>-'3 e» (d»d»^o»»n» 0»33s\. dbd

aaisc«s€i* d»o»o0 (5»5Sr»a Aot»oa. (aeT3e>a» >o»eso ass <*&id*&

1. wspa so°eo sj»z5tsayi& «*(Soa »ayo& aesvco csfcoikie aotxoa.

W«-«-o-e? -?>) 5-«i-t3»-uy^-o-J) (c)4-a«-j>fc «o«&je0*a »s«e<>a5

3-oj^S cSSa-3* e5« dS»03>|0, k»S»0»»S 6 5* dfcfiaj|0. (.)3^»o«*
ses^oo css>e "ajje *«(8oa*~3o©n» 6oo»a.

*~v M

a-$-»-a»-*-a.-a-&

*>S-a-0 & a»Jto»P AoiSa. 3*3«os -crw* «j.
tf-$S-fi-4S

3-a-»-$-a

oS-oa-oo- *0-5s

s>sj-a><i>-aM

e-«

S-e»

g.-a
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The second letter of the line is called prSsa This also is observed in all

the four lines, 'prakrista vama vinySsah prasah' is the etymology gwen.lt helps

beauty and rasa The second letter in the first line must recur as the second letter

m the second, third and fourth lines also. So prasa is one and the same in all the

four lines In Sanskrt such recurrence comes under sabdaiamkara. It is called

anuprSsa. PrSsa is the same both in Kannada and Telugu- recurrence of the second

letter.

But there is one difference between yati and prasa In yati the aksara maitri

comprehends both the vowels and consonants In prSsa only the consonant is

important. That means recurrence of consonant alone is enough though it may be

conjoined with different vowels. For example, ra-ri-ru-re can occur as prSsa letters.

Yati is possible within the groups of letters shown though the consonant is the

same in all: ra-rfi-rai-rau; ri-rl-rr-re-r6; ru-ru-ro-r6.

In pada composition pSdanta prasa (end of the line prasa) also will be

there. One way is to observe it at the end of two consecutive lines. It can be

observed in all the four lines also.

1 When words beginning with vowels are used the following groups of vowels are

said to have maitri (friendliness, assonance or rhyming):

a) a-S-ai-au

b) i-I-r-r-e-6

c) u-0-o-o

d) a and a among vowels have assonance with consonants 'ya' and 'ha'jvowel r

has assonace with consonant n
Assonance among consonants is within the groups shown:

ka-kha-ga-gha-ksa

ca-cha-ja-jha-Sa-sa-sa-ksa

ta-tha-da-dha

ta-tha-da-dha

pa-pha-ba-bha-va

mpa-mpha-mba-mbha-ma

pu-phu-bu-bhu-mu

ya-ha

ra-rra(sakata repha written as ba
la-la

na-na

jfia-na

These are commonly used But there are many special types.
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(c)5-5., S-<, S-o, £5-0) $-$, u»-C, e-*-S »5> 3CS\Bo (3»S3e»fibo6.

^aspa* ala?«e cpo**^. sfi*ssiSSPiaon» z^n assails.
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2.Though it is said that the recurrence of consonant is enough for prflsa there are

some special points-

a) a consonant with vowel r is in prSsa with the same consonant without vowel

f. ex:-sukrta-sakiya

b) a consonant conjoined with repha is in prSsa with the same consonant without

rSpha.

c) prSsa is said to exist between the following pairs and groups:

sa - sa;

sa - sa;

na - na;

da - dha;

r - ra;

la - la - da

There are many special points here also. The above are given by way of a brief

introduction only.
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3jw> (5<&a» Sjaoufo

37»(p»6&o \&8Sx> $83 SS38SSWSC SOCKS' 36

CD —

s

cSS dSuSi SJ^CStoS: sec fiC5es6e»

$3^ «80»a o3»»o(2o»<& fee. 37

o»iit^
r
ssr>(a& o5»ssa"i!Sj. SoSs apjaeo kj&§. jsmaj &P|3«»

^«o. sgssj'ia i&ao. eea&aoS* s^^^oj&oa. (36)

&So& o»«(S!&5* S'oSU'Sl sp^o esSlOa. e^SoS* wo»«o $63»&©

(37).

3»£i#«"3o& 3o»£a; ar»c»3} foeo-a 3e»5>8wr>WM. 34 SB^of4 3P(0»

f&ty (SSoAoSo&ajS^a.

5Sr«|So35 to8x>3w%e>&> KPO} 3"&\ SB^o $o8&£& SouoOoOoaS

ioajg»sS*a»aj? ^oassjS* fo&oS^eirA xemosscbj, sr«[a'>KCT>eBoiS

»&j. s»» (tka ^o»o& eo&iS* 0»JJ)&to. SSsS "3o&> 2XPjfx> «r>«5c3

aas* jsa^aoasjiiocrca! s&s 'a°e>' &s"£&>. esr^&e^a ssgs^g

[Sc&o^d ?>a 3*a^«Pfi:e> sw r'eoSo&OJoa. S&S 'o»e' &3a (So'

Son» s^>3o»oa'3joa. O'O'Sl (l) s»oo (2) &Pfio (3) [Sdfc (4) oofo

(5) (po (6) era (7) So (8) ex& (9) dSiS (10) ^^Oo »3 S&

A»n«fcoc'2o3 e>OJ»s» 3S^a&3. txSS* lixtsC 5 SS»s)^>CT>e» 'BoS* 5

t>$xm$ipes*ex>. gSLB 5"eaa«> s»o"a§ soaoOoOoa.

SoAfioS* §*©asi S3jS»«K>§ e?*Soe7* SsSSo 3Sy§,
'3s»o,a§ »^5o

6oa. soflaotf* (1) arg^s»eo (2) spo^eo e>a s»©o "SotisBs^.

3p<uo 0»SS^^S>o&i £wgn»S&>a t,St3 "iOj SpaS6

(JW}3 s-S3& 3KW33
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verse 36-37

TR: One matra is called laghu; two mStras go under the name of guru;

three become pluta; half a matra is druta. This is according to Bharata's school

(36).

Measuring the time with tala kriya is called tala. That tala is of two kinds:

'marga' and 'dSsi' , following the traditions of Bharata and others (37).

Com: These two verses speak about tala. In verse 34 tala is mentioned

after mentioning matras Here again matras and tala are taken up for mention as

componets of nibaddhapadam.

Can't we consider this verse which speaks of gurus and laghus as related

to prosody? No. There may be gurus and laghus or matra-ganas in prosody; but

druta and pluta have no real place there. So both the verses are to be considered

related to tala.

The word 'fila' is derived from the root 'tala pratisthSySm\ Because glta,

nrtta and vJdya are enunciated in this it is called tala It pertains to time factor

as the time intervals in gtta,vadya and nrtta are measured by laghu etc. as also

by the sasabda and ni&abda kriyas. Ten vital factors, called prBnas, of tala arc

enumerated: (1) kala (2) marga (3) kriya (4) anga (5) graha (6) jati (7) kal5 (8)

laya (9) yan' and (10) prastara. They pertain to the various modes of operation

related to tala. The first five are said to be primary and the second five secondary

just as in the case of prSnas. Here the first verse relates to kala (time factor).

The time we usally recon in our daily life and the time that comes for

measurement in music are not the samein music it is of two kinds (1) sGksma

(subte) and sthflla (gross). The time taken by a sharp needle to pierce a lotus

petal in a pile of hundred such is called a ksana. The following are the units of

subtle time made up of such ksanas.

140



8 &oh» - 1 eSo

8 eww -1 s»S,

8 s»ae» -1 aa>a,o

8 Aa^n - 1 s*

2 8*e» -1 jMfoO°sKo

2 CKfe0»\n"o5 - 1 «&|&«o

2 v&i&ots -i (fiiao

2 (&o»ko -1 oa^Sj

2 oSMSJjeo > 1 fo&>Sj

3 e5»5jeo - 1 SjtSo

za^oS* j&iJo »3a «csr»(3 •aaays&sa s&s "Boifc (ikons 1

foS>33u<So6. &rtt3o3»%ei2 S^ifcMStaSoa. £oh3S* (1) »&|aj«$o (2)

\OiiSc (3) e5»% (4) to&5j (5) S}8o (6) S»S>8o <*3 udSij o»«>

AS stsfi* \2r>aTb)S 2,SonH». 4c& Ifo&, &«$, 3>Sd°o°eo 3^ C'Ceo

«3 aw»&3 eo7Pe» ajfjalSs iS^oas. JltSS jShb'jg^eS'eo, KsKjoj qo*

6ol3»cco.

U

»33|J&tfo Ssofi S'Sd'JSo a»S ^SiSjBo d*& 16 e»on»eo 3£pcoj. ss'tWf'

S"fcs"eo (^oasojfi* o»« 1 ^^^S^So s»eo s»&>).
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8 ksanas

8 lavas

8 kfctas

8 nimisas

2 kalfc

1 lava.

1 kJsta

1 nmusa

lkali

- 1

2catuibMgas - l anudruta

The following are the sthilla kfla (gross) units.

2 anudrutas- 1 druta

2 drutas -1 laghu

2 laghus -1 guru

3 laghus -1 pluta

4 laghus -1 kskapSda

caEed laghu sumlarly two laghus make a guru, three laghus a pluta Among the
aboeuntts 1) anudruta 2) druta (3) laghu (4) guru (5) pluta and (6)w£l
are the six that are called sadangas as the fourth vital element of id. -W
Now

,
talas where guru, pluta and kikapada are used are no longer m use; the

UHas in use today have only three angas namely anudruta, druta and laghu The
'""owing are the durations of utterance of short letters and their symbols

anga No of shortletters symbol

anudruta 1 TJ

druta 2

laghu 4 1

It prastara is done from anudruta to kakapJda it yields 16 angas Only three of

them are shown above with symbols DrutavirSma takes three short letters Its

symbol is U The laghu that occurs in a tala generally signifies now the time

taken to utter four short letters (It is not the tune taken to utter one short letter

as we find it in prosody)
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o»»«sy3a Ka s'tsfyipifc s»e?^ recsoo »a aa^«4oa. «*i*b3

aaol '(tess' ws"icb. sja tr>«a*i>a»«£ aips*an> aa^»5oa. 37 as

'(&&' (r"e>SSo) «3a 3Sg^&iK) S»jg(l(&»S 3o&> Osh». 3fifka aas*

csajB68s^ot»jp aa^ac&^oo asg(SdS3. a^ 'ar^a' «*oo»&. ($*>s*

3i3S "3<&£Oo &PO» 33g(3oi>. &^ 'itt>3o' woo1*}. 3o» 3»Cop

-Jkccso apCO'CeS) As^rcoS SottafiSHo. s»ta^^,o5* (1) CS3j

thpi (2) ,3*33jU (3) a.t^«P3j(85 (4) ao33$£S (5) 60uS - v*

5 cote aa^uaTS. swsswa 'Sote a>seofio' «*& a^a^a 'softaa

3x£>d*eo' c"$3> 101 ir*H» 3Sp4]3. SoAaejrjSCoS* 120 *f^r><^»

aa^efi^. !*Je"* co^sese *>e
A
a

,

ajSa a&yss T5oa» 363. «*oh»o&

fo&eaMSjeS'a KfT>e5* 3o» 3o1cp
1
SaO'o5* e»o7Peo aa^oAj. 33>fo d»Sj»

a^ofi* d»e&dS tfSsiy&Bj es s»©o«* (Sofia 108 &>w> "to 35ypoo.

(Xis>«» a&^s "ie& qo&cjs "io& s*^ 3wa> s&te^. a'sa^oa

afys o»c»e las : (1) ao-cfcajo (2) assaju (3) a.£a (4) Mt^u

(5) TSj^Otf (6) 52oo«* (7) 3(<fi5)B (8) JK (9) fi»ot)S (10) as

(11) sws (12) n«& (13) stsg (14) txsoseo (15) tnsseo (16)

(Tocsao (17) soseo (18) M^sajoisa (19) ao (20) 3(S3»s (21)

SoS'oS (22) wSj (23) e©a (24) 50* (25) jxxs (26) aaretaaoe

(27) &asj<OoX (28) 5«£ (29) art (30) 3»fiS (31) aoCttg (32)

was (33) Sis (34) a>a (35) vo&sas (36) »3*os (37) &>s*«

(38) 9o&n 3osS (39) »oS38 (40) tsssiP«a (41) &t3e$ir$3 (42)

K*^ (43) uS (44) UfySS (45) wo (46) waSj'ajS (47) OB&a3)(6

(48) A&^o (49) AxgSiS c&tfjps (50) CS*3g (51) cBs^s (52) 3j*«s

Sos«* (53) sbd&>(9 gos»« (54) *o8 Sos»«(55) snsgSos* (56) Soo»0

(57) C^S (58) 5*3© |ix& (59) SCaac (60) 8^ (61) Ssoa5 (62)

ad u*a (63) sajC^sttS (64) *ft& (65) Sc=^5SS (66) osq»c (67)

68So1b& (68) O'our'WiP'a (69) aaoSj (70) 4ifc6S (71) aj^aoK

(72) »eses (73) aos^a (74) soo««e» (75) 35(5 (76) sa^farcs

(77) &o3«3(Jaa (78) S»3«^a (79) Soa-SoO (80) oJ^s (81)

a»s, (82) aos^ (83) as&a (84) 3o3 (85) cpcssjo (86) ao
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Earlier it has been stated that taia is measurement of time in glta, vSdya
and nrtta. The mode of measurement is called 'kriya'. This is enumerated as the
third vital element of tsla among the ten. The 37th verse says the term tffla applies

to measurement of time by talakriya. This 'kriya ' (operation of measurement)
is of two kinds: (1) sasabda kriya and (2) nissabda kriya. Beating of time by beat
of one hand on the other so as to give out a sound is sasabda kriya It is called

'ghata' or 'the stroke'. Snapping one's fingers is also 'sa sabda kriya'; It is called

'dhruvam'.Amere waving of the hand oneway or the other is 'ni&sabda kriya'.

Talas are of two varieties: 'mSrga' and 'dSsi' . 'Natya s&stra' mentions

five mSrga talas only: (1) caccatputa (2) cScaputa (3) satpitSputraka (4) sarhpadve-

"staka and (Sudjghattaka. SangTta Makaran da of Narada; SangTta Samaya Sara' of

PSrsvadfiva enumerate 101 tSlas. Sanglta Rantnikara gives 120 dSsya talas

mcluding two created by Samgadeva himself. The angas for these talas are given

by symbolic letters or ganas comprising gurus and laghus. In Telugu literature

Palakuriki SOmanatha (13c) has enumerated the names of 108 talas prevalent in

his time; but some names are different from those given by ancients The names

of talas given by SOmanatha are :

l.cancupuja. 2JScaputa (3) sadgtta (4) utputa (5) mocita (6) sama (7) sattraccheda

(8) ega (9) bombada (10) eda (11) hada (12) garu (13)hadaka (14) bandhakarana

(15) badakarana ( 16) krauncapada (17) sarakarana (18) asthanamandapaf 1 9)phala

(20)cakravaka'(21)kalahamsa (22)arya (23) lalita (24) sarala(25)virala (26)unffl-

"mandira (27)mattamatapga (28)rathya (29)matthe (30) mudava (31) bandhama-

ethe (32)rQpaka (33)eka (34)mada (35) khanditatara (36)avakhanda (37)kank2la

(38)khandita candaki (39)khanda varna (40) avighOrnita (41) kutilaghOrmta

(42)gosthi (43)ama (44) kaccana (45)5na (46)adim8trka (47)taraksnaputn(48)u-

dvlksana(49)uccavati yaksolika (50) catika (Sl)yastika (52) purvakamka!a(53)ma-

nimisrakankala (54) khandakankala (55) kavya kankala(56)panc5li (57)bhmnaka

(58)kokilapriya (59)niravadya (60)ranna (61)kunjara (62)phamraja (63)caturasra-

dhara (64)krtyaccha (65)vidyadhara (66,)raktadhSra (67)uttamameru (68)tambub-

Z 69Sapu (70)utphullika (71)matanga (72)ardhakahka " saraswat,

7Tkanthabhara
P
na (75)miL (76)sammisra vada™M^m™^

"da ^Ismihananda (80)laksmlstana (81)mukta (82)panca brahma (83)d^aruddha
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(87) oat (88) «* (
89

)

'

ase*je C90)
65e (

91
)

SoC5o*e' (92)
***

(93) W^ir^ (94) uSSos-a (95) »oaiS (96) rasp jpobC (97)

LioaS (
98

)
"5!irt;S *"** ("^ c

S
a6

^
10°^ I?* (

101
)

***

#02) «to«|? (1°3) °$«*™> (
104

) ^^ (105) •**? (
106)

3* (107) (»53»>^ (
108) e°TSS>3 (S5o4o*0»«£ «(? - »S* (aKSoo)

e^o <r»06e» n»So0* 75o> |aj»Co€r* Afy o»<™« &So. ohJ "Sto,

ton

101

01

IUO

100

1100

I

CPOHs (S^*, ^58(5 &$o5* "3oa» 03>«o. «i '3oar>Se&;5 Za^&H

too Sftjoft. S9|V |0^t>& Wfc T5o8>n» jpoi'ft «o&a>fi SS50&. vo&

CHWS(*^S> Mfc* Sol6 a*« S&ofi. e$»%& *«a0oJP See^b SPOj

UoS* «A 5 5s»iB£ 7 tPV*w 7 X 5 * 35 0s^» «a»3 . aoio5a5^>o

sao»6a.
*"*" *~

l?fl? «*»% 3 «^o»» 3/4 1« $PSri& 2jjSte .i«r>B

«W5(5 oSmJj)4 tfto*a 1 1* jjsf&j 3^ oooh)

&(* t*»ifc (3+4)«7 «&c»t» 13/4 l' JtsJ^Sj 6(3& ^Svi»{)

*oS «$»$ 7+8. . s ^c^o 1 1/4 1» 9JVi^b 4(TSfc Oo^O
Soig «»»% (S44)-9 «&0*w 2 1/4 1* SJHrtfc 8(A§ OovPC

(1) t«b»<P*io

(2) &q
f3) ars»

(4) aoT>

(5) |0%u

(6) wo
(7) S»
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(91)pancab8na (92)harina (93)mayakhana (94)adikankana (95)khanjara ^(catu-

rasra khanjara (97)krsnakhanjara (98)asamana khanjara (99)lakkhavati (100)

dhruva (101) laya (102)tanubhadra (103)lakkhanayana (104)vilambita (105)adi-

matthe (106) va]i (107) dhruvamatthe (108) jampe matthe .(PanditSrSdhaya

caritra-parvata prakarana).

Though the names are known their forms are not known The angas of

those that correspond with the more ancient ones can perhaps be known .

In south Indian music there are seven tfflas in use today Their names

and angas are given below

Name of tala angas

1 Dhruva 1011

2.Mathya

3.RQpaka

4Jampe

5.Triputa

6.Atfl

101

01

1U0
100

1100

7JEka 1

TSlas are generally of. two kjinds depending on the value given to laghu.

If the value is 3 short letters it is tryasra. If the value is 4 short letters it is caturasra.

Other varieties arise out of these two. If tryasra and caturasra are miked we have
a misra jati laghu whose value is 7 short letters If tryasra is added on to this misra

and cut into two (7+3-10/2-5) we get a khanda jati laghu with the value of 5

short letters. If a caturasra laghu is added on to the khanda laghu we get what

is called a sanklma laghu with 5+4-9 short letters. By changing the value of laghu

thus the above shown seven talas multiply themselves into 7x5-35 varieties. The
details of the type of laghus are given below.

Name of laghu Value in no matras symbol counting

letters (short)

1. trya'sra laghu 3 3/4 l
3

1 beat and

count 2 fingers

2.catuasra laghu 4 1 l
4

i beat count

3 fingers

3.misra laghu (3+4) 7 1
3A 1

T
1 beat and

count 6 fingers

4. Khanda laghu l'A l
5

1 beat and

(7+3/2) " 5 count 4 fingers

5.sankIrnalaghu(5+4) 9 llU l' 1 beat and

count 8 fingers
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«r>«o Tx&HuoS* S3j »*g Mf^ (Sdfceo SPB» 3PJS&J &S©3* TJoSa

S»o|3rifoci:

(1) se^d : 3ea ;m&ti%s& sscuo

(2) s^ : jesa>& &s,^ jfoa SjaT>%3S> a»»ix>

(3) aa^a : wodeos (So** arfoa 3<k»<j«33«

(4) aaaoo : »$«s»j> a»a»j^ TSeoseS aao*oo

(
5) ^S,o : «e* saejsSfi ($*& 3xiSj-&to

(6) so»s : 3«a £S zsxm,

(7) sos : tj§ 3303 3as [Soas aap

aao* »;5 Mjg|to» 3hw. «ots ap»«b fcajju 3«a -as* asW
*a 3o^o»«> s-eo wsjajoa. qes os»aj& |«5»gaji5 wtei&&, als
mi s*%j§a> awe. s^oas sjsrts> wbsuu a*«3 & a»aeW?
w oS»a»el OAStg (5J«y BS^ooH).

i*33»«S So SjOWSo O»«wso Seotoo»eoo. 6a»3'oc)& WMSOWJS 1011
(»s»sj ,o*s» oa^ o^sj) sonno. &o*sfs o5jj% 3*>ei*8.« e&os,
w&SVla »Sj& n»Sl 10 «Sa»e5«

SOXSi / «6 / SOW / SdXSs.

(«*»%) ((tttfo) (osasj) (03^)

*£**. &e«*o oso «seo ase s^a.gc Ao£=a. an*^ »%
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The sasabda and mssabda kriyas in tala also are of two kinds:

mSrga kriyas and desyaknyas-Only desya kriyas are described below

Sasabda kriya- It is called dhruvaka: A beat with the right palm on the left causing
sound or snapping one's fingers similarly

mssabda knyas:

1 sarpini: waving the palm to the left

2. krsya- waving the palm in the left to the nght

3. padmini: turning the palm downwards and stretchmg the hand

4 visarjha: palm facing downwards is waved outwards

5 viksipta:bending the fingers of the hand so waved
6.pataka . waving the hand upwards.

7 patita: bringing the hand downwards so wived

In tala, an anudruta is counted by the sasabdaknya called dhruvaka; for

a druta it is a sasabda knya dhruvaka and niSsabda knya called visarjita It means

a beat and then waving the palm backwards It is equal to a duration of 2 short

letters . For a laghu, sasabda knya dhruvaka and ru&abda knya viksipta are used

That means a beat first and then counting the fingers starting with the small finger

and one less than the value of laghu ( The beat itself counts for one letter)

Purandaradasa is said to have composed alamkSras for all the 35 varieties

of talas with svara sancara. Practising these is said give svarajflana and talajfiSna

to the student For example dhruva tala has the angas 1011 (laghu, druta,laghu and

laghu). Suppose the laghu belongs to caturaSrajati then the alamkara will start with

sa ri ga ma / ga n/ sa n ga n/aa n ga ma
(laghu) (druta) (laghu) (laghu)

and will have 10 rounds or Svartas.

The entire svarasancSra can be written down based on the following

principles: The first half and second half will have equal number of Svartas i.e

J- and 5 in the present case The first half starts with madhyasthayi sadjasvara

and the second half starts with tarasthayai sadjasvara. The last round of the first

half win have tarasadja; similarly the last round of the second half will have

madhyasadja. The svaraprastara in the first half will be in ascending note (arOhana

) and that of the second half wiD be in descending note !avar6hana krama) Each

tala letter will be represented by one svara
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1. a&tofi* 3W6 R*3o{5Sa $t|Soa (floras B3o<J»&».

(13)(1950)

<m o»n»o^»oo»a«J - jssejawtr te<ftoo£" apas^.ggj 3(u6,

SjpSo ^65 Lxxxx1-(1952)

2. w&i&ertfl Jjo^ajo, sscots^o, #sc£o, 0&s^5)go »3 &&s»s°

«h. (tbipal statto, eo&so, s^to, (gargi «sl§. <*>*» m,

(p*5co, «ST»^ »S "SO:.

tteSDo Salts'*:. SXfiS* J)c35 tyPta SBadjcBr VS^ 6C«KS«»

(1) (0$» xe (3 ssr-jflo ko»«) - &Koa, aas©8, so^vP&eso

(2) £&6|* Kfl (4 3T»(tfe Ko»ea) - 5*fi5o, S'liSo, (jW6» 5W,

(3) (pocko (5 ssi'itfe «o»e5) - (aftjtJ, ajsaxe, &ssxs&-«eo,

<S)«9o« (3<sp«o, aa^so, «&p»!p, txaagT'o, wssaie^ajoKwsoa^*,,

(4) Sj(»HO (7 KP|de IfePtt) - tfOe, 2:3g*ie ST^O*

50 2a^o (Sofi qd&rwajJk.
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1 In Telugu , POlQn GCvindakavi has written the followmg two treatises on tala.

(a)TSla Dasa PrSna Pradlpika-published by Tanjore Saraswati Mahal Library

S.No.13 (1950)

(b)R2ga Tala Cintamani published by Government Oriental Mss. Library, Ma-
dras-5. Senes Lxxxxl (1952)

2 a anudruta is also variously called virima, vyafijana, avyakta and anunSsika.

b.druta is also variously called valayam, binduka, vyOma and ardhamStra.

c. laghu is also variously called tala, hrasva, sarala and mStra

3.Depending on the jati of laghu the tala vanes considerably It is natural that

certain vrttas are considered suitable for tryasra, caturasra etc gati-s Some

examples are given below.

1 tryasragati (ganas with 3 matras) Sugandta,Vicflulita,Pancac5maram

etc

2. caturasra gati (ganas with 4 mfltras) TSdaka, TOtaka, Praharanakalila,

MameananDcara, Vidyunmala, Ma-

~nim, iarasija, Krauncapada, Kavi-

rSjavirajita etc;

3. khandagati (ganas with 5 mStras) Sragvini, Tvaritagati, VanamayQra, Bhuja-

mgapraylta, PadmanSbha, LayagrShi, La-

yavibhati, LayaMri, Mangalamahisril

Dandaka etc.,

4. misragati (ganas with 7 mStras) Tarala, Mattakdkila etc.

Different lands of ragadas are used in yaksagSnas.,. Those varieties

and their tslas will be given under verse 50
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Si S»o8> a&jJS auo#3'& 3&o«m3Ss 3SdkS©t»1JS (&3»ofieaBoe»o&

«fc& ;j°£*Koi» S»(g5<<aa£°o&>£' 38

O»n3»ofii 35)\S JtooO S45&3 a»»3 wad&CiJa S4So»»5) "iCbSSok

aeso .saji'W aq^a as^o, "Bo^eser* a^a'^ao, ajj*5Ja"|&so,

wbstfo a3ja »oaoo, «*»;* sawi- s^a a»(OS,5p4 «$*ko b^IssS*

«o£Jon» 6o*jooa.

33 tF7M>& bat "So& Krej 3^_s agja^aj. 26 aa^oS* snajaaa»a^

¥&8on» BSjoO wST'&jSS) w0°5on» afijiS S\«Jbocs»6j (Soaa^Sj) CPifc

5jeon« 33»jB». o^JS JHs 0J»Son» Ao3 !fSa*a3 <5»<fcSjoSj 3^5 q»8

5^.e «*s «o«o «a>a»a»ft. aa*6a»s2 a\aao«o »3a ($ofi&0

(.S^tsStF wo&3« Ot<fa$j5r»0» fcS^."ti (»&§*o»4S:. *6o»SS S»0a»33

3»d!)« jj»fye3 Sa^fc q»aa3jw 33pA3. »3'i5'3jjij» qwfeaeo «3

»a w&jsoa&js* aa^tfaj Wjq»a3s»sa s*p& zaepnz* ^owe&a
(K^ovt*. «6eo ^o»a5g^atM7i»5 aaaa [ecj»tfcsai^5o"aas»oKSo.

3S^3»j&j.

(Xo«S8 3Co£*a »5PotfSao»©& (a&?vs»e&) 3i^sa. (1) t&po
(2) ib«n.ao ( 3) («wso (4) »oao (5) «$%. »ote eo^sso "itto
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[£>3»£*7Po«S'3 spS* cNfceS^ Sa°e>«5« n

»&> £»eK'&pa» opsins aj*$3

3»02i&g$i> 2$3» jj'Bffl a°«J5*dkgs° ii

S|* '&«»SS» $V Stf&Po gja5"S_505""n

(»eA. Sjf^. 4-7/ll)

soteeo^so^&aaov) sr»a 6n^a^3 ^soa, aovaa 'Sjcas |&&»;
«£*ko • asaa. |S}3»$*n"e js^se^osu^a woac. ais^ aa^o «3a
»»jgSoa. So»X£ '<Mo§*3Bo' »3a Aoioooa. S&S3 as^ 'io^o'
w^JSs. <5&25»o &£ 'Je&Ka' n» 3e»SS3yj. AB^a* ($:2oS> &e)3o

(goszso) 3ssoa h&s 3o5*a "^caso eoajoa. (jMsaco - &&?• sese

3e» (#>3. 'e£*fa ae^>eo»' »3 wOqySSoSSoa an°3§ So&BSo (5JJ-6

5»ajSo) &o5* S&oa K&S qa e»i?*Ko. SaAoaj vfi esft^dSso. StSS*

»o«K5, &e3»Ss»eo es(aij»;3»©3 3jfc\6. 'woeo' e>3a >o«ar»a [3aoO»o3

3&)»3 i&S, SsoO, (Sesfcoe, 3>)&S, eoSW©, 0»»S, 3S«T* (SaoO'o't

^>&ss>eo as^a 'esose' & sa^oj»5* »^.a sp(tf& as^oaa^jsa, aa^wJ

jssocpaiffj «oao sss:»a5*oax&s s^oca^ Sdka&jsa, («:^^wo5Soff*

S3uatoo3&> K&g eS^a 3dS30»a» 3eoKoS*irooiar' SCsp&S SP£P£.

Sofatt^ (J!o5°^ 'SoSS&o' esSug'S -^(HofiSoff
6

'a»a' wJSiadoa.

3&&>JSogJ"»a 'a«a' e>3 wot»3>)a». «sqm^ 3»JS,(Koqs»6* |d"S\Q&B 5%

o»n»£*S5 3«r»^a»«or?aj 3Sj»&3 'SoS' «s3 o*HoSpb» t-SO^oa. o»al

as! 3oao$So^£i>.
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'PrabandhSvavavO dhatuh sa caturdhanirupitah

udgrShah prathamastatra talo mSlapakadhruvau

abh0gasc6ti tesam ca kramaHaksmSbhidadhmahE

udgrShah prathamObhaga statO mSlSpakah smrtah

dhruvatvScca dhruvah pascSdabhOgastvantimO matah

dhruvabhogantare
1

j8to dhaturanyO ntarabhidhat

sa tu salaga sudastha rupakSsveva drSyatS

vatapitta kapha deha dharan8ddhstav6 yadha

evam 5tS prabandhasya dhatavo dehadharanlit

tatra melapakabhogau na bhavStam kvacit kvacit

.

(SR 4-7/11)

According to S R too udgraha is the first, next come the two, melapaka and dhruva;

abhoga is the last, that which is woven between dhruva and SbhOga is antara Among

these, udgrSha is a meaningful name Baecause there is taking up of the padam

(starting /commencing) it is called 'udgraha' Because 'udgraha and dhruva are

made to join together the second is termed mSlapaka The third is called dhruva

because of its stability Since abhoga means completeness, the last part which

concludes the song called abhoga Among these melapaka and antara are not so

important The fourth called antara occurs only in salaga sudaprabandhas-namely

dhruva, mantha, pratimantha.mssaruka.ankatala, rasaka and ekatall prabandhas

As the text says 'drsyat6'(is seen),commentator Kallmatha says that even among

these antara can be woven only where ancients have done it. He clinches the issue

saying since it is seen m mantha etc. it can be done in them and since it is not

seen in dhruva prabandha it should not be done there.

What is called pallavam (tender ieai| in musical treatises is Called pallavi
in this work; of course we are also calling it pallavi today But there is also a r3ga
called 'pallavi' among the dfisi-rflgas well known in olden days (a vibhSsS r3ga

) This has nothing to do with the 'pallavi' we are dealing with
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1. AC^o 1. !>>Cb (14) 1. o8"6

2. iWaso 2. sso (5) 2. <&&>%
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The dhatus thai are mentioned as appropriate 'pallavi' for the individual

words of the padam pertain to the svaras or musical notes Just as they are enjoined
in the case of gltaprabandhas they are enjoined to the stringed instrument vliia

and following it, to the wind-instrument flute, as also the vidya-prabandhas The

following are the names of dhatus in various branches (These should not be taken

to be one to one equivalents Merely the technical terms are presented

)

gltaprabandhas vlna/vEnu VSdyaprabandhas

1 udgrSha 1 vistSraja(14) llahan

2 mElapaka 2karana(5) 2 yeduppu

3dhruva 3 Jviddhatf) 3antara

4.antara 4 vyafijana(lO) 4 upantara

5 Sbhoga 5 muktSyi

Numbers m the middle row indicate subdivisions under each general head

In a gltaprabandha these dhatus are the musical notes, sa, n, ga,ma,pa;

,dha,m pertaining to the musical element In a stringed instrument like vlna these

are the svaras bom from twanging or plucking the strings Sanglta sastra says that

dhatus should be created on flute also as is done on vTna

Today we do not generally hear about these dhatus It is the writing down

of the notation in terms of musical notes that may be called dhitu kalpana Not

all those that sing can do it H is something that can be done only by a few who

are well-versed in musicology and talented For example though the sanklrtan

compositions of Tffllapaka poets are a available on the copper plates it is only

the matu (libretto ) that is available and not the dhatu (music ) Those copper plates

contain only the names of the ragas, even tala is not given except in one or two

places Though the names of the ragSs are known, we do not know how those

rigas were sung those days So it is not an easy thing to set them to a tala and

the given raga It is because of this kind of difficulty that the T T Devasthanam

authorities got only some of them set to music by scholars in music and literature

A vaggSyakflra (music composer ) must be skilled in composing both the dhatu

and matu Becuase he is able to compose the words of text that is matu and the

music that is dhatu he is called 'ubhayakara' (one who~does both) This compound

has degenerated into 'bayakara' For those who were appointed in royal courts

as music composers 'rflya-bayakara' became a title

Like literature, composition of music is a great art of sculptural beauty

Agauvas in literature, here also some are conscious artists, some unconscious
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artists. It is a general rule that the composition of a padam should contain the

'mudra' of the composer at the end We know that the lines of krtis of TySgarSja

have the insignia, 'tyagarSjanuta' But exceptions are not wanting to this rule. The

sanklrtans of TaHapSka poets have no 'mudra' of their names In a composition

where there is mudra it can be any one of istadevata mudra, ScSryamudra, ksetra

mudra, prabhumudra etc Similarly if the names of the raga and tala are

incorporated in the text of the song it is raga-tSla mudra; if only raga's name is

incorporated it is raga mudra The utility of this is that if the raga and tala are

those that are in use and weDknown, they can be known easily

Among the tnnity of kamatic music, Muthuswamy Dtksitar is a conscious

artist; among his compositions those without mudra are rare SySmaiSstry and

TySgaraja are unconscious artists In the well-known krti of Diksitar Vatapiganapa-

tim bhaje' composed in Hamsadhvani rSga and Aditala the r5ga-mudra is found

at the end as 'hamsadhvani bhOsita herarpbam' InSyamasastry's km 'himadrisutS

pStumflm paradSvatS' composed in kalySm raga and RQpaka tala the raga mudra

'karimukhakumarajanani katySyam kalySni' is there in the last line Tyagaraja's

km 'mohanarama' is in mohana-raga Among the Hankatha composers there are

some who have given ragamudra and some others who have given rSga-tala mudra

This method is limited to giving the names of either raga or tala or both The other

details are to be brought from elsewhere. In contradistinction to this, there is

also the method of incorporating the muscial notes themselves like sa , n, ga, ma

in the compostion of the padam

Padams ,krtis , klrtan s and sanklrtanas are conglomerations of dhatu

and matu Matu is the compostion of meaningul words, dhatu is the compostion

of svaras which means it is limited to the seven musical notes , sa-n-ga-ma-pa-

-dha-m If these svara letters are made to be common to both the compositions

of dhatu and matu then they are called svaraksara-s Such a musical compostion

is called 'svarSrtha prabandha or 'svaraksara prabandha' in classical treatises on

music S. R gives its laksana thus

"yatra svarSksaraireva vanchitfi
l

rth5' bhidhiyate

sa svararthO dvidha suddho muJrastaihssuddhamisntaih"

(S R 4-222 si)

In literature it is given the caption 'sangamapadhamsalu'

In Telugu, VinnakSta Peddana in his K A C (written between 1402 AD and 1407

AD ) gives the following verse under the caption cited above
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nl-sari pani nl san dharu

ol san mSdhan garima nl sangBrl

nl san gS rugamSgama
go s&rulunun jalukya kula visV6$S"

The fust three lines of the verse have svarSksaras; they are meaningful

Such groups of svarSksaras can be present in padams or songs both

in their pure form as well as an indicative form If sa n ga ma pa dha m occur

as they are with the same vowel combination they make for suddha svarSksara

samputi If there is only rough indication of the consonant alone it is 'sQcitasvara-

ksara' compostuon The indications for svaras are given below Eitherthc duplica-

tion of the consonant or its combination with any other vowel does not matter

sa-ca,cha, ja, jha, &a, sa, sa

n-ra, ra (with trill)

ga,ka,.kha, ga,gha

ma.ma
pa,pa, pha, ba, bha

dha.ta, tha.da.dha

ni,na,na

SwSti Tirunal, Ramaswamy Sivan, Ramaswamy Dlksitar (father of Subba-

rSma Diksita) are well known for their svarSksara sampup-s. Among the modemers

BSlamuralikrsna's 'nl ganma gani'ajsvaraksarasamputtcomposition is worth mentio-

ning One can say the svarSksara composition in TySgarSja's and SySmasSstry's krtis

is only in the indicative mode. In TySgarSja's kfti'srlrSmapadamS nl kipa cSlune'

composed m Amrtavflhini rflga-Adi tsla the following svarSksra composition can be

pa da m da ma pa, da mS gSn sari maps

sir ri ma pS, da ma nl kipa cSlune
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'padama' i« common to svara and sahitya One can see both suddha and sucita

sva. uaras in the krti 'sangtta jfiSnamu bhaktivinS in DhanySsi rSga-Aditala-

si sfi ma (ga) it

'bhrngi natS sa sa mi ra ja'

One can see svaraksara samputi occasionally in Syamasastry's compostion In his

'ravfi himagirikumari' (svarajati) in T8di rSga and Aditala, the following can be

seen:

ga ma pa ma da nl

ka ma pj li ni

ma da n! da ni sa da da m da gaji

madilOninusadatakcu koni

DIksitar's compostions have more of this kind of art. It is obvious

composition of svaras as common to dhatu and matu has led to the composition

of 'svararthaprabandha'

All this pertains to gltaprabndabhas only . There is a prescribedmethod

for dhatukalpana in vadyaprabandhas. All this is shown just to give an idea of the

concept of dhatu howsoever inadequate it may be.
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Verse 39:

Tr: Pallavi (or refrain) convenient to the avayava padas of the song is

being explained. That is Pallavi which, for purposes of correlating the meaning

of padas into a single theme, stands linked up with all of them and is repeated

again and again at the end of the padams.

Com: In verse 24 a padam is designated as both an avayavi and avayava

(a limb or component part). Avayava means a limb like a hand or leg. Avayava

padam should be understood here as carana of the song. That which has limbs

or component parts is avayavi. It is necessary to understand avayavi padam as

the total song comprising all the caranas. In the previous verse the author has given

pallavi convenient to the individual words constituting the limbs of a nibaddha

padam. That pallavi pertains to the svaras or musical notes. Even there if the carana

is treated as avSntarapadam divisions like udgrSha khanda, dhruva" khanda, SbhOga

khanda etc., take shape. But we have to note that meanings of words will not come

under the perview of consideration there. Here it is taken as a predicate of

meanings. This predication may pertain to the meaning or.theme of the entire song

or it may pertain to the meaning of each carana coming to a thematic terminal

at its end. If the whole song is treated as a mahSvSkya each carana will be like

an avSntara vSkya. In the present verse the phrase avayavapada should be

alternately understood as meaning the carana composed in vrttabandha in four lines

as also the total composition of padam (caranas individually once and collectively

once)

If the meaningful text (libretto) is treated as the limb (external

protrusion) of the 'gSya' (or 'song') then the corpus of the text becomes an

avayavapadam. Pallavi correlates the meanings of the individual words in each

carana into a thematic whole; similarly does it correlate all the caranas of the padam

into a thematic whole. That is why pallavi is sung at the end of each carana and

of the total song too
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For example let us consider a. song of Annamayya composed in

KSmbhdji rSga-misra triputa taia

Ela rSdammS-intirO vS

dSla rSdammS nan-nehnavfidu '(Pallavi).

Paccani pulugula-bandimldanundu

Paccavuiti pinna-bSluni tandn

Paccani cSyala-bSyam bangSru

Paccadamugattina-bagainavadu- Ha 1

tellam pulugu pai-tiruga mariginatu

tellam sati pati-dSvara tandn

tellam parapu pat-t£h poraluveftu

tellam kannula-tehvaina viclu "61a 2

kondavmti vSni-guttagoninayatti

kondukaprayapu-guturutandn

kondala rSyadu-k&ieti timmaya

konda talanetti-gurutainavScJu HSla 1
! 3

The meaning of pallavi and the three caranas of the song are to this effect

"Why my dearie' Why does'nt he come, he who has taken me up"

-pallavi

He, the father of the boy that holds the sugarcane bow and ndes the chariot drawn

by the green parrots (Manmatha) and my beau that wears the unfading golden

yellow garment" Why . (1)

"He, the father of the Lord of the white Lady that roams about on a

•white bird (saraswati ndes a swan), he, who turns to this side and that lying down

floating on a white bed with his white eyes shining (pundarlkiksa reclining on

Adi-sesainy6ganidrB as pure caitanya or consciousness) "Whymydeane . .
."(2)

"He the father of the young girl who has won over completely the Lord that

used the mountam as his bow (father of Ganga who has won over Isvara) and

he the Lord of Hills residing by the pond (puskarmi) and who had become famous

by lifting a hill (Govardhana)"

-"Why my deane. .
" (3)
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In the original song in Talugu the part given above as pallavi is in two
lines After that there are three carnas with four lines for each in the song. Here
the devotee is nayika (lady-love). God is nayaka (the Lover). This is madhura-
bhakti. The context is that of a lady, being in love and unable to bear the delav
of her lover's coming expresses her eagerness and anxiety to her close friend The
first, the second and the third carana-s relate themselves with the pallavi expressine
the apprehensions of the lady concerning the non-arrival of her lover. The song
suggests the six qualities of supremacy nemely (1) aisvarya,(2) vlrya (3) yafes (4)
in (5) jflflna and (6) vairagya. Pallavi has correlation both with the individual
carana-s as well as the whole padam. If one wishes it can conveniently relatee
itself with every two lines in each carana.

It is said that the origin and development of pallavi in music is an
unsolved problem. Tajlapaka AnnmScarya's sanklrtanas have pallavi; some have
anupallavi too . In the sanklrtana composed in ramakriya raga"(rQpaka taia)

'bhaktikoladivadS 'param&tmudu • constitutes pallavi; 'bhuktimukti taneyiccu-

bhuviparamatmudui' is given as anupallavi. That means by the time Annamayya
came bn the scene pallavi had established itself and anupallavi was in the process
of stabilising. One can findpallavi and anupallavi in Krsnaffla tarafigini of Narayana
Tirtha, at least a hundrcd'years before TySgaraja.

On reflection, one can see that the repetition basis of pallavi occurred

first as repetition of laghus and gurus in prosody at the end of each line and later

on became the repetition of words. We can examine four of the metres in Vedic
prosody- gSyatri, anustubh, tristubh, and jagati

to) In g&yatri metre each line has 8 letters with three such lines in a verse.

The 8 letters in each line can be divided into 2 units of 4 letters each.

U I U U / I U I u
a gni ml 16 / pu rO hi tarn

U U I U / I U I u
ya jfia sya it I va mi tvi jam

U U U U / U 1 u
hS ta ram ra / tna dha ta mam

Mark the repetition of the pattern oflaghu-gurus in the second half of each line.
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kp <fc sr» «pj / (Wttfi! /s;^
I u u

3'&«eS7»/3B3»3»/(ib3;5

I U U

«>4jil/S)0)*i/8of,

5

I u u
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(b) An Anustubh verse has 4 lines of 8 letters each. In secular Saiiskrt it has become
anustup-sloka.

1 hi ra nma y6 / na pa trS na

I U I U
sa tya syS pi / hi tarn mu kham

tat

sa

tvam

tya

- **

pQ sa

dha nna

I

1

nna pa

1 U
ya dr

vr

1

sta

nu

U

ye

sa

dha

tyam

rmo

mata

bars ta

1

1

pita jsa

1 u
da yi

nam

1

sa

U

kha

sa ntirj patmh 1 k^amSputrah

sadS te ma 1

1 U
ma tiJn

1

dha

u
vah

Between the above two, the first is a Vedic verse; the second a secular sloka

in^wo lines. One can see the repetition of pattern of laghu-gurus at the end of

the second and fourth lines

c) A verse in tristubh metre has four lines with 1 1 letters each Each line has

3 gana-s. The last gana or unit is IUU We can peruse the following upanisadic

mantra.

I U U

na ya ma tmS / pra va ca ne / na la bhy6

I U U

na m5 dhaya / na ba hu nS / M te na

I U U

ya mS vai §a / vr nu t6 te / na la bhyat)

I U U

ta syaisa a / tmSvr nu te / ta nomsvam

(In sanskrt a laghu at the end of the line can be treated as a guru)
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SjpSS Keree.

I U IU

*»»T^/(»<J'apwo /A o» mm h,i

tutu

I U I u

«»l»3/saara / &s»afl»

i u i u

»a»<ss>o*/a>{s> 5»
(j

r, / c tt a da«

«k -aoo *™ a^ * xwj^rtH, a*^ Vo^ajoa.

I U I u

*» «"o 2 *> / «8T As <&o / g » ^ a.

IU IU

*ir adS»/*sia^/ a an di» a.

IU i u

*>='«» !"j / 0_wj&a.

I U I u
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d) A verse in jagati metre has four lines of 12 letters each .Each line has 3 ganas
or units.

I U I U
tu va ma gnS / pra tha mo in -/ gi rfi r sih

I U I U*

de vO de vS / na ma bha vah / si vah sa khS

1 U 1 U
ta va vra te / ka va y6 vi / dmanS pa s6

I U I U
a ja yan ta / ma ru to bhr&V ja dr sta yah

One can find repetition of laghu-gurus at the end of lines as in the case of gSyatri

and anus*ubh verses. This we may call ganfivrtti.

e) Pragatha has seven lines with some made up of 12 letters and some 8 letters

In the following verse we can see not merely the repetition of ganas at the end

of each line but padavrtti also.

I U I U
yu vamsto me / bhirdC va yan / ta a svi nS

I U I U

a hi va yan / ta lva slO / ka ma ya vah

I U I U
yu vamha vy5 / bhi a ya vah ,

I U I U
'

yu vOr vi sva / a dhi sri yah
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IU I u

a, & *> 3 / ^ i a »

iu i u

I U I u

3^.8 'Sfoo^oJY 5gs sow wssjfi apaswsy.

Softs OO^SBo .*!»
3!ty3»

VF&Sj oKcSs&euS ((1.5. 1134-43) Soft<3

ST'CSsd^S fV3 ^SoB^oS* ^tS^^S Sofa* 3&dfc>&o ((J.S.

1300 ^o.) S* gsueu»s^csr'& Se?(S<aotf3fi.c&>o<5
< 3o&> (aa^eo^oj

|KSt>o3S&j. 3jSp& SOe^ Softs esS'l&jS'O &K&0& 'Softs OST'onket'

i3S w5i 'So.46 a. Jto° (SboSo d'0»3S w&Ko»eS 3!^ etasSo^S qe*

aocj''ic a<ta»s> acB)-j3j» xo seaa™n e n

Ao»^ aa^a dsro(& fto^e'ss*!^"

tfSje SS5n» 4Sj £«?V3 d»8jyS§S SofttS S&cfcd'o'oS* sjO» 6d3
6o3«4 &S\2.

' " °

"4a^^. (S» 0jcS5» |3»£i (Sfl 3»8o «a»«j a.t5"ii

3ec^ 5?S s«& Sdiap Xo 55637^11

«3^;>. (2s»^E8 a^espofiji i55o\;j»
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II IU
vr ksa sea vi / sva ve da s5

! U I U
pru sS yan t£ / vampa va y6 / hi ra fiya ye

I U I U
ra th£ da srS / hi ra nya ye

Mark the repetition of 'hiranyaye' like pallava padas

Whatever may be the stand of S.Rjegarding 5la prabandrj the fact that
some iilokas in this regard of Jagadekamalla's S.C.(H34-43AD l

)'are founri in
Parsvadeva's S.SS (circa 1300 AD) clearly suggests that there have beentwo
schools of thought Leaf 46 A of S C. (available at Varalaksmi Sanglta Akademy,
Mysore) after saying that each line of elaprabandha has six ganas has the following

"pSdasySnte prayoga syat pallava" khyam ca dam tatah

pallavakhyS padc na pi niyamo gana vamayflh

an5naiva prakfi rena dvfltySngrech prakalpana

gltva tata stutl yanghn gltva melSpaka bhavet"

The above slSkas are full of mistakes These very sloka-s occur in S S S of

Par$vad5va as given below.

'udgrShenghn dvayam prasaih pratipadam ganasca sat

padasyame prayogasyat pallavakhyam padam tatah

pallavakhye pade nasti myam6 gana varnayOh

anenaiva prakSrena dvitlyanghreh prakalpana

gjtva tatastrfl yanghri geye melapako bhavet
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(sop) d»cS|f*& ft* ta 4a a§x&3

a |d»3*s$ (*S*^8r ssc^ic^^a-^ sstoa^ii

wi?*K«j «5* to* 7P3) o^a?^ aco*

(OjSo floras' ^s» s^sj (Ssrs^Ai

(4 «aS8e»o
»J.

130-134)

3-Ofraa Soto SxpSe ((I.*. 1175) asSoSPO ^. ?!%.££ KSj

ssru^'i icp s»ao «fe
;
a^coao^ k&s (a3r>Ko3J> a»ao 3*c»e>a,

*tao5T>al x»as adfc&o&ia, JPtfrtio&t a>ed»esair> esaaoS* a©ao

e>3a w&kcpo "ir>a>v> aaf&a ac^tf a&oaa s^o. -& 3o&3»o»©

12 «o»^ Softs eo^soo^a Ew (SBoB^ejotf* 5+5+2' n»s&ot» 3c&

ofiaaa 5*e'3o&>a=<£ adj oik sn»^S) oae a>p3;>aa»e» a»a

aa»ea»&aaa s^ow 3e»»x>a. softs etr^sco a&ja ocas |a$a>

aAdSs >o°os aajjfcfco 'soS' i? apSosa sa^a-ea a°&> Softs

a»B»ajd, softs aa>e&;fapeo ae (&*& a^fcdk d»c»ei toa^o stp$s

3!^a aes^ ao»3 3& aj3& 3»!b3 '&os' rc> apaasa (HSrocaswS*

[?3j 6os&>. ajssi asfca aos sjSaotfo;? ^wd'a1^ <£o£ csocpsS

tpa^a sp&j. softs csponkri softs sax&d'O'e [adjao scan*

aeoajoOoaa, softscs^so ^ao s*toa tfcosoaa aa^scsy.

a«» |3»oo aa.dsso^ ^o&(&fop«»o&a aau>a5 Mq°o"2to? i*^
^o??el3 Softs CSPCSjd, SoftSSa^B:S»OHo 3c •toyaS tjswfiejoea

33^oBn» SoAs 84PJS80 oJ&3a»oa 3S\So, «|Ko5P«» d°0»a§ 'Seoae SoS
toasjx&ajo 3&on» 3$^oar? softs oo»iseo toaaadiap'oS* &p&s
d»aois*a oae sxps: acre's aoaaweOT 3a\2o, s\aon> sau3 aa.

<sp». -frca^a^esj s»coo ac ^5»a^ [eg»s>5on» softs oo»jS6o

ae^ #4^8, ssx^saig, aob^Ssrosxa asxgss&tfp aajocstjo. »«£
dja $3»a^ softs 5<F£seF<33 se^ao pjja a»^ 3§^a. ae»

[auoq»a5
i
oo»&so»

t
5a
i §*-«ar»do 6n^a«al 12 sa»eap ajwsa, ssb

eg&So^ Pt Microbe) 11 ao»o& sp^-Sj in^a^ ilv 12 a
34So '&0,ago (soO'CotiP 5c ia»f»JSo.
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(tathfl)padafraye gltam Ekameva vidhlyate"

sa prSsO tha dhruvO giyC varnya nflmna samanvitah

Sbhfigas ca t?t8 geyO gStur nSmnS virSjitah

dbruvam gttva tatO nyiisalj sarvailasu prasasyate

(adhikarana4-sl0kas 130,131, 132,133,andl34)

HaripSla's S.S (1175 A.D) is also of the same view

From the above we have to note the following points In 615 prabandha
udgrSha khanda is said to consist of two lines with six ganas each. At the end
of the line gamaka prayOga is enjoined After that pallava is to be sung This
pallava has no regulation of gana-s and varna-s Similarly the composition of
the second line too. It is clear that pallava occurs after the completion of six

feet lines and gamaka. It can be clearly seen that the 12 ganas of these two
lines are found adjusted as 5+5+2 padas in S.R ; the pallava that comes outside
the regular lines is pushed into the lines themselves designating the last three
pada-s of the first two lines as pallava. Those who find it difficult to believe
that the pallava padatraya of SR fame have developed into the well known
pallavi may not find it so difficult to believe that the pallava padas without
restriction and outside the six foot lines mentioned by S.C and S S.S. have
developed into the well known pallavi The pallavi as we know it is the
composition outside the carana composed in vrttabandha in four lines. One can
say that while the school of thought advocated by S.R has lapsed the one
advocated by S C and S.S.S has developed into pallavi

What is the basis to argue that there have been two schools of thought
regarding SlSprabandha? Apart from the obviously different regulation cited
above the important point that caused the different thinking was some people
regarding eiS as tridhatuka and others as caturdhstuka. S R. viewed eli as tridhatuka

Calukya Somftsvara, JagadSkamalla and Parsvadeva belonged to the other school,

tteating it as caturdhstuka. This difference of opuiion is recorded by Kallinatha in

his commentary on S. R. (Ch 4-36S1). He wrote thus •
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drS>»jaBatJSj"&
t
5S»iS*»3» TbS'^S'tfjssMS^ cp$B*aao 1Wa5 sr>3»

sose |s<&5 5js«»S (4-3) p&s sn>^^ * «#o tea.

2ms1 3a» &a& a&s agan» |ss&o£auo d»o»o*o?
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'613 prabandhasya tridhatukatvam abhyupagacchatam 6tSni

dvada$apadanyudgr8h6 bhavantl iti matam. caturdhatukatvam

abhyupagacchantah s6meivaradayastv6kadasanamev6dgrShatvam

uktva dvadasa padam mSlSpakam Shu ritySha'.

It means those who wish to treat elapadam as tridhatuka consider all the twelve

words or units as udgfaha. Those who wish to treat it as caturdhatuka, namely

Somesvara and others consider only eleven units as udgraha, calling the twelfth

melapaka. He is commenting on the slOka (ch 4-36) that says that in the third

line there are only two padas and that there is no pallava {of 3 units) that

at the second word gamakprayOga is to be sung and that it as called as

mClapaka by S5m6svara and others.

The sum and substance of all the discussion is that the Pallavi

enjoined without regulatory restrictions after the gamaka praySga at the end

of the first two lines has developed into the pallavi as we know it today,

acquiring some regulation in the process


