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'l PREFACE |

It is known that the tradition of classical Indian music has its
roots in the vedic period. The ‘Raga’ system is a very scientifically
and systematically codified one. The ‘Raga” and its application is
unique to the Indian system. Neverthless many Indian melodic scales
find similarities in other music systems of the world. One such scale

is Raga Sankarabharanam the 29" melakartha which has a long
history of prominanace.

A popular verse from Lalithopakhyanam states that the
universe constitues of the limbs of Lord Siva His speech, His voice,
the stars and the moon are His decorative ornaments. “Abharanam”
means ornaments or embellishments. Svaras are the
embellishments of the raga. Sankarabharanam literally means the
embellishment of Lord éahkara. The Sangita Ratnakara
Sérahgadeva says that the word Sankara is bifurcated into Sam-
Kara or the cause of comfort. Music is a cause of comfort since the
aesthetic pleasure is derived from listening to it. Sankara is music
and music is Sankara. There is a lot of significance in the worship of
Lord Sankara and in the Panchakshari Mahamantra NAMAH-
SIVAYA, which has five aksharas. In the scheme of seventy two
melakarta Raga Sankarabharanam is the fifth raga of the fifth

chakra Bana-ma. Hence it is a suitable raga to sing a glory of
Sankara.




Raga Sankarabharanam is a sarva svara gamaka varika rakti
raga is one of the most pleasant, well known and popular of the
sudha mela ragas. It is one of the most prominent scales present in
various Indian musical traditions like North Indian Music, Folk Music,
Tamil Music, Kadhakali Music etc. This raga is not only prominent
and popular in the Indian system but also adorns the Western
Classical Music system as diatonic major scale. This scale is popular
in other systems of the world such as Arabic, Greek and so on. The
present study ‘Raga Dira Sankarabharapnam- A Critical Study’ aims at
bringing to light different aspects of the raga from its theoritical and
practical point of views. Thus the scope of the raga is so vast that

its presentation in the Kalpita aspects is researched in detail.

The objective of the study is to analyse Historical perceptive of
the raga available from the Lakshana grantas of different periods of
musical history. To analyse melodic expression of the raga,

compositions representing various vaggeyakaras of pre-trinity as well
as post trinity were collected.

The proposed study is divided in to six chapters.

The first chapter Introduction briefly introduces the Raga

Sankarabharanam from its inception to its current status in the South
Indian classical system of music.



In the second chapter the raga as delineated in the ancient
works and Lakshana grantas have been discussed.

The third chapter elaborates upon the Ragarupa Of Raga
Sankarabharanam in various musical forms. The ragartpa has
been analyse based on the phrases figuring in the compositions set
to different talas. The compositions represents various musical forms
like Gita, Lakshanagitam, Jati svaram, Varna, Thiruppavi,
Thiruppugazh, Devarnama, Ashtapati, Tillana. A speical emphasis
has been given to the compositions of major composers like Trinity,
Maharaja Svati Thirunal and other composers like Ponnaiah Pillai,
Vina Kuppaiyer, Subbarama Dikshitar and Papanasam Sivan. In
order to analytically view the melodic individuality of the raga this
chapter also includes the notation of the prominent krties of these
Vaggeyakaras. Ragas resulting out of srutibhedam on krama and
varja prayogas of the arohana and avarohana of Raga
Sahkarébharanam have been included. An instrumental as well as a
vocal rendering of Pancha dasa gamakas figuring in the raga is

Qiuen: A . picture drawn by the famous Nadasvara Vidvan Sri.
Thiruvizha Jayasankar is also given in the chapter

In the fourth chapter the prominent derivatives of Raga
Sankarabharanam has been discussed briefly.

The scale of Sahkarébharanam in certain other

systems of - - ° . music in the world have been discussed in the
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fifth chapter, followed by a brief discussion on the raga in other Indian
styles of Indian music.

The sixth chapter is the conclusion where we have

summerised the results of this Thesis work.

List of Tables showing saptasvaras and their western
equivalent, twelve svarasthanas and the equivalent notes in western
music, the universal semi tones, frequency of svaras of
éahkar’abharanam, Grahabhedam Chart |, Grahabhedam Chart |I,

Panchadasa gamakas, List of Kadhakali Padams and list of Folk
songs.

List of pictures showing A Visuallisation effect of Raga
Sahkarébharanam and Raga Mala Miniature of Bilaval Ragini.

The ‘Appendix’ contains list of compositions, List of Janya
ragas, and contents in the attached CD | and CD II.

Explanation on CD Presentation

1. The recordings are given in two tracks. Track 1 and Track 2
and it is in the MP3 format

2. In track 1 compositions representing various musical forms with
its details

3. In track 2 selected musical phrases which highten the beauty of

the raga figuring in various compositions.
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Chll

1. A detailed alapana of the raga followed with Tanam, Kirti,
Niraval and Kalpana svaram.

2. Certain phrases of ‘Sahkarabharanam’ when subjected to
sruthibhedam is demonstrated on veena.

3. Panchadasa gamakas is also demonstrated on veena




—_KEYTO PRONUNCIATION

a - o) in son

a - a in master

ai . y in my

au - ow in now

b - b in bag

bh - bb in abhor

B - ch in chain

ch - chh in catch him
d - th in  then

dh - db in God hood
dh - the in breathe
e - ay in May

g - g (hard)in go

gh - gh in log-hut

h - h in  half

h - h in  hot

i - ee in feel

i - | in if

j - j in  judge

jh - dgech in Hedgehog

k - k in keen
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= r
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in volatile

in  mother

in  sum

n (somewhat) as in french

in not

in under
in  singer
in oh

in  pen

in  loophole

in run

- somewhat between r and ri

- S

in sun

- sh in reich (german)

- sh
- t
- t
- th

in  show
in  hat

in ten

in  thumb
in  boot

in  full

in verse
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THE INTRODUCTION

Priya.M “Raga dira sankarabharanam - A critical study” Thesis. Department of
Music, School of Drama and Fine Arts Thrissur, University of Calicut, 2007



Chapter- 1

The Introduction



THE INTRODUCTION

THE RAGA

Raga is the essence of Indian music. The term ‘Raga’ has
been described in many ways. In brief, ‘Raga’ can be defined as
the elaboration of a set of svaras (sampurna or otherwise)
whose position, movement, range and character are well
determined by rules prescribed for each. Therefore each raga
has an individualized aesthetic character which makes it unique.
The raga is expressed in the form of well defined compositions
and extempore aspects of alapa, tanas, kalpana svara and
niraval, all of which strictly follow the rules prescribed for the
raga. Within the frame work of the ‘Raga’ the melody that is
created brings out the aesthetic and emotional appeal of the set

of svaras and their character which is identified as the Raga.




‘Raga’ is based on saptasvara namely,
TABLE -1

SAPTASVARAS AND THEIR WESTERN EQUIVALENTS

SVARA NAME SOLFA LETTERS EQUIVALENT IN
WESTERN MUSIC
Shadja Sa C
Rishabha Ri D
Gandhara Ga E
Madhyama Ma F
Panchama Pa G
Dhaivata Da A
Nishada Ni B
TABLE -2

TWELVE SVARASTANAS AND THE EQUIVALENT NOTES IN

WESTERN MUSIC, THE UNIVERSAL SEMITONES

KOMAL OR EQUIVALENT IN
SVARA NAME .
TIVRA WESTERN
Shadja S C
Sudha Rishabha Ry — Komal D - Flat
Chatursruti Rishabha | R, - Tivra D
or Sudha Gandhara




Sadharana Gandhara | G; — Komal E - Flat
or Shatsruti Rishabha

Antara Gandhara G, — Tivra E

Sudha Madhyama M; - Komal F

Prati Madhyama M, — Tivra F — Sharp
Panchama P G

Sudha Dhaivata D; — Komal A - Flat
Chatursruti Dhaivata | D, — Tivra A

or Sudha Nishada ,
Kaisiki Nishada or N — Komal B - Flat
Shatsruti Dhaivata

Kakali Nishada N, — Tivra B

A raga can be sampurna ie using all the seven svaras or
savada ie the raga which takes six svaras both in its arohanam
and avarohanam, audava ie the raga which has five svaras in
the arohanam and avarohanam. Each raga is defined with a jiva,

graha, nyasa, amsa svaras that go into the individualization of

the scale.




Dira Sahkarébharanam, the twenty ninth melakarta® of the
Venkitamakhi scheme, has travelled through the centuries from

its inception as the Nishadamurchana of the shadja grama.

The ‘Scale’ Sahkarébharanam takes the svarasthanas
Shadja, Chatursruti Rishabha, Antara Gandhara, Sudha

Madhyama, Panchama, Chatursruti Dhaivata, Kakali Nishada

SR262M1P DQNzé
TABLE -3

FREQUENCY OF SVARAS OF SANKARABHARANAM

Frequenc VistiMig Eqrt‘ll\glsent
Svarasthanas in Sruti ?the y in in the
Sankarabharanam scale Nomenclature g Cyclic
Svaras c western
ents .
major scale
Shadja S 1 0 C
Chatursruti Rishabha R, 9/8 204 D
Antara Gandhara G, 5/4 386 E
Chyuda
Sudha Madhyama  M; | Madhyama 4/3 498 F
Gy

A melakarta should have the complete saptasvara in both arohanam and avarohanam

and the svaras are in the regular order.In addition the svaras are of the same kind in
both arohanam and avarohanam’.



Panchama P 3/2 702 G
Chatursruti Dhaivata D, 5/3 906 A
Chyuda
Kakali Nishada N, Shadja 15/8 | 1088 B
Nishada Ng4
Shadja S 2 1200 C’

The raga has always been a major raga through the ages
and continues to be one. Today it adorns the sabhagana as one

of the most elaborate raga in both extempore aspect and

compositions.

A popular verse from ‘Lalitopakhyanam’ states that the
universe constitute of the Limbs of Lord Siva, His speech, His
voice, the stars and the moon are His decorative ornaments.
‘Abharanam’ means embellishments or ornaments. Svaras are

the embellishments of the raga. éahkarébharanam literally

means the embellishments of Lord Sankara.




The raga ‘Sankarabharanam’ is one of the most majestic
and popular of the mela ragas. This is the twenty ninth raga in
the Venkitamakhi’'s scheme of the seventy two melakartas. It is
the fifth melakarta in the fifth chakra ie, Bana — ma - is the
mnemonical (Sankya sankyita) phrase which denote the position
of the raga in the chakras and is one of the most popular melas

belonging to the sudha madhyama group

Orginally it used to be called only as Sankarabharanam
mela. Vidyaranya svami’ called it as a mela raga for the first time
in the history of Indian music. Some time after the advent of the
seventy two mela padhadi the term ‘Dira’ came to be prefixed for
the sake of making it confirm to the Katapayadi sankhya. Thus it
has come to be called ‘Dira éahkarébharanam‘. The scale of the
mela raga Dira Sarikarabharanam is the Nishada — mdrchana
‘Rajani’ of the ancient Shadja grama. The nishadamurchana of
the ancient madhyama grama is the scale of our modern
'Sahkarébhararjam.This scale is the same as the madyama

murchana (Arumpalai) of the sudha mela of the ancient Tamils.

* Vidyaranyasvami is considered as the father of the concept of mela
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The pythogorian Major scale too comes near to the scale
of Sankarabharanam. In Hindustani music this scale is the
Bilaval That’. The Greek mode ‘LYDIAN' equivalent of the

medieval ‘LONIAN’ corresponds to Dira Sankarabharanam.

There is a lot of significance in the workship of Lord
Sankara and in the Panchakshari Mahamantra ‘NAMAH -
SIVAYA', which has five aksharas. The significance of Dira
Sankarabharanam’ as the fifth raga of the fifth chakra (Bana —

ma). It is pointed out that the suitable raga to sing a glory of

‘Sankara’.

In the next chapter we shall have a discussion on the scale
of Sankarabharanam - as referred to the various lakshana

grantas during the medieval and post medieval period.

" That’s are the basic parent scales used in Hindustani Music’.
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REFERENCE TO RAGA
SANKARABHARANAM IN
THE LAKSHANA GRANTAS OF
DIFFERENT PERIODS

Priya.M “Raga dira sankarabharanam - A critical study ” Thesis. Department of
Music, School of Drama and Fine Arts Thrissur, University of Calicut, 2007



Chapter- 2

Reference to Raga Sankarabharanam
in the Lakshana Grantas of
Different Periods




REFERENCE TO RAGA SANKARABHARANAM IN

THE LAKSHANA GRANTAS OF DIFFERENT
PERIODS

History reveals that the very first scale to strike the notice
of man with although the tiva svaras excepting the dominant
fourth is only the scale of 'Sahkarébharanam which is the
Nishada Murchana of Shadja' Grama and it was most

appropriately called Rajani or Ranjani

Sangita Makaranda (11" Century)

Narada

Sarigita Makaranda is (11" Century) the first treatise to
have referred to the scale Sankarabharanam in the Chapter
Ragadhyaya. The work has elaborated on the characteristics of
a raga. The gender, the emotions and the time of the day related
to each raga has been discussed by Narada. Sankarabharanam
is considered by Narada as a napumsaka raga.The raga is
described as having the emotional aspects such as Bhayanaka,

Bhibhatsa and Santarasa. It is ascribed noon time of the day.




Sangita Ratnakara

Sarangadeva

'Sérahgadeva refers to Sankarabharanam as one of the
thity four Purva-Prasidha ragas in his second chapter
Ragavivekadhyaya. In this chapter he has listed thirty four
Purva-Prasidha ragas and Prak-Prasidha ragas. Of the eight
raganga ragas Sahkarébharanam is the first raga under the
thirty four Prak-Prasidha ragas. He has also mentioned that if
the mantrasvara of the raga madhyamadi is handled as the
predominant note, the scale will then assume a different shade
and shape and would become the Raga Sahkarébharanam. The
term Sahkarabharanam which means the head ornament of
Lord Sarkara is a direct reference to SIVA. The emotions of

bliss, solemnity and peaceful aesthetic experience or santarasa

are ascribed to this raga.

Sangita Samayasara

Parsvadeva

Parsvadeva has mentioned twelve raganga sampurna

ragas and Sankarabharanam has been listed as the second

" Doctoral Thesis of of Dr.Revamma, Nadathmarupa, Kerala University

9



raga. He has also described Sarkarabharanam among other

desi ragas suitable for prabandhas.

Svaramela Kalanidhi (1500 AD)

Ramamatya

Ramamatya refers to (Sahkarébharanam as the fourth of
his four sampurna adhama ragas. Shadja is the graha, amsa
and nyasa svara. The raga is mentioned as a derivative of ‘Sri-
raga’. The mela Sri-raga is described as constituting of the
svaras Sudha Shadja, Panchasruti Rishabha, Sadharana
Gandhara, Sudha Madyama, Sudha Panchama, Panchasruti
Dhaivata,Kaisiki Nishada. The ragas Sudha vasanta, Purva-
gaula and Narayani identified as close to Sankarabharanam, are
classified by Ramamatya as those belonging to the ‘Saranga
nata’ group. The ‘Saranga nata’ melas are described as
consisting of Sudha Shadja, Panchasruti Rishabha,
Chyutamadyama Gandhara, Sudha Madyama, Sudha

Panchama, Panchasruti Dhaivata, Chyutashdja Nishada.
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Raga Manjari (1572- 1578 AD)

Pundarikavittala

‘Kedaramela’ in Raga Manjari corresponds to the twenty
ninth scale in the seventy two melakarta scheme. The raga has
shadja as the graha, amsa and nyasa svara. It is a sampurna

raga and appropriate for the morning. The gamaka ‘Mudrita’ is

most suited for the raga.

Rasakaumudi (1575 A.D)

Srikanta

Rasakaumudi of Srikanta refers to Saﬁkarébharanam as
‘Shadjamanoharam’ and describes Shadja as the graha, amsa
and nyasa svara. The gamaka ‘Mudrita’ has been ascribed to
the raga. Sunrise has been mentioned as the best suitable time
for the rendering of the raga. He has also mentioned that the

svaras ‘Safhkarabharanam’ denote seven ornaments adorning

‘Sahkara™.

Mahesamoulindu sudhaditripta sphuratphanastula manipradipta:Bhujangamurty;
kamaneyakirtivirajite sankarabharanakhya:’
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Raga Sankarabharana

Abharana of Sarnkaramoorthi’

Shadja
Rishabha
Gandhara
Madhyama
Panchama

Dhaivata

Nishada

Akshara Sa: Sarpa (Snake)
Akshara Ru: Rudraksha (Beads)
Akshara Ga: Ganga (River)
Akshara Ma: Mruga (Deer)
Akshara Pu: Pushpa (Flower)
Akshara Da:Damaruka

(Kettle Drum)
Akshara Ni: Nishakara (Moon)

Ragatala Chintamani (1600 — 1700 Post SMK™*)

Govindakavi

Govindakavi has mentioned Sankarabharanam as a

sampurna raga and adhama raga and one which is close to

samanata raga. The svara Shadja has been described as the

graha, amsa and nyasa svara. He has also described the raga

as best suited for the latter hours of the day.

* Svaramelakalanidi’
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Ragavibodha (1609 AD)

Somanata

Somanata classifies the Raga éaﬁkarébharanam under
the mela ‘Mallari’ which is the eighteenth of the twentythree
prasidha melas. Forteen prasidha ragas are described under
mela Mallari and the Raga ’Sahkarébharanam occurs as the
sixth. 'Sahkarébharanam is described as the morning raga with
shadja as the graha, amsa and nyasa svara. Somanata gives
the nadamaya rupa of the raga and also the dhyana sloka of the
raga for meditating upon the devamaya rupa, where in he gives
the visual image of the ragam. The devata of the raga
Sahkarébharanam is described as beautiful, with a garland of
lotus flower around his neck, resplendent with the sacred ashes
on his fore head and clad in ‘crimson garments*. Somanata has

also given svara passages in the raga*.

*l"Galarqiikamalaraji:bhalebhasiti ratasthata nrutye sundaragourasonambaradharana  sankarabharana:’

*

2:'smgmrgrssmgmrggrgmpsdnssdpmgm-rgrgmpsdpmgrrggrgmpmp
gmmrgrpgmrgsmrgrsrsrgrsnnsdnsdpmdnsdnsssrgmpdnsrrsnsdp

mgmrgrssrgmpdnsrsdnsrsndnsrsdnsrsndnsrsnsdnsrsnsdpmgmr
gmrsnsdnsrsnsdnsrsnsdns ‘



Sangita Sudha (1614 AD)

Govinda Diksitar

Govinda Diksitar in his second chapter of Sangita Sudha
describes the lakshanas of the mela as given by
Vidyaranyasvami who has mentioned 'Sahkarébharanam as the
sixth of the fifteen melas. Vidyaranyasvami is the first to have
mentioned ’Sahkarébharanam as a mela. Govinda Diksitar refers
Vidyaranyas description of ‘Sankarabharana mela as a
sampurana raga with the svaras Shadja, Panchasruti Rishabha,
Antara Gandhara, Sudha Madhyama, Panchama, Pancha sruti
Dhaivata and Kakali Nishada. The graha, amsa and nyasa svara
is shadja. Govinda Diksitar has further stated that
'Sahkarébharanam gives glory to both listener and performer if

performed during the last yama of the day therefore between

3-6 pm.

Chaturdanti Prakasika (1620 AD)

Venkitamakhi

From Chaturdanti Prakasika we come to understand that
the raga Sarikarébharanam had earned considerable popularity

and prominence among scholars and practitioners during his

14




time. He has given the raga the eleventh place in the list of his
time but mentions that Sankarabharanam occupies the twenty
ninth rank in the scheme of his seventy two melas. While
describing the lakshanas of the fifty three prasidha ragas,
Venkitamakhi gives a short description about Sankarabharanam.
éahkarébharanam has been described as a sampurana raga
and the king of all ragas and best for singing in the evening. He
has classified the raga as the fifteenth among the thirty one
ragas which take Shadja as the graha, amsa and nyasa svara.
The svara varieties are described as Sudha Shadja, Panchasruti
Rishabha, Antara Gandhara,Sudha Madyama, Sudha
Panchama, Panchasruti Dhaivata and Kakali Nishada. He has
also given the distribution of twenty two srutis of the stayi among

the sapta svara of the /Sahkarébharanam. The sruti interval ratio

is given as:

One in Shadja
Five in Rishabha
Three in Gandhara

One in Madyama

15



Four in Panchama
Five in Dhaivata

Three in Nishada — 1531453

Ragatatva Vibodha (After 1650 AD)

Pandit Srinivasa

Pandit Srinivasa describes Sankarabharanam with Shadja
as graha svara, Gandhara and Nishada as tivra svaras and

remaining svaras as sudha. His sudha svaras are the same as

those of the Shadja Grama.

Hrudayakautuka (1667 AD)

HrudayaNarayana

In Hrudaya kautuka the Raga éahkarébharanam is a
sampurana raga with Gandhara as the graha svara and
decorated with dhalu and kampa gamakas. The raga is refered
to as the fifth mela . The work has not specified Shadja as the

amsa and nyasa svara as in the earlier works.

16



Ragatarangini (After 1667 AD)

Lochanakavi

Lochanakavi describes Sahkarébharanam as a janya raga
of the fifth of his Thats Kedaramela, which corresponds to our

Sankarabharana mela. The most appropriate time for the raga

has been assigned as morning.

Ragalakshnamu (1684 — 1711 AD)

Saji Maharaja

Saji Maharaja in Ragalakshnamu declares )Sahkarébharanam
as a melakarta raga, a raganhga raga, a sampurna raga and an
evening raga with the svaras moving in straight ascent and
descent. The svaras Shadja, Panchama and Madhyama are

given as Sudha, Rishabha and Dhivata as Panchasruti,

Gandhara as Antara and Nishada as Kakali.

Sangita Parijata (17" AD)

Ahobala

Ahobala mentions Sahkarébharanam as the twenty eighth
of the hundred and twenty two ragas. Gandhara and Nishada

are described as tivra and the other svaras as sudha. The raga
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is decorated with the dhalu and kampita gamakas. Shadja is
described as the graha svara and unlike as in earlier works
Madhyama is described as the amsa and nyasa svara. Most

appropriately to be sung in the morning hours.

Anupasangita Ratnakara (17" -18" AD)

Bhavabhatta

Anupasangita Ratnakara has mentioned Sankarabharanam
as a sampurna raga appropriate to be sung at day break. Shadja
is referred to as the graha, amsa and nyasa and mudrita

gamaka is mentioned as most suited for this raga.

Anupasangita Vilasa (17" — 18" AD)

Bhavabhatta

Bhavabhatta in his Anupasangita Vilasa has expressed the
same views as Bhavabhatta in Anupasangita Ratnakara and has

specified the svaras of the ragas as Gandhara and Nishada in

tivra position and all the others as sudha.
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Sangita Saramruta (1729 — 1735 AD)

Tulaja

In Sangita Saramruta, Tulaja describes Sankarabharanam
as one among the nineteen melas popular during his period. It is
a sampurna raga and ‘Svamelaja’ therefore born on its own
mela. He has described ’Sahkarébharanam as one that could be

sung at all times preferably in the evening. Shadja is the graha

and nyasa svara.

Sangrahacudamani ( 1750 — 1800 AD)

Govindacharya

Govindacharya has stated éahkarébharanam as the
twenty ninth adhikaramela in the scheme of seventy two melas.
He ascribes roudra rasa to the raga although it virtually
generates all the nine rasas. The svaras of the raga are given as
Shadja, Panchama, Madhyama as sudha, Chatursruti Rishabha,
Artara Gandhara, Chatursruti Dhaivata and Kakali Nishada.
Shadja is the graha, amsa and nyasa svara. He has compared
the svaras of the purvanga to the anklets decorating the ankles

of the devta of the raga and the svaras of the uttaranga are
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compared to the tinkling pearls of the girdle adorning the waist of

the devta.

Ragalakshana ( Ist quarter of 18" AD)

Muddu Venkitakavi

Muddu Venkitakavi lists Dira Sankarabharanam as the
raganga raga of the twenty ninth mela. It is a sampurna raga
with Shadja as the graha svara. An evening raga, it is classified
as a rakthi and superior raga with Gandhara, Madhyama,

Panchama and Nishada as the jiva svaras.

Sangita Sara Sangrhamu ( 1800 AD)

Tiru Venkitakavi

Tiru Venkitakavi has described éaﬁkara’bharanam on the
same lines as in Sangrahachudamani of Govindacharya. He has
given the raga the twenty ninth rank in the seventy two mela
padhadi and has deemed it as a sampurna raga. The varieties of
svaras are Chatursruti Rishabha, Antara Gandhara, Chatursruti

Dhaivata, Kakali Nishada and Shadja, Madhyama and

Panchama are sudha varieties.



Mahabharata Chudamani ( 18" — 19*" AD)

In this granta (Sahkarébharanam is described as derivative
of the melam ‘Dira éa‘nkarébharanam’. The raga is sampurna in
arohanam and sadava in avaréhanam by omitting the Nishada

as opposed to all the earlier descriptions of the raga as a

sampurna scale.

Ragalakshana (18" - 19" AD)

Just as in ‘Mahabharatachudamani’ in Ragalakshana also,
éahkarébharanam is derived from the mela ‘Dira
Sankarabharanam’. Here in also ‘Saﬁkarébharanam is a
Sampurna-Savada raga omitting Nishada in the avardhanam.

Just as in earlier works Shadja has been described as graha,

amsa and nyasa svara.

Sangita Sampradaya Pradarsini (1904 AD)

Subbarama Diksitar

Sangita Sampradaya Pradarsini of Subbarama Diksitar
has referred to éarﬁkarébharanam as the best of all ragas. One
of the most majestic and popular of the mela ragas
/Sahkarébharar)am IS a raganga raga most suitable for the

evening. While all svaras are pleasant the most prominent
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svaras are Gandhara, Madhyama, Panchama, Nishada with
Shadja as the graha, amsa and nyasa svara. The gamakas
Jaru, Nokku and Khandippu are used with Digujaru for
Gandhara. Sankarabharanam has been mentioned as the
Nishadamurchana of the ancient Shadjagrama. It is very evident

that Subbarama Diksitar has followed Venkitamakhi in his

approach.

In the next chapter we are going to discuss the Ragarupa
of Sankarabharanam as given by the great vaggeyyakaras of

yester years, in the various musical forms.
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Chapter- 3

The Raga Rupa in Prominent
Musical Forms



THE RAGA RUPA IN PROMINENT MUSICAL
FORMS

Raga Sankarabharanam as seen in the previous chapters
has a history of prominence. After a long period of evolution
assuming various melodic structures, Sankarabharanam has

continued its majestic position in the platform of classical music.

éaﬁkarébharanam is the 29" Melakarta raga to suit
Katapayadi formula ‘D! ira’ was prefixed to the name of this mela
fifth raga in the fifth chakara Bana-ma, ri, gu, ma, pa, dhi, nu. It
is one of the six melakarta ragas where in the purvanga and the
uttaranga that is the lower and higher tetrachords are
symmetrical to each other. The purvanga and the uttaranga are
separated by the interval of a major tone (catursrutiantara) of the
frequency volume of 9/8. It is a sarvasvara gamaka varika rakiti
raga. All svaras are ragachaya svaras. Janta and Dhatu svara
prayogas add beauty to this raga (ssrrggmm, rnsdnpdmp etc). A
raga giving full scope for an elaborate alapana. Tristayi raga. ‘s

n p is a visesha prayoga. All types of compositions are

represented in this raga.



Since the period of Sri.Venkitamakhi and his seventy two
melakarta scheme, Dira Sankarabharanam, the 29" melakarta
has continued its pivotal position among the melakarta ragas,
with more than 250 derivative ragas. It is one of the most
important ragas that all the great vaggeyyakaras have applied
the raga in beautiful musical forms one different from the other.
In this chapter we shall analyse the melodic structure of some

of the most important of the various musical forms composed in

this raga.

VARIOUS MUSICAL FORMS

There are five gitams available in this raga.
Gitam
< Gitam : Vijitamadana
% Tala . Tisrajati triputa, 1 kalai, sama edduppu
< Gati . Caturasra gati
% Language : Sanskrit
«+ Composer:. Purandaradasar

% Structure : Consist a long continuos stanza
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The grahasvaram is Shadja. It has 43 avartanas. The
range of the composition between mantra stayi Shadja and Tara
stayi Shadja. Most part of the composition is composed in the
mantra stayis. The beautiful phrases such as:

1Jd n s ndn,l
bhu ta na dha

2lsd p m g rslfs dp mgrsy

ran ga na ya ka e ka nta re re

ie, Nishada varja avarohana prayoga in Madhyastayi and
mantrastayi has been used successively towards the end of the

Gitam. This composition concludes on mantra stayi Shadja.

< Lakshana gitam : Ripubalakhandanure

< Tala Caturasrajati Matya, 1 kalai, sama eduppu

% Gati " Caturasra gati

% Language:  Sanskrit

“» Composer:  Venkitamahkhi

¢ Structure : Consist of three large stanzas, the first
is called Sutrakhandam, the second is
Upangakhandam and the third is

Bhashangakhandam.
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In the Sutrakhandam the graha svaram is R. It has nine
avrartanas. The range is between P and S. The beautiful

melodic patterns occurring here:

1dp mp m g p gr s

dhi bu da ra kha nu re

The Upangakhandam starts on M. It has twelve
avartanas.The range is between S and G. Beautiful phrases

figuring in the section are.

1lmmmg rg mgrs/-A phrase svara triplets
ra gan ga dhi ra

2fs mgm pd nsrgl Aprayoga with a slight
su dha va san ta deviation from the
regular arohana krama

3lsmgm ppdnsjipdd psn dpmagl

na ra yani de sa kshi sa ma pu fva gau la
4./dpmg m g p g rs/ - Madhyama varja prayoga —p g r s-
na ga dvani ba na a rare prayoga of the raga found

specially in the lakhana gitam
alone

In the sahitya the following janya ragas of Raga
(Sahkarébharanam belonging to the upanga group have been

mentioned. They are Kurinji, Narayani, Arabhi, Sudhavasanta,



Desakshi, Sama, Purva gaula and Nagadvani. It has also been

clearly mentioned that éahkarébharanam figures as the fifth

raga with fifth chakra Bana-ma.

In the concluding stanza that is in the Bhashanga
khandam the graha svara is S. It has ten avartanas. The range

is between Tarastyai Shadja Tarastyai Madhyama. Phrases

such as;:

1s, n, s r g mi/isns dp magrs/
ra ganavaro ja ra ga na ga rure

The Bhashanga Khandam the name of the ragas
belonging to both bhashanga and upanga group. Of the names
given Bilahari, Begada, belongs to Bhashanga group,
Purnachandrika, Sarasvatimanohari, Kedaram and Navaroj
belongs to upanga group have been mentioned. The phrase
‘Dira’ figuring in the sahitya indicates the application of

katapayadi sankhya. This concludes on Madhya stayi Shadja.
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Jatisvaram

This is the only jatisvaram available in this raga.

< Jatisvaram : é,,,S,fi,é,N,

< Tala . Rupaka, 2 kalai, sama edduppu
s Gati . Caturasra gati

< Composer: Govindacharya
¢ Structure : Usual structure

It has pallavi and three caranams. It has 24 avartanas. In
the pallavi the graha svara is Tarastayi Shadja. The range is

between Madhya stayi Rishabha and Tarastayi Rishabha. The

phrases occuring in the pallavi:

10, wm g mfp. .8 dplm g r, gm p dnf-

Nishada Varja Prayoga

The Caranams commence on P,M and S respectively. The

range is between N and R.The melodic pattern such as:

1)p....,dpm, pmi{lg mgr,grs, snfs,..sns, grlg
mgm, pmp,dn/

Here in the charana prayogas consisting of groupings of three
syllables
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2Jm,,,,,pmgsrglm,,,pdppmglm,,.psndplm,, gr
gsrgl mgsrsm,gspm[mgdppmgmpdn]/

The elongation of madhyama svara

3ls,..rsnsndlndpdpmpmgmagr/ s,,,snrsgrll
Imgpmdpndsnrnf s,,,ndnséfln,,..dpmdfp,,,,
mgrgfls,..rgmpdn/ $§s,pp,ss,spfpsndpmg
mpdn/

The starting is with an elongated note ‘s’ followed with
groupings of three notes, the carana is further beautified with

dhatu prayoga. Beginning of every avarta is with a dirga svara.

Is...]s.....IL.n....lI[p and so on

This Jatisvaram concludes on Madhya stayi Nishada.

Varnams

< Tanavarnam : Samininne

< Tala : ;\di, 2 kalai, sama eduppu
% Gati . Caturasra gati

< Composer: Vinakuppa lyer

o Structure : Usual structure

There are two avartanas in the Pallavi, Anupalavi and

Muktayisvaram respectively. The Caranam and the first
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Cittaisvara consist of one avartanam each and last two
Cittaisvaras has two avartanas each. S is the grahasvara. The
composition, range is between P and M. As seen in all varnams
the sahitya is very short and is charecterised by long vowel

extention in this varnam also. The beautiful phrases such as:

1)s,.,nsdnp....

Sa mi

218 s$dp m

P, ......
cha la ma

3'//Hnnnng m p g mr.....

sa

4']!1!!711!1!’)’1!’1 11313398 S m g m p, d n
pa la
58 rns dnsp dn s...srotovaha yati pattern ns
dns
in muktayi svara pdns
6' nﬂnannnna(m p g m p r g m/ S r g m
7' nunnnnnsa p:[ S n d p ,m g r{-JarUprayOga

The graha svara of the Caranam is P. The grahasvaras of
three of the four Cittaisvaras are P and the third starts on M.

The beauty of the svara is very well shown.

1. l[p,dns sndpmgr..

ni ra ja
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2. ...sn/dpmgmrgml
pai

3. p, m, p, g,m,r, gs, -rgs slightly deviated from the

regular avarohana krama sanchara

4fp d, p m gmp , mgmrg,rsndn,..-Astress
given on the notes - d, p,-p, m, - g, 1,-

5,//m, dp mgm pgmr gs, n[-Avariety of dhatu
svara prayoga

6.fé, rn dp, c{//m g r s, r g ml~The intermediate notes
s & p is eschewed
7.d plls, nr,$mgrgs, npdn/s, s-Jaruprayoga

upward glide from p-s and downward glide from n-p

This composition concludes on M. This varnam is
composed in a wide range of expanse of éahkarébharargam all
the three Mantra, Madhya and Tarastayi.
<+ Padavarnam : Manasime
% Tala : ;\di, 2 kalai, sama eduppu
< Gati - Caturasra gati
s Composer : Iravi Varmantampi

¢ Structure : Usual structure




A composition mainly meant for dance items, the emotional
content of the sahitya is aptly brought about by the choice of the
raga. Where the sahitya mainly the depicts separation of the
nayaka and nayika. In the pallavi and anupallavi graha svaram

is P. It has seven avartanas. The range is between D and P.

Beautiful phrases such as:

1./ wymggr grs,/sndnp...

me pa r ta pam

——n

2.{[pmmg rggr s,nrs nsrg mpdn Sr sndp m

ma yi kim ko pa mi
gm rgm/f
nne ram

Pratyahata gamakain p m m g, r g g r avarohanakrama

3fp,nd ppmd pmgm grgm g,m grsn sr, g
va na ja na bha da so da ra

mpdnj

4lt,, g, mgrs
bhu ta la

5. .. (§nsd dnp,| pdn, §n, & SS,,
chan dra

e ——.
R ———

G'Hr‘.an m g i-és.,,,, édn,é
ma nu je sa




_ e
—_—

705, 7grF F.gma g mpyr s, s, |

sri ku la se kha re ndra

8.15, nsr, ,drsndp g mp G .s ..r,s,dpm/d p,m
ma ha ra ja vi ji ta bho

grgmf
ja

The Muktayisvaram starts on P. It has two avartanas. The

range is between Madhya stayi Nishddam and Madhya stayi

Gandharam. The phrases such as:

1.0p,,d ppmgm, mpgmr/g, mg rsnfspmgm,l
pa rvanasasi ku ja mada ya di ni sa ni pava ni mru du pava na

2.pfmgrs, pmdop psndrs,grsp maglr s,
pa ri malacha lanmadhupa |a satitarasa gurukri pa madhura sa
nsrg m//
ra jatara

Digu jaru prayoga ie., Sp

The Caranam commences on P. It has ten avartanas. The

range is between P and M. The melodic patterns such as:

1p,p m gmg rgr s,sn,

pa ncha ba na ne yu nnu

2lpdns rg mgrsdr sndpmg dpmg mgrsn

pa ncha ba na ne yu nnu

fpmdppm g mp gmrgm,/

mo ha na ka ra



First Cittaisvaram commences on P. The beautiful phrases such

as:

1....[, dprsndlp, dn $dp mlp, pmgrg m/

taparipuvada pa tava chadula krupa na la sitabhuja

Visesa prayogasdp
The second Cittaisvaram starts on S. Beautiful patterns such as:

1l p, pmgr gmp, nddp/mdp pdnsr sop,

shapa pi virama tinrupa lati sata vaja pa ti nava sumasu pa

At the commencement the glide is from mantrastayi shadja
to madhya stayi panchama and latter on from tarastayi shadja to
madhya stayi panchama

2f,,pdnsr mg mgrsnfdpmgrs ndp,

pahrudi kimu kru pa namayi ba hu dapa ni mu di ba hu da pa.

In the same avartana we find the prayoga -s n d p-belongs
two different stayis madhaya and mantra

The last Cittiaisvaram commences on S. Melodic patterns such

as.

1-{%”71’1) IRRRERERE] ngmr g m mpmd p’ pl //

hi ta ma bhisa ra paga da pa pa

2.pf, §F,p, rsndp, n/dp, mp, g m/p, rgm p, |

paradhari ni i nido sha mahi bhu ri bho ka pa ri to sha

-p r s I,- very rarely seen in the raga. The avarthana ends with

mp
srotovaha yati pattern gmp

rgmp




34, g 1S, dndpmd pmgrgrs, rsg fmgp

bhavada dhana di pamata paha riyasasa dyushatkarimrugapa

md pndn,...

ri mrudamaha ti

We can see dattu prayoga

4'”’1’1 1713 1 S‘lii. g r' n’}é [:S-l dlin én pl’d pmg r g m
ja laruka shalati ka sa dhusabha labha va tu vara maya

The phrase $,fg r n,, r 5,d,,n s n -This is a pattern of
svaras is more apt for the foot work. This composition concludes

on M.

++ Atatalavarnam : Chalamela

s Tala . Ata, 2 kalai, the eduppu is after a silence of
eight matra ie, “takitatakadhimi”
s Gati : Caturasra gati
¢ Composer : Svatitirunal
% Structure : Usual structure
The very beginning of the piece with the visesa prayoga
-8 n p- . In the pallavi grahasvaram is S. It has two avartanas.

The range is between D and R. Beautiful melodic patterns such

as.

1. . [srgs, mgmp,dn
e

vu



2. [[$nsdnpdn
ra

A frnsdnpdmpgmrgs,
sa ra sa

Characterised with usual dattu prayoga pattern

4. ... ssrrggmmppdn

ra

Jantasvara phrases

The anupallavi commences on S. It has two avartanas.
The range is between S and M. Beautiful phrases such as:

1' //Sa dl pa”

ja la ja

Another visesha prayoga

Cammm ey pdnd mpdp gmpm/snrs grmg mpm
dai na sa kka
p dnsr

During prograsion of the avarta we can see groupings of four
notes which is quite note worthy

3 e rgmg grsn dpdn/rs,d pmdp, mgrs, s,n

na bha de va
dpm/f

The Muktayisvaram starts on S. It has two avartanas. The
range is between P and R. Beautiful pattern such as:

1. ....,dnp,

I ,srgs,rg/mpmgmpdn
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3...pmgm pndnsdnp/dnmp dngm/pdnrg mpd
n srgmpdn

dn

pdn
Sroto vaha Yati pattern: | mpdn
gmpdn
rgmpdn
srgmpdn

In the Caranam graha svara is P. It has two avartanas.
The range is between P and S. The beautiful pattern such as:

ma ru

R [sm mgrsp/.pmgps, nldpmgmrgm
lu

The avarohana is beautified with some samvadi prayogas

sm—-sp-ps

N l- 3 .
First Cittaisvaram commences on P and it has one

avartanam The range is between P and M. The beautiful

phrases such as:
T o » 8 1,8,0,8,d,,,n,p,d, n,
The usual format of dirgha svara in the first Cittaisvaram
The second Cittaisvaram starts on G and it has one
avartanam. The range is between P and D.  Patterns such as:

1 i i [ PndnsTns, rgrg, mgmdp, mgmpm/

grmgrsgrlsnsr,g m
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The third Cittaisvaram starts on P and it has one

avartanam. The range is between P and S. Beautiful phrases

such as:

1.Hp,, dpmp,,mgmp,,gran/‘p‘,dnsrsp,,mpdp,,n
dn|{p,Sndp,,ndm p, dnsp,rgm

The repeated use of elongated panchama is seen

The last Cittaisvaram commences on S. It has two
avartanas. The range is between N and M Beautiful melodic
patterns such as:

1]s, 8, SpS, S .......

The beginning of the last Cittaisvaram is characterised
with samvadi prayogas from madhya stayi shadja to tarastayi
shadja from madhya stayi panchama to tarastayi shadja
2. . pmgm/d, m,r,

3, nrg.,m d,ng, s nksgrgmg
-n, 1,9, m d,ng,r-Pafichama, Shadja, Varja prayoga

brings out a special beauty of the raga
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4!/fnédnpdn'sfg’r’ngr'éfs',ndpdnéndpdp,,m
grsn srgmpdn - The last Ettukkada svara is a
significant with the prayogas belonging to higher tetrachord of

the madyastayi and lower tetrachord of the tarastayi. The

varnam concludes on N.

We shall now have a brief analysis of the melodic structure
of certain selected compositions of the trinity Saint Tyagaraja,
Sri Muttuswamy Diksitar, Sri Syama Sastri and Maharaja
Svatitirunal, each of which will be followed by a detailed notation

of one prominent krti of each of these Vaggeyakaras.

Compositions Of Saint Tyagaraja

In the compositions of Saint Tyagaraja bhava predominates
to a great extend. He has to his credit a wide range of
compositions in the raga Sahkarébharanam irrespective of the
varieties krties, Divyanamasankirtana, lali etc. Saint Tyagaraja’s
compositions excells themselves with the bhava and raga

expositions through the means of sangaties.
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< Krti : Edudanilachite

@ Tala :  Adi2 kalai sama edduppu
< Gati Caturasra gati
< Structure: Usual Structure

% Language: Telugu

In the pallavi the grahasvaram is M. It has nine avartanas.
The range is between D and M. The beauty of the pallavi is
enhanced with many sangaties. Except for the concluding

sangati the rest of them mainly centers round the madhyastayi

phrases. Beautiful phrases such as:

1. fm gm,p.ye,
e du da ni
2. pssnd,

p) iR
ni du

3 /. .pdnddn&nnsrrss,

la chi te

4. |l p,t,snd,p,,,
ni du

5 | . gmpmmpdppdnd
da

ni la

te

ia chi
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7. ll......5trgmp, pmgrgmdpp,T,s
bo vu ra

— e ——

8. g, pmm,g,r,gmag,r,
mu

SO

9. . [,.mpdnsitgmgrsndprsndpgpmgr/
SO

ni mu

The Anupallavi commences on S. The eduppu is after a
silence of one matra ie, ‘ta’. It has eight avartanas. The range is

between madyastayi Rishabha and tarastayi Gandhara. Phrases

occurres

1./l ,,..pmdppmg mpg mr

vra ta ga

2. [§ndnndp,

nu tu ti

nu tu ti vra ta ga

—_—
Pe————

4. /ls, ns rgrss,.
na ta ra

na ta ra

The Caranam starts on D. It has four avartanas. Caranam
is sung in madhyamakala. There are more words in the

Caranam. The range is between D and M.
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Beautiful melodic patterns such as:

i P /mp,psnd, dr snd, ppmgmpgmrgm

la ra bhakta tya ga ra ja nu ta na
2' 1133 1y Sisrg!mg‘fééi
ha ra mi

Unlike the other Tyagaraja krties

s The dhatu of the

anupallavi do not repeat anywhere in the composition.
Vaggeyakara mudra occurs in the concluding avartana. This

composition concludes on R.

< Krti : Emineramu

% Tala © Adi 2 kalai the eduppu is after a silence of two
matra ie, taka’

s Structure : Usual Structure

% Language: Telugu

< Gati :  Caturasra gati

In the pallavi the grahasvaram is S. It has three avartanas.

The range is between P and S. Beautiful phrases such as:
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(A ——— g, mpg, mrgr//sn

bro
2. i, r,gdppmag,
na nu
S T drssd, d, pdns
bha ra mu
4. o srgmmdp,m,},gmsr/gm
na val lla

The Anupallavi starts on P. It has four avartanas. The

range is between N and G. Beautiful patterns such as:

1 [l.,p,pmm,g,mdp, pmg,mp/g,mrmgm P,

sa ma ja ra ja va tu ta ni

N

....... b,pd, NS, snd,p,,

mu nu la

3. [.snd,ppmm,gm,dp,pmgmpmpmgr

sa ma ja ra ja va ra

P ]

4. [.8,ns,rgrss, ,n
sat ki rthi

——

5. [.n.nS.ndnp,s,[,n 8 1grss, ,n/,,mdpmgrsn
gal ga la na pai

The Caranam starts after a silence of six matras ie,
‘takatimitaka’. The grahasvaram is M. It has six avartanas. The

range is between S and M. The phrases such as:
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t/.mgg mp ppmgm, p..m pdp,g mppmm, g |

na ba ndhu va ni de va de wu da ni

2.[,mgg, mp, pdppmgm, p,,,d drsndp,

di na ba ndhu va ni de va

3f,r gpmm,ggrm,g,rss, s,,mgm,p,dpmg, m p,
ma naka fu da nidhar ma muda bro . su nu
4......,s13, mgrss,
ga na mu

The grahasvara of pallavi, anupallavi and charana are the
samvadi svaras of the raga. This composition concludes on

madhya stayi Shadja.

< Krti : Manasusvadhina

% Tala ; Misra Capu. Commences after a silence of one
matra ie, ‘ta’

< Gati Caturasra gati

% Structure: Usual Structure

% Language: Telugu
In the pallavi the grahasvara is M. The grahasvara of the krti is

svaraksara has ten avartanas. The range is between S and M.
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Beautiful phrases such as:

1. flé.rsnd, p,({pmdp,mg,mpg,mr[\

mai na ya kha nu ni ki

2. ll.mggmp dpmgm, p,mpdn srgmgrssnd,p /
ma na

u sva dhi na mai na ya

(]

3. p,grsndp,

kha nu

4. [mgm, dpmg g, mgrs,sdnjs,

ma ri mantra ta ntra mule la
5  ,..m|psnp.mgmpgmr/
a kha nu ni ki
6. ,, ,Srgm //;;arr;rgm;r“smn\dfp\rﬁn(/g .........
a kha nu ni ki

The Anupallavi starts on S There are eight avartanas. The

range is between R and M. Beautiful patterns such as:

1.  $s$snd, p,//pmdp,mg mpg mr/

ta nu vu ta nu

N

s, sndnsnp, /

ta nu wvu

3. [ s sns, rgrss//snrss mpdn//sndm//

ta pa su se ya ne la da sa ra dha

4. [ s, snsrgmgrss,/

ta pa su se
The Caranam commences on G. It has thirteen avartanas.
The range is between S and M. The carana is caracterised with

fresh dhatu The phrases such as:
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1Jp,p.0dp, m[lp p Snd, pfdp mg mpg. mr

mu lu dur vi sa ya ra vi dhu ni ki

2.8 s s/.8ndnsnls Ffgmarss, slsnrs ssdn, s,
ra ja ra je sa ne ram ja na ni ru pa ma

The mudra figuers in the concluding avartana . This

composition concludes on madhayastayi Rishabha.

o Kg'ti : Sambho Siva

& Tala Rupaka. Sama eduppu 1 kalai
& Gati Caturasra gati
% Structure: Usual Structure

% Language:  Sanskrit

In the pallavi the grahasvaram is S. It has six avartanas. The
range is between N and M. Melodic patterns such as:

1. g rsnd p,pmlp é§ndpmg

sam bho si va sam nka ra

2. s fg mgrsndp,pm p,rsnd, pmag,l

sam bho si va sam nkara

This composition has no anupallavi. Pallavi is followed by

eight caranas. Every Caranam commences and concludes on
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the same svara and the commencing notes are arranged in the

krama arohana.

In the first Caranam the range is between D and M. Beautiful

patterns occuring are:

1. Ns,srmggrs,snff
va ra bhu sha na

2. ”S, n, Syn un//

sam bho

In the second Caranam the range is between N and P and
we come across a very unusual prayoga of ‘R’ as prolonged
svara. Phrases such as:

1. {f,rr o, nrjgmmggrs,,/

taru na ru na ki ra na

2. [ls,r,mggrs,s,/

chara na su ra

3. Irs, ry o Il

sam bho

The third Caranam range is between N and D. The phrases

such as:

1. il,gm g, g mfgmdpmpgrsnf
kama ni ya ni ga ma sa nnu ta--- suggests slightly a

prayoga of Begada
2. [lnsrgmpgrgrsnf

hima gi ri ja
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3 Jlar g

sam bho

In the fourth Caranam the range is between N and D.
Beautiful phrases such as:

1. //,,mm m,mmjJgm pmdpmg g//mpmg

sama na nta ka vi ma lam ga pa ra ma

2. |[,,,rgmpmgrs/n,

ka ru nya
3./ m,g, M, . [-Inthis phrase the initial madhyama is sung
sam  bho in a plain manner and the second

madhyama is sung with an oscillation

In the fifth Caranam the range is between G and N. Patterns

such as:

1Jo.,m, p,g. m, p.l/m, p, d, ndpjm, p, d, p,ndpmgm//

samalam kruta ka ma la hi ta ka ma la ta

2.[p, m, p,., o[

sam bho

In the sixth Caranam the range is between G and N. Beautiful

phrases such as:

1. {/d d, .pmg, mp/ddn, d, p,//

na ta po sa na hi ta bha sa na

2. |lp, 4, p,ndpmgm/[

dra ta cha ru

3. //d, p, d,,, ol

sam bho
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In the seventh Caranam the range is between M and R.

Beautiful patterns such as:

1. lIn,n,dnsndp p,dnppd,,n,s, //

ma ta bhe da pa ti tama na va

2. |Im, d,pdnrndp,/
ma da sa nta ta -- svaraksara prayoga

3. s, d nff

sam bho

In the last Caranam the range is between S and M.
Beautiful melodic patterns such as:

1. s, sn dnnp dns] dnsr gmgr éngf//

su ta po dha na hi ta ka ra pa

lsnts ndén dpmgl dpmg rsrg mpdn/

i ta tya ga ra ja

This composition concludes on N. The initial note of every

carana is with arohana krama.

< Krti : Ramaramana
< Tala : Adi, sama eduppu, 1 kalai
< Gati Caturasra gati
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«» Structure : Usual Structure

< Language: Telugu

In the pallavi the grahasvaram is madhya stayi Shadja.
This krti is comparatively a simple krti of the saint composer. It
has four avartanas. The range is between N and M. Beautiful

melodic patterns such as:

1....Jgrpm grsnl

o}

_——

2 mgmpdné,,,énd‘pn{gérrs’h”
(0]

ra ra

The anupallavi starts on S. The range is between N and S.

It has three avaratanas. Beautiful phrases such as:

2. [pdnsssndnp,, |

ta ma Su po ga da

3 ...8/sndpd pmmg/gmpmgrsn
ta ra ma ku pa i ki ni

50



The Caranam commences on P. It has five avartanas. The
range is between Mantra stayi Dhaivata and Tara stayi Shadja.

Patterns such as:

1. .. Lpm grer//
ma no

2. sr, ssdn s/
ra dham bo sa gusu ma

3. .$.ndn p,]
sri ma da

4. [ppdn, 5,sndn p,|

ga ra ja dha ra
5 ....8/8ndpdpmggmpmgrsn
tya ga ra ja sa nnu ta

This composition concludes on N.

< Composition : Napali Srirama

% Tala X Desadi , Sama eduppu
s Gati : Caturasra gati

% Structure : Usual Structure

< Language X Telugu

It has Pallavi followed by charanas. The whole composition is
in the same tempo and also without much variation. This Is one

of the simple compositions of the composer. It is an ekadhatu
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musical piece. The musical structure is same for the pallavi and
the following caranas. In the pallavi the grahasvaram is Madhya
stayi Shadja. The range of the entire composition is between N
and P. Beautiful melodic patterns such as:

1. Ils, srg grsrss, s, |
na pa i sri ra ma

2. ... s, s rglr. .,
stho ma

3. /{mgm,,,p,pmg,/rg mpgrsn/

ka pa ta samaya mu

——————— e e

4. [[§ns, p,mmagr rsrss,,, [/
ni pa da mu fi ra

This composition has limited sancharas. It has totally
twenty avartanas, four in the pallavi and four each in the
Caranams. The musical rendering a slow tempo.  This

concludes on Madhya stayi Shadja.

LALI

% Lali : Rama Srirama

% Tala : Adi, Commences after a silence of three matra
ie, ‘takita’

< Gati : Cfaturasra gati

<+ Structure : Usual Structure

% Language: Telugu
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It has Pallavi and three Caranams. The grahasvaram is S.

The range is between P and S. Beautiful phrases such as:

1. [/, sn srgmpmgrsTgrsn
udh gu su kha na
2. .S, s snd dnp,p,sdsn//sr S s,
ju chuchu po nthu la
3. m,p,sndp, mgrsrgrsn
0 va na ma i

It has twenty seven avartanas. This compostion concludes on S.

Divyanamasankirtanam

< Divyanamasankirtanam : Varalilaganalola

% Tala : Tisrajatilaghu, Commencement is Atita
eduppu. Where in the melody begins before
the commencement of the tala.

% Gati : Tisra gati

¢ Structure: Consists of long continuous stanza

% Language: Telugu

This composition commences on G. It has fourty

avartanas. The range is between N and D. The beautiful melodic

pattern such as:
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1. f...am p,pd, dffp.p.sr g gg rg/m mgmg

vara li la Eana lo la sura pa la su gunaja Ila bhari ta

rg rsrlfgrsnnrrgfrg mgpmag sr,
nila galahrudalayasruti mulasukaru na lava la pa la ya

nijs,,
su/)ma

This compostion lays emphasis on the text. Musical rendering is
very simple and in straight notes without gamakas. This tends
to impart a Western style of rendering. This concludes on

Madhya stayi Shadja.

< Divyanamasanakirtanam : Sarasanetra
< Tala ; Desadi, Sama eduppu

% Gati ; Caturasra gati

% Structure : Usual Structure

% Language : Sanskrit

It is a simple melody with mantra panchama as the
grahasvara which is a rare commencement. The range of the
entire composition is between P and S Beautiful melodic

patterns such as:
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1"/p’srg’gg p’mg r’”ﬁ p’mg r, gv m, g rs;n//

sa rasane tra a para gu na ta ma ra vi dya dho dhara na

2/lp.pg p.m rm gmp, dnfs pdpmgrnrs,,[

pa pakhana bhrasa mi ra na pa ma ra pa li ta pa va nana machana

svaraksaram

3 flspsp sps,ssggm,gr/[

yo givandyapahi he sagara rti ha rana

_—

4. [ s,s9.9pP, P 5 S.8 p,pg, r s

ra galo bhadu ra sri tya ga ra ja po sha na

It has nine a\/artanas. This is also sung in the style of

western note. This concludes on Madhya stayi Shadja.
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An analysis of some of the popular musical forms of Saint
Tyagaraja in /Saﬁkarébharanam, shows some common features.

Certain ranjaka prayogas like g, m p g, m r, briga prayogas like

rs s, Nishada Varja s p, s d p and Dhaivata varja prayoga s n p,
druta phrases in the tara stayi s r g, m g r s s, and janta phrases
are profusely used. The melodic structure in all possible patterns
have been beautifully shown in the wide range of the raga both in
Chowka kala krtis, Lalis and Divyanamakirtanas. Rare usages
such as Nyasa on R and N in fhe krti Sambho Siva and P as a
grahasvara used in the Divyanamasankirtanam Sarasanetra. It is

Saint Tyagaraja who has composed the maximum number of

A -
composition in Sankarabharanam.

Compositions Of Muttusvami Diksitar

The songs of Sri. Muttusvami Diksitar are examples of every
principle of musical excellence and embodiment of all that is best
in lakshya and lakshana sangita. He was the most renowned
and one of the greatest composer in the musical history of India.

Following is the analysis of someof the compositiions of

Sri. Muttusvami D'iksitar.,
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< Krti : Akshayalinga Vibho

< Tala : Misra Capu, commences after a silence of two
matras ie, ‘taka’

< Gati , Caturasra gati

% Structure : Usual Structure

% Language : Sanskrit

In the Pallavi commences on P. It has twenty avartanas. The

range is between D and M. Beautiful phrases such as:

1. f,pppmgm, p,mpdn é,‘sénd,p,{/

a ksha ya li nga vi bho

2. o, »snllp,m g, mpg, mir

sva yam bho

3. [[,gmp,dpmg mﬂp .........
a ksha ya

4. ), , 78 [[srg mgrisn, dp r; Dy,

vi  bho sva yam

5 J,,mg m,dpmg//j,‘ﬁTg“Fs, dn/s, . .énllp,mgmp

a khi la nda ko ti  pra bho pa hi sam

g,, mir

bho

6. /[,gmpdnsdss, n//p,, ........

a khila nda
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In the Anupallavi grahasvaram is P. It has twenty four

avartanas. The range is between S and G. Beautiful patterns such

as.

. §

IL,.pd, p, pmdpmg m, p,

a ksha ra sva ru pa

2. //,,pmpdn p, p,,sdsnsndpm,,.....

a m ta pra da pa
Even though it is a downward glide n p. The anusvara sn
p is heard distinctly.

5. [,p panddnndp,

a ksha

.....

4, //s,,ns rgrss”snr s, $mpdn|
ru da viu  shava ha

Downward glide s m with a curve on madhyama as
svastana visada gamaka.

5. ,,ssrgrrggr’ S,,

aru

The anupallavi has madhyamakalam and is on sama
eduppu. Beautiful phrases such as:

1. s, p mg m r/f . .
fa ksha na vi dhi vi -A iSamvadi prayoga is observed in

the phrase

2. s r s&dm s |

cha ksha na su dha
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3. p.sn dpopll
bhaksha  na gu ru - Samvadi prayoga

The Caranam starts on G. The range is between D and M. It

has fourty six avartanas. Beautiful phrases such as:

1. [l,mpsnd,p, //ETﬁthE_ﬁﬁTgts t/h...
[ a

na i ka sa

2. |/,g gmdpppmaglg, mgrs,s, |

bha dra ka li sa

RO —

3. J..spm ggrs,,n//srmgrss, rng |
bha kta vi hi ta

4. /s d,pllppmggrg mgfgrs

ma da na ja na ka di
5. /.5nsfg mgrss lsnrse sdn. s,
sam nka ra na va ni ta

6. /r,mmgrs,
vi bha ktha

7. [ls d, pmg mr/lgmdpmggrs n I

sa da sru ta kal paka ma hi ru ha---- svaraksaram
8. (fps nr m //gr s;sdn, s,/
pa da ti sam yu ga chi tro tsa va

9 llp.&nd, p mplEnd, p,

sa da si va sa chi da
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Madhyamakalasahitya towards the close of the composition

has eight avartanas. This composition concludes on Madhya stayi

Gandhara.

% Krti : Daksinamurte

< Tala ; Jampa, 1 kalai, sama eduppu
< Gati X Caturasra gati

% Structure: Usual Structure

¢ Language:  Sanskrit

In the Pallavi grahasvaram is Madhya stayi Rishabha. It has

six avartanas. The range is between P and D. No sancharas in

tarastayi. Prayoga such as:

e e et e e+ e i g o o R —— _x\w

1. llsrg,mgpmgrmgrsdn,s,, ., slsrgrsas,rm g

da .__kshi na mu rte vida li ta da

s, srggrg,,

sa rte
2. (s d,p,,,,m mp,mglgmddpprs|snrss,n s

chi da nan da pu rre sa da

sdnp,

mau ha
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In the Anupallavi starts on P. It has fourteen avartanas. The

range is between S and M. Beautiful patterns such as:

1. |pd,ppgm ,d ppmm,gm dpmgpmpmg

akshaya su var na va ta vru’ ksha mu
rg, m,p,
o s lidmi Dhaivata and Madhyama is sung with gamaka.

.the phrase — p g mis a rare prayoga

2. [[,pdn s, snnd p,
a ksha ya su

// pmgmm dpmgm,,p,s, S pmp,sdn,s,

ksha mam sa na ka di

w

-- jaruprayoga

4. [ S, ns rgrss sniséns sdnp/p sdsn s,
ra ja yo o] su te

5 &6 rfs srgmgrggrsnss renldppdns
ra kshita sad bha kte si kshi ta dur yu kthe

fl$, d, p, mmggrs Sp,.dnlstsndprs, |

a kshara nura kthea vi dya vi ra kthe

o

The Caranam commences on S. It has twelve avartanas.

The range is between D and G. Beautiful phrases such as:

i //,sp,g,mpg, r, s, s,grgrpm/mggr S, sdr),ﬂ

ni khi la sam sa ya ha ra na

2. [lsns,rgrss,sdn,s, g mig,

ni pu na ta ra yu kthe

3. Pmgmggr s, ssmgm,p s/ spmmggrs(s. Tt gr

rvi ka Ipa sa ma dhi ni

r,,gmg

dra
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4. //,,,,,,,,n,d,p,/gmdpg,mp{t/gé',

nan da pu

re TS — e e ———
5. Hs,,ngr s, drsndndpmpdn s,r,,sp,/,snp,r,,s//
sva gurugu hoth pa the sva nubho ga tru pthe

This composition concludes on Madhya stayi Shadja.

< Krti : Nagalingam

< Tala : Adi, 2 kalai, sama eduppvu
% Gati : Caturasra gati

% Structure: Usual Structure

% Language:  Sanskrit

In the Pallavi grahasvaram is S. It has two avartanas. The
range is between Madhya stayi Shadja and Tara stayi Shadja. No

sancharas in tarastayi and mantrastayi. Beautiful phrases such as:

1. /Is,...p,ppmgm,,

na ga fim gam
2' //nn 111 pnd pmg1 m1 pa
bha je ham
3. ,,,,,,,dn//p,pmmg,mrgmdp,mmg,rsr,s/
a na di lim gam vra je ham sTi



4, o sndpmg, mmgmpdns,

a na dilim gam

Anupallavi starts on P. It has three avartanas. The range is
between Madhya stayi Shadja and Tara stayi Madhayama.

Patterns such as:

—_—

1, Hgmp,pdn,s,{s”r'ss' sdn, §,,
naga jardha gamnan ditu ran gam

2. {[snd,p, dp,

na gava

3. [/$,sngrs,sFgr s,
a ga masa strapu ra na

4. [£snd pm mg,r sr,s
a ti dhava lam gam
5. ,...Srgmgrsn
pu ra na

!
The Caranam commences on S. It has four avartanas. The

range is between S and G. Beautiful phrases such as:

1. ”S, pppmm g, rgm,dp,mmg,r SI,S
stu la su shmaka ra natma ka Ilim gam

2. /s, pmmg,rsrs s, |
su nda ralim gam

3. //mgg, m, p, p,

mu la bhu ta

4 [ ,g.gmpd,p

lim gum
---Phrase suggesting the tinge of Begada raga
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- lpd n,s,snd,p,mpdn/éndpmgg, mrdpr,s, ||
mu ni gana shta na ga rchi ta lim gam
6. {[s, 55, s ss $,s 8 S §5
ni la kanda gu ru gu hantaram gam

- A beautiful pattern of shadja initially in Madhya stayi

and later on tarastayi

=== Jj$$s, mpdnl
karuna pan gam

This composition concludes on Madhya stayi Shadja.

Notes

< Note : Syamale Minakshi

% Tala : Chaturasra Eka, sama eduppu

s Gati : Caturasra gati

% Structure: Consists of a long continuous stanza

% Language : Sanskrit

It is sung without gamakas. The grahasvaram is Madhya
stayi Shadja. It has eight avartanas. The range is between N and

S. Beautiful melodic pattern such as:

1. /d, n s sndp, m,g,//

sun da re svara sa kshi

72



2' // m) d’ m7 r’ gl p’ gl S! r’ m’ r? n’ S’l’ Sl)’ ,//

san ka ri gu ru gu ha sa mut bha ve si ve va

3. Ip. p.dpm, mpmg,, g mgr,r, g rff

pa dma sanava ni hari la kshmi vi nu te sam bhavi
The entire composition is composed in a beautiful melody in

a peculiar rhythmic pattern and concludes on Madhya stayi

Rishabha.

< Note : Santatampahimam

% Tala Rupaka , sama eduppu

s Gati : Caturasra gati

s Structure: Consists of a long continuous stanza

% Language:  Sanskrit

This is sung in slow tempo. It has fourteen avartanas. The
range is between Mantra stayi Panchama and Madhya stayi

Panchama. Beautiful phrases such as:

1. Jr, s, ns, ., pdn, //

sar va da re ja na ni

2. {f[g, mg, rs g, mp, [/

sri gu ru guhase vi te




3. Jdpmagrs,|

si va mo ha ka re

It is the tune of British National Anthem. This concludes on

Madhya stayi Shadja.

“ Note : Sakti sahita

< Tala ; Adi , sama eduppu

% Gati : Tisra gati

% Structure ; Consists of along continuous stanza
% Language ; Sanskrit

The grahasvaram is G. It has four avartanas. The range is
between Mandra stayi Panchama and Madhya stayi Dhaivata.

Beautiful melodic patterns such as:

1. Jlaoggmgrsrs/nsrnsrg s/

sakthi sa hi taganapatim sankara di se vi tam vi

2. /lp d pmp mg mg r.fsrs n sn pd_r]s,,/f

bha kthi mu kti pra dam bhu shi ta ngam rak ta pa dam bu jam bha va ya mi

Each svara in this composition has a corresponding letter of

sahitya.This concludes on Madhya stayi Shadja.
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Form - Krti _
Title - Sri Kamalambikayam

Tala - Rupaka, 2 kalai, sama eduppu

Gati - Caturasragati

Muttusvami Diksitar Krti
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The Study of the Navavarana krti ‘Srikamalabikayam’ reveals

the following:

This is the third krti of the group of sarvartha chakra. Svaras
are distributed in well balanced manner. Most of the phrases in
the krti is confined to Madhya stayi. Dikshitar stresses raga
revelation with a vilambakala pallavi, suitable anupallavi, a
dynamic madhyama kala carana drawn out. The commencing
phrase of the krti dirgha Rishabha of the madhya stayi is used as
the suchita svaraksara is a speciality of the krti. In the third
sangati of the pallavi &r, a.r, s,,,is a similar prayoga very

amn

commonly used in Kalyani raga. In the same section we can find

th
Ending of the sectionsrpmgr ks“n Is also a rarity. The anupallavi
Qo

deergha Dhaivata used as a svarakshara s,n s,, d,, d g, p..
de non

starts with svarakshara p,,m,,. The phrasergs, s, g s is a peculiar
Po ko

prayoga which do not come any other compositions of the

composer. The phrase p, s d d, p, is a visesha prayoga of the
o KRN

raga. The concluding section of anupallavi p, d n of the mantra
po da Q>

stayi is pronounces a peculiar bhava of the raga. In the daranam

samvadi prayoga occures in the phrase ;5\,ﬂ,‘r{ g s. The madhyama
Qs o Lev

kala sahitya is further beautified with the symmetrical prayogasdf,,é

aya
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S\L,dp;& of the different tetrachords. The repeated use of the same

note with and with out grace explicity shows the advantage of the

Vaggeyakara being a vainika s,,r g,,r r,,g m,,g. The recorrence of

the phrase E,,g p,,s and i,,g p,,S in the section anupallavi and
e - - - - - -

caranam respectively is note worthy.

Like  Saint Tyagaraja, Sri Muttusvami Diksitar has also
composed many compositions in /Sahkarébharanam. In his
compositions madhyamakala sahitya is a unique feature. He has
exhausted the melodic beauty of the raga in various musical forms
from chowka kala krtis to western notes. The wide scope of the
raga is clearly depicted by the composer. The depth to which
each notes can be embellished since it is a Sarvasvara gamaka
varika rakti raga, and also the very plain rendering of ntoes as in
the case of Nottu svaras is highly remarkable. The use of plain
Kakali Nishada is very rarely seen in the phrase nrgmd n and
the Chyuta shadja nishada is very frequently heard in the
composition p,, snd p, mp,,. s nd,p.The musical construction of
the nottu svara is such that they do not provide scope for any
dirgha svara and gamaka. Sri Muttusvami Diksitar also has

frequently used phrases such as g, m p g, m r and briga phrases in
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the Tarastayi such asr s L:The phrase s m g m is met within the
Navavaranakrti Srikamalambikayam also. Other beauties like Jaru,
Kampita and Janta prayogas are also quite often met with. Rare
prosodical beauties and rhythmic melodic patterns add beauty to
his compositions. He has also composed a South Indian version of

the British National Anthem - Santatampahimam. All these

western notes are very popular.

/Svamésastri Krtis

Sri. 'Syamésést[i was a devoted bhakta of Goddess Meenakshi.
His scholarly achievement in music and creative talents are
blended in his compositions. He was a concentrated devotee and
his devotion to Goddess Sri Meenakshi was a real power for him

and this is being depicted in all his compositions.

% Krti : Nannukarunimchi

< Tala Rupaka, 1 kalai, sama eduppu
< Gati Caturasra gati

¢ Structure: Usual Structure

¢ Language:  Sanskrit
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In the Pallavi grahasvaram is P. It has eight avartanas. The

range is between N and G. Beautiful phrases such as:

1. llp,,d m,,pmggrg,rss,,n]}

na nnu ka ru nim chi

2. [srgmpdpmg m, I

bro vam mma

3. //p,énp,,mr,gm//

ti pu ra sunda ri

4. [p., pgr.fe.tsndp r,gm /

san ka i ti pu ra sun da ri

The Anupallavi commences on D. It has twelve avartanas.

The range is between R and P. Beautiful patterns such as:

. //,,dn,é S, S, é,//dns', S, § 8 s//

sana kasa nanda na di mu nu lu

-

2. /.81 g,5585s [

sana ka sananda

3. lsrpgprg s i

sa naka sa nanda

4. Jls,igiss,nisnd,p,.r, gml

a nu di namu bro che brovu nu

The Caranam starts on G. It has six avartanas. The range is

between N and G Beautiful phrases such as:
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[.am.pmarfgm.op,.p., |

var ja stiti gam bhi ri

2. |.gmpdmpgr g msnd,p,, p... ||

va i ja  stiti gam bhi ri

3. |.p.mgg mgr]s,n,

di na ja na

4 Jl.p. pdn s $dns s,

dush ka rma ni va i ni

This Composition concludes on Madhya stayi Madhyama.
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Form - Kirti

Title - Sarojadalanetri
Tala - Adi, 2 kalai, sama eduppu
Gati - Caturasragati J

.

Symasastri Krti

PALLAVI X-beat . - finger count O — open palm beat
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Unlike Saint Tyagaraja and Sri Muttusvami Diksitar, Sri
’Syémaséstri has only three krtis in raga (Sahkarébharanam,
comparatively very lesser in number. This is may be because
’Sa'nkar‘abharanam being a gana rasa pradhana raga or a rakti
raga may not be an apt raga to emote an appealing tone of the
cry of a baby towards to his mother, which is a predominent
feature of /Syam"aséstri’s compositions. But of them are beautiful

meladic pieces. Rare jaru prayogas like S, S S — é, S S have been

used in his krtis are note worthy.

Svati Tirunal Krtis

Maharaja Svati Tirunal was a great statesman and a ruler of
Travancore. As a musician, composer and a patron of arts
especially music he has earned undying fame. He is justly call the
Prince among musicians and a musician amogn the princes. His
name and his works live in the hearts of music lovers. The

narrative and descriptive compositions of Svati Tirunal constitutes

a class by themselves.
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o Krti : Devijagathjanani
< Tala ; Adi, 2 kalai, the eduppu is after a silence of three
matra ie, ‘takita’
s Gati ; Caturasra gati
% Structure: Usual Structure
% Language:  Sanskrit
In the Pallavi grahasvaram is G. It has three avartanas. The

range is between D and M. Beautiful phrases such as:

1. ,gmpgmprssdn,s,
de vi ja ga th ja na ni

v S, Fgrss nsrmgrsrpm, g/b?n—ﬁﬁr
de hi  kru pa vya ma ma

3. /[, gmpdn,s, sndnp, mpmgrgmdpp,r,s,,,mgm
ta va ka cha ra na bha ktim am

fadn’s'rg'rh'g'réndpmdﬂ“ppmg“ﬁi’r
ba

The Anupallavi commences on S. It has seven avartanas.

The range is between R and M. Phrases such as:

1. /.8 snd,p,p,mdp,mg, mrg,/

de va ma ku ta ma ni
2. .. mpdpmgm,,p,mp, dn,s,Ss,/
de di pya ma na pa te
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3. //,,,s’n's'r, s.sn s,rsnddp
ke va la na nda

4. | .S nsrg,mgrss, N
ke va la

_ . e e e e e,

S, ,,srsnd p,mpdnsrgmgrsndpmdﬁppmgmr

ki ra su va ni va ni

The Caranam starts on S. The eduppu is after a silence of
one matra ir ‘ta’. It has seven avartanas. The range is between D

and M Beautiful patterns such as:

1- //nnnnrlSSSd.r]lS! S”Spmg?
ranji ta karata la vi ha si fa

2. [[drsnd,pmgrgmggrs,s sdns,

vi na pu sta karan ji ta ka ra ta la

3. [ mgm p p p pdrsndpp,gmdppmgmpgp
ve ni man ji_ ma kun n ja vi, ni rjita vitata kha na kha
mgmrgmp,dpmgmp, ,,,

na ma li ke

4. [, s,.8,.rgr $n, snsrg,mgrss,s,rssdn,s,(ns,
sha no i tama ha mani bhu sha na sha

r,s,nd, d, p,/mpdnsrsnd ppmgsrg
fi ni bhudha ja na pa i ke

____————_4__%‘__‘ -
- J— ST

5. //,p;,ﬁ,mg,g,r,gmp,,g,mppdn/s,,s nr, s, sndn

pri ni ta muni ke druhi naja ye pa ra ma me

p,mpsnd,pfomgsrg

ni ra pa ye am ba

This composition concludes on Madhya stayi Gandhara.
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Krti : Kalayeparvatinatam

Tala : Misra Capu, the eduppu is after a silence of three
matra ie, ‘takita’

Gati : Caturasra gati

Structure :  Usual Structure

Language:  Sanskrit

In the Pallavi grahasvaram is S. It has twenty eight

avartanas. The range is between D and M. Beautiful phrases such

as.

1. [..s,sdn,sr,g,57,9,mggrsst, g, mg,rss, ,n (!
ka la ye par va ti na dham

—_— . )
2. |,.,mdppr,s,fgmgmgrsn

va sam

3. m?gg%”npﬁaﬁﬁ?ﬂ

na dham

4. lgmpdns,n p,,m”dpmgpmgrm?ﬁgrsrﬂ/

na dham

The Anupallavi commences on M. It has seventeen

avartanas. The range is between S and M. Patterns such as:
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1. Jlgmdp, mg mpg, mr|
na di

2. [gmdp,mgmdpmgmr [
na di

3./ ,mpdnsnp,dn s sndp,, [

van dya ma na pa da pa

4. [lsfrgmgrsnd,p, [l
pa da pa
The Caranam starts on S. The eduppu is after a silence of

one matras ie, ‘ta’.The range is between N and M.The beautiful

patterns such as;

1. Isr g,mgg mgr,s, s, sd‘rj—!f/s,,

maku ta vi ra ji ta gan gam

2. |sppmm, glgrmggrss, s dﬁ,ﬂs,,

ma hi ta kru pa ru ta pa gam

————

3. |lsmggmgrmgs §Fgmgarg, [

nika ra ma no mo ha nam gam

4. [[m, gm p, sndp,

ka ra ni ra ja

5. (.5 gmddpprs,

ku ram gam

6. [[s pppmgm)p, p

pra kati ta ma ra
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7. {lp.p,sdp,pmdp, mg mrag, N
ba hu va la yi ta bhu

8- ‘[ pn pa ’ Fﬁ—ﬁ -p_d’nl éi

ka ma a kalam ga

9. |I's r,Tén, s,d, p, mpdnsigmgrsnd, p,mdp, mg,
ma ti pru dhuvru sha bha va re nya tu ram gam

mpmgrlmmgrsn

This composition concludes on Mantra stayi Nishadam

<+ Krti : Rajivaksabaro

% Tala ; Adi, 1 kalai , the eduppu is after a silence of one
matra ie, ‘ta’

< Gati Caturasra gati

% Structure: Usual Structure

% Language: Kannada

In the Pallavi grahasvaram is G. It has six avartanas. The
range is between Mantra stayi Dhaivata and Tara stayi Gandhara.

Beautiful phrases such as:

1. [.g.mgrs, s sdns,, ., mmgnsT

ra ji va ksha ba ro kri sna

110



——

2. .9 mdpmgpmgrgrsn

ra ji ksha

3. [[,mg mppdns,,

ra dha rama na

4. ... fsngrsndpsndppmgs/lﬁ

ba ro

The Anupallavi commences on M. It has four avartanas. The

range is between S and G. Melodic patterns such as:

AR

1. [lmg,mp, p..[Mm, p, pd n,(é,

mu jja ga sti ta vi la ya

2. [lomdpmgm ppdpmgmpdn snsr,ss)

mu jja  ga stita vi la ya

3. Gmpdpg mprs, |l
ba ro

4. ... [gmpdnsgrsndppmgslfg
ba ro

The Céranam starts on G. It has five avartanas. The range is

between S and G. Beautiful patterns such as:

1. [llgm gmp,p ppmg, dpmg mpgpmgimr

a hi va ra na bhanata i
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2. ... [g,,mddppr,s,
ba ro

3. f.gmdp,pmg mgr,
a

ti tade va

4. [sm,gm,pppmpdn s, ,,

sa hi sa ku ta tasam sa ra

This composition concludes on Madhya stayi Rishabha.

< Krti : Nrityati nrityati

% Tala Adi, 1 kalai , sama eduppu
s Gati ; Caturasra gati

s Structure :  Usual Structure

% Language:  Sanskrit

This is mainy used for dance purpose and hence the
rhythmic syllables are interspersed in the composition. In the
Pallavi grahasvaram is S. It has four avartanas. The range is

between S and R. Beautiful phrases such as:

1. s slg.gmpmpd rsp dnl

dru kta tom dru kta tom dru kta tom dru ktatom e i

2. ... [gmpdnsnd pmgr

sam ba si vom

e

3. /7m;dppmgr

nru tya ti nru tya i
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The Anupallavi commences on S. It has four avartanas. The

range is between S and M Melodic patterns such as:

— .

1. /ls, r. s,srgmr, 5558, d, n, p,d, nls.. sndpmgrs
nru tya vi mala ta nu ramkhri vi na ta ni ja

Fgmpdnar

2. /s s,srénd, p,m,p mdpm,g, m,p,d,n,

bhrutya su bha ka ra na dhi ra nu sa yam
3. ... lSndpmgrsrgmpdnsrt /|
dhi fa nu sa yam

The Caranam starts on Madhya stayi Madyama. It has four
avartanas. The range is between Madhya stayi Shadja and Tara

stayi Rishabha. Beautiful patterns such as:

1. ﬂg,m p,pp pmd pmﬁfﬁﬁ‘g’;"ﬁﬁ{gm,m,grs S s

pa pa hinamu nise vitapa da yu gapa tma na bha saha

mgmrgmap
sa pa ti ra sa ra na

2. Imgmp,pppmpdn s, ss ([

tapa da ranapareyama ni ndita

3. lstns ssndp,dpmgmp d n |l

dha nya sila niva ho giriso ba hu

This composition concludes on N.



Svatitirunal Krti

Form - Krti
Title - Bhaktaparayana
Tala - Misracapu, the eduppu is after a silence of two matra ie, ‘taka

Gati - Caturasragati
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Mahardja Sri Svatitirunal has also composed ten
compositions in 'Saﬁkarébharanam. All of them are popular. His
Kritis are in both Chowkakala and Drutakala. A striking similarity in
the commencing phrases of Bhakta parayana’of Svati Tirunal and
‘Akshayalingavibho of Muttusvami Diksitar is note worthy. Maharaja
Svatitirunal's Navaratri krti in 'Sahkar'ébharanam Devijagatjanani is
a very popular krti. An exceptional krti Nrityatinrityati has been

composed by him on to intricate rhythmic pattern befitting as an

accompaniment to dance.

Collective analysis of the notated Composion of the four

Vaqggeyakaras

The detailed notational analysis of one krti of each of the

trinity and Maharaja Svati Tirunal reveal the following:

1. All the four great Vaggeyakaras have shown a uniform
approach to the Ragarupa of Raga Sankarabharanam.

2.  The traditional handling of the raga is well portrayed so much
so on close study of each of these notations, we understand
that certain phrases unique to the raga would lead into the

next, irrespective of the individual style of the composer.



3.  Several identitical phrases have been used by all the four of
them. For instance (a) G, MP G,MR; (b)) RS S; (c) ‘N "
varja prayogas like S D, P ; S P ; (d) Visesa prayogas like S
M G M are some to mention.

4. Each of the Vaggeyakaras, in their own individual style of
approach has still maintained the same Raga bhava of
/Sarikarébharar}am which has come down to us by tradition.
There are no two thoughts at any point about the ragarupa of
’Sankarébharar)am.

5.  All the four of them have retained the majesticity of the raga

in the krti form giving an elaborate scope for manodharma

aspects.

Compositions Of Other Composers

We shall now discuss in detail certain compositions of other
{
composers in Raga Sankarabharanam

Sri Ponnaiah Pillai

< Krti : Brihadamba
% Tala ; Jampa, 1 kalai , sama eduppu
s Gati ; Chturasra gati
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«»» Structure: Usual Structure

< Language:  Sanskrit

In the Pallavi grahasvaram is P. It has nine avartanas. The

range is between S and R. Beautiful phrases such as:

1. |[p. p.sdd,p,
bru ha

2- //Hgamvpipnd!mgdplmbgpmlgg‘
a

ka dam

3. ... lbmgrsrgm]f

sri

4. /lp,dns,snndp,pmpmgr

bru ha dam

5. s, srgrsédn § ,.ddpmgrg,mppmpd,pp,

brah ma di ha ri nu tim chu
6‘ 133% 13110 1Y d n é i— é n d nf )
ja ga dam

7. s, srgmdpp.grs,
di

brah ma

The samasti Caranam commences on M. It has eleven

avartanas. The range is between N and P. Beautiful patterns such

as.
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7 171’171!!Srpmm797
yu va ti

m, g, gdpmgpmgrmgrshf srgmgrg,

ma ha va yu va ti

Mgpmgsrgmpmpmgfﬁgﬁﬁﬁmrg

e su gu na va

grsnsrg
ba

|9, mdpmgm,

ma na

—— el B —

[+».9, mpgr,s,sTg mglrss,

mum chi na nu

———— e

y”“”s”nrggdppus

par va i

[[.....mpd p pdn,sr,

ma dhavaso da i

W afpmgr, s, sd p,
ma ha i pu ra -—- A phrase which suggest
Arabhai raga is
met with in this composition

/. psp.pmdpmgls,s rg m/

ma sahoda ru ni ra kshim chu

After Samashti Caranam this composition has Cittaisvaram.

It's starts on P. It has four avartanas. The range is between N and

S. Beautiful pattern such as

//,,,dpmgpmgrmgrs, rgm //
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2. Updppmg,mpmmgr,gmggr#/n,srgs,rgmg,m p
dm,//

3. /],pdné, ,dp,.mg,.rs,rgm /

The Clttaisvaram also sung in Drutakalam. This composition

concludes on Madhya stayi Madhyama.

Sri Vinakuppa lyer

o Krti : Bahumira

% Tala : Rupaka, 1 kalai , sama eduppu
< Gati Caturasra gati

s Structure: Usual Structure

% Language:  Sanskrit

In the Pallavi grahasvaram is S. It has fifteen avartanas. The

range is between D and M. Beautiful phrases such as:

1. lls, snsrg, mfp,pmmggar s/|sT ,sssdn/s, rgm
ba hu mi ra ka nu na to pa lu ka ka ra da va

grglf
ta

2. [[srgmpgrs

pa lu ka ka

3. /ldns, ndp,mpdn({smrgmg”

pa lu ka kara va ta
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4. [[dn $rgmgr sndp/,{;rsndpdpmgrgmg”

pa lu ka ka ra va

The Anupallavi commences on S. It has ten avartanas. The

range is between S and G Beautiful melodic patterns such as:

1. |ls,p.ppmgmr //

nagara ja

2. /snsrsndnp, p, //

na li na ksha

3. [Is, dpppmgghp_r_n/m T

naga ra

4. [/sngrsndnp,p, /

na li na ksha

Anupallavi is followed with Cittaisvaram. It has eight

avaranas. It starts on G. The range is between P and M. Phrases

such as:

1. {/gmpgmrgmgrsr//

2. ldpmpmgmrgmp, [

3. //srgmpr,gmpd srgmgrsgr sn(}dpdnsr

gr,sn d//r s,nd pd p, mgrmakutam pattern)
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The Caranam starts on G. The eduppu is after a silence of

one matra ie, ‘ta’. It has twenty avartanas. The range is between S

and M. Beautiful melodic patterns such as:

1. [lamp.dpmm, g m, péfp,_,:ém r
ni la va nya mu ju

2. ;,gsrg,mfb,,mddppf,,s//

ku me

::::::

va la ya mu

4. 18, rsndp mpdﬁ//éfékéﬁmf/pmdpppmg qr

ga chi na dai vamu ni va ni e

g /f

nu

This composition concludes on Madhya stayi Rishabha.

Sri Subbarama Dikashitar

o Krti Sankaracaryam

% Tala ) Adi, 2 kalai, the eduppu is after a silence of three
matras ie, ‘takita’

% Gati : Caturasra gati

% Structure: Usual Structure

% Language:  Sanskrit
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In the Pallavi grahasvaram is P. It has six avartanas. The
range is between Mantra stayi Madhyama and Madhya stayi

Panchama. Beautiful phrases such as:

. 1' l!lp pmm, g’grgrss’dns77l l)si 191 Slinr7{[g)gmgr
san ka ra cha ryam sri ma th
2. LSS, ,n sr sndnﬂp, mpdn snrsr,,, g.md,p,g, mp
bha ktama no rva sam nga ra cha ryam

mrgs,s np,, m

sma ra
3. Irrpmgrss,dns, ||
ro ga vai dya ma

The Anupallavi commences on G. It has five avartanas. The
range is between D and M Beautiful melodic patterns such as:

9. mpgmp,

sanka ra
2. | ngrgrsnd,n,srgmgm
va chara na

3 | WG T PR SATH EpMO M,

san ka ra kru pa ya

e e

4. fls, s 6rrsrg,gg. mgrgrs grs,n
sankara kasi ta yasa dhu ryama ni
) . .
The Caranam starts on P. The eduppu is after a silence of

one matra ie, ‘ta’. It has seven avartanas. The range is between D

and M. Beautiful melodic patterns such as:
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1. Il.pd mp,

para mata

2. [,d,,np, !

chan dima

3. /[,ssmpdné,nr,sldrsndp m,
parama dvai ta sta pa nha

4. |/Imggrssdnsgr p,mag,

ka ra kalitadan ta ka man da lum

5 |[r gmggrsssnrs p,

vara mativititaharakun da lam

6. I i nSSImpd ndisnd, plgmdp, m,pmgrmg
o su brla varadam na ta dhara a kha nda lam
s/nsrg mp
sfi ma th

This composition concludes on Madhya stayi Panchama.
Subbarama Diksitar the author of ‘Sangita Sampradaya
Pradarsini’ has composed three songs in /Sar'\karébharanam of
which the most popularly sung is “éaﬁkaréchéryam”. The
circumstances which initiated for composing this krti is as follows:
when the Ettayapuram Maharaja asked Subbarama Diksitar to
perform in the presence of the high priest, HH Sri Mahadeva
Saraswaty, Subbarama Diksitar was in a dilemma as what to sing.
Divine grace lead him to compose the famous song

“Sankaracharyam” in the raga /Sahkarébharanam.
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Sri Papanasam Sivan

<+ Krti : Muttukumarayyane

% Tala Rupaka, sama eduppu — with Drutam and
Caturasrajati

s Gati : Caturasra gati

¢ Structure: Usual Structure

% Language: Tamil

In the Pallavi grahasvaram is M. It has six avartanas. The range

is between P and M. Beautiful phrases such as:

1- ”nn 13194 HSI ga Srgg rrpm‘_ g”'

ku ma rai ya ne

=

2. Il,,,.,mgmppmmpdpmg pmmgrmg srg

bha ktar ka rul mai ya ne

3. N,,,,,,g,dpmgpmgrmgrssg,’ dpmm,g,pmm,g,,

mu ttu ku ma rai ya ne

4 fluw.s SNSTSHApOSTEEMPAmMampdnsImmar
bha ktar " ka rul mai ya
sndpléndppmgrsrgm

ne
The Anupallavi commences on S. It has six avartanas. The
range is between S and M. in the Anupallavi the commencement is

alone atita. Beautiful melodic patterns such as:
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1. /L, ...8, 8 's\ndp mggmd d, pmgg,dp.m g mp,,

ni tam an pu seyekura thi a thiyotu ni thuva zhum na dha

mmomamPpmMgrsrgmpdnsrgmyg

2. ]S P,M MpP,sSNp mgmp,r, g g

u tha marmana thil va zhumpa dha bo dhamu

The daranam starts on S and the eduppu is same as
Anupallavi. It has six avartanas. The range and the phrases are

same as anupallavi. This composition concludes on G.

Padam

< Padam : Evvade

< Tala ; Misra Capu - the eduppu is after a silence of 2
matra ie, ‘taka’

& Gati Caturasra gati

< Composer: Kshetrjna
% Structure : Usual Structure

% Language: Telugu

In the pallavi the grahasvaram is P. It has thirteen avartanas.

The range is between D and M. Beautiful phrases such as:

1. {fsnr ss, sdn, s,
chi na ve na
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————

2 (. sd $n, s
ne mu

3. [{p,,,s'a nérg rén,
ne mu

———

4 s, srgmg 733,

—

va vva dim
5- // pn p a p‘ ﬁm’
ve mi

6. [[s 1, mgr, s,
pu va ma

The Anupallavi commences on G. It has eighteen avartanas.
The range is between Madhya stayi Shadja and Tara stayi

Shadja. Phrases such as:

1. Jllam p.p, p. dpm,

gati ta pa ni ki

2. /g, mp mp s,

sa tava na ndu

3. Jl,s d, p,

ga chim chi

4, //;5 p,pm

pu ru sho thu

5 f.,gmp, m/flp, sndp,plf

rodu na pa ri vena

6. (Lmg g/l g, dpmagg/

tho du nu se vim chi

7. [[,pgmr g

tho du nu
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8 [.gmpdp ppm"é//g,,mgr s,;nmarsir,
mu  dhu ba kthi pu ve

The Caranam starts on S. It has eighteen avartanas. The

range is between D and S. Beautiful melodic patterns such as:

1. llstg, mgrssd n s,/
ko nna ta na ma

2. |[,gmdpmgm,// p,nndp,p, !
Kon gu ka ya ti ki thi

3. [[.srgm pdpl

va ga

4. ..sn p

ko nna

This composition concludes on Madhya stayi Rishabha.

Tiruppavai

< Composition : Pullum Chilambinakkal

< Tala ; Misra Capu. The eduppu is after a silence
of 2 matra ie, ‘taka’

< Gati ; Caturasra gati

<+ Composer Andal

s Structure : Long continuous stanza

s Language : Tamil

148



The composition commences on G. It has twentytwo

avartanas. The range is between D and M. Beautiful phrases such

as:

1./ ,.99mdppmg./[g.mgr sdn s, //

pu llum chi lam bi na kkal

2./ ,sPgmrg Tss, /]

u llam yen

3./ sr g,mg rss, s, rg,mgrg, //
ko yi i

4. [ s, ppmgmflp,pmpd p p /

ve llai vi li sham khil

5] .mps p |

pe ra ravom

6./] .ppPpm