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PREFAC£ 

The title of my subject of study for the Ph.D. thesis Is -POTENTIAL REVIEW OF 

PERFORMANCE TRADITIONS OF TARANGAMS OF SRI KRISHNA LEE LA TARANGINI COM­

POSED BY YATI NARAYANA TEERTHA-. My area of specialisation being Kuchipudi. I 

opted for research on Tarangams os they playa vital role in the Kuchipudi repertoire 

and more over my fascination towards Tarangams right from my childhood made 

me to take up this particular topic. 

I was drawn towards Torangams. at the age of ten. while I was a disciple of 

Late Sri Vedantam Jagannadha Sarma. Some unknown instinct with in myself has 

mode me to include one song from Sri Krishna Leela Tarangini in every performance 

of mine. Then due to lack of knowledge and understanding it was left untouched. , 

beyond performing on the stage. 

While I was doing my Post Graduation course in Dance.! was very fortunate 

to hove had Late Sri Vedantam Prahlodo Sharma as my lecturer for the practical 

course. He taught us one of the Tarangams. which was prescribed in the course. 

It was then. that I was once again attracted towards Tarangams. At this point of 

stage. it went in to my mind. that if I am to do a research work. it would be definitely 

on T arangams. 

Sri Krishna Leela Tarangini. composed by Yati Narayana Teertha • is in chaste 

and melodious Sanskrit in the form of Yakshagana. It is a peculiar combination of 

narrative. and dramatic poetry. with dialogue. action. dance and music.1 have also 

attended many bhajana performances. on festive occasions. where Tarangini was 

being sung and danced by the Bhagavothars. In the Kuchipudi repertoire. Tarangams 

have a prime position. Every Kuchipudi performer. invariably performs one Taranga 

song in the full fledged performance. As. it is. the Text of Taranginl is in Yakshagana 

forr n. 

This peculiar nature of. the same text. being presented In three different 

traditions. has instigated me to review the potency of dance involved in three 

different traditions. When I approached my supervisor Padmashri Dr. Nataraja 

Ramakrishna. with this proposal. he readily accepted the subject and suggested me 

to include the Suladi Sa pta Tala Tarangoms. present in seventh Tarangam .. Now I 

proudly claim that the exclusive work on Suladi Sapta Talas. is first of its kind in the 

field of Dance. which I carried out under the able guidance of my supervisor Dr . 

• 
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Nataraja Ramakrishna. who is an authority on Agama Nartana Tradition (Temple 

Dancing). 

The entire thesis is divided in to six chapters. wherein. the first chapter is an 

introductory chapter. comprising a general introduction on dance. Kuchipudi in 

particular and a detail introduction of the subject Sri Krishna Leela Tarangini. The 

second chapter is an exclusive chapter on Yati Narayana Teertha. the IIlustrkM IS 

composer of Sri Krishna Leela Tarangini. The third chapter Is about the Tarangoms 

In Bhajano Sampradaya tradition. where in the adlpurushas of Bhajana tradition. the 

repertOire of Bhajan and the dance content present in Tarangini. in bhajana tradition 

are all dealt with. The Fourth chapter is on Tarangams in solo technique. with special 

reference to tala systems in Tarangams. comprising an exclusive research work on 

Suladi Sapta Talas.lt is more practical oriented. well supported with photographs. 

The Fifth chapter is about the Tarangams in Yakshagana tradition. where in. the salient 

features 01 Tarangini. that makes it a Yakshagana. the Harikatha Kalakshepam. dance­

drama and the Padya Natakas are taken up. The Final chapter is a conclusion chapter. 

where in a discussion on performance potential present in the Three varieties of 

Tarangams are discussed. At the end of the thesis. the persons who are deeply involved 

in propagating. preserving and performing Sri KriShna Leela Taranglnl and who deserve 

a special treatment are taken up and their biographical sketches are given In total. 
, 

The methodology adopted by me in carrying out my research work Is 

0) Study. review and interpretation of various critical research works that have 

been already carried over in the subject. 

b) Meeting various exponents of the art form like Sri Mynampati Lakshmi 

Narasimha Rao. Sri J.S.Eshwara Prasada Rao and Scholars like Dr. Ohara 

Ramanatha Sastry. Sri B.Natarajn. Sri Bhashyam and Thirupoonturutti Sri 

V.Venkatesan. to consolidate the various adaptations of the subject. 
-

c) Collection of articles. written on Yati Narayana Teertha and Sri Krishna Leela 

Tarangini. 
-

d) Analysis of the performances of the exponents. 

• • 
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India is the land of art and culture. Custom, tradition, art and culture exists 

in India since time immemorial. Many scholars beginning from rigveda, defined art 

In many possible ways and forms. According to Vedavyas and Vatsyayana Maharishi. 

there are different types of arts numbering to sixty four among which the art of dance 

Is one. 

Dance is one of the most fundamental of all the human activities. Man danced 

with an urge to express himself. A man wishes to express his emotions through movement, 

through the most natural and immediate channel of expression - The Body. Dance, 

hence Is the body language. 

Indian dance the classical forms in particular are very traditional and are in 

vogue since time immemorial. In India, there is no classical dance form that does 

not relate itself with Notya sastra which is the lone authentic work and source book 

for all the classical forms. Natya sastra was written by Sage Bharata. Though the 

exact date of the book is still a matter of debate, it can be doted back approximately 

to 2nd century A.D.Bharata in his book Natya sastra mentions about four Pravrittis1 
• 

or schools of dancing. 

The dance tradition of Kuchipudi is one such classical form, which emerged 

according to the pravrittis and was evolved into a new pattem based on the lakshyas 

and lakshanas of music and dance as laid down by Bharota. 

KUCHIPUDI : Kuchipudi is a small village in the Krishna District of Andhra Pradesh. 

This village is situated nearly ten miles away, towards the east from the holy Krishna 

river and fifteen miles from Machilipatnam and about thl ae miles from Muvva.On 

the name of this village now stands a famous classical dance form. History of Kuchlpudi 

can be dated back approximately between 14th and 16th centuries. This village 

was the birth place of Brahmanas. All the people here were well versed in vedas. 
, 

So the village was called Kuchipudi Agrahara. Some scholars named Kuchipudi as 

Kuchelapuri ,Kuseelavapuri and Kuchennapudi and so on, but the name Kuchlpudi 

was finaled by most of them. The Brahmins of Kuchipudi village were called as 

Bhagavathulu - meaning • One who enacts the stories and deeds of Gods '. There 

is a great debate about the exact period during which the Kuchipudi dance dramas 

evolved. The studies mode by great scholars like Vissa Appa Rao shows that there 

1 According to Natya Sastra the four Pravrittls are : 
Avantl Dakshir;tatyoca tadho - Chaivo<;jramogadhi 
Pa~cala madhyama can vig~yostu PravJttayah 
I) Avant!. ii) Dakshinatya. iii) Odramogadhi. Iv) Poncalamadhyama • 
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existed Brahmana Families in Kuchipudi who adopted the performance of Yakhsagana 

as a profession from about 1500 A.D2. The tradition of dance in the Kuchipudi area 

began much earlier to the evolution of dance-dramas. Earlier to the evolution of 

dance-dramas. the Jakkula women and Kurovanjls were providing entertainment to 

the lay audiences. Jakku is the name of the caste. Women of this particular caste 

were enacting the stories of gods and goddesses in single characters. 

The people of this caste are the devotees of goddess Kameshwarl. The scenes 

performed by these women lacked social respectability as their literary quality was 

very poor. ' Jakku ' is the crude form of the word' Yaksha '. Like Jakku, Kuruva 

is also another caste. The word Kuruvanji has two parts. Anji means steps while kuruva 

means the name of the caste. The kuruvanji pattern of dancing was like street dramas 

in which the female character was named as singi and the male character singadu. 

The dance forms performed by these two types of people were of poor quality. 

Men from the learned families thought that a refinement of these dance forms, based 

on the principles of dance and music would evolve a new pattern of dance which 

is acceptable to the society irrespective of the social and economic status of the 

people. The bhagavthas used to depict the mythological characters, in broad day 

light. dressed themselves colourfully. This in Telugu is called Pagativesha. Pagati meaning 

day and vestla meaning character. Kings who enjoyed this gave Bhagavathas 

diamonds and pearls which enabled them to get on financially well. The Kuchipudi 

Bhagavathas earned a lot of fame by their Pagati Vesha and they almost made 

it their profession. Some of the Kuchipudi Bhagavathas formed a small group and 

named it as Mela. This Mela was led by a leader. and was called as Mela leader. 

and he used to lead the group for the Pageti Vesha. As the time passed, this type 

of depiction of mythological characters in broad day light was well received and 

appreciated by all people. The mythological characte(s of Bharota and Bhagavotha 

were also depicted. Slowly It gave rise to the yakshaganas. Men who were proficient 

in the arts and In dance and in yakshagana form were enjoined to put up dance 

recitals and yakshaganas. This dictum meant that women should not take up any 

roles3. 

It is said that Siddhendra Yogi the Moola Purusha of Kuchipudi style of dancing 

2. The Yai£.st'oogana performance or Yakshagana Prado'sana was the result of the Bhakthl movef"'"',ent 
that was prevalent during that time. 

3. Now-o-ooys many women have come up and danced r-.ei' way to the pinnacle of Kuchipudl tradition wrth 
many Qdc::Jitions to the repertOire. 
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composed yakshagan<:xs himself. the best among them being Parijathapaharanamu4 

- with the character of satyabhama as the heroine. It was enacted by the brahmin 

men of the Kuchipudi village. They enacted these yakshaganas not only in the cities. 

but even found the p lace in the royal courts. 

The Kuchipudi trodrtion also stemmed from bhakti movement which was prevalent 

in those days. The bhogavathulu took up music. dance drama and poetry for the 

religious propaganda and composed many compositions on the vaishnavite themes. 

The bhagavathulu were also known as Brahmana melas. 

The yakshaganas had its roots in the tribal dancing which in course of time 

has matured in to a classical theatre art involving dancing. acting and singing. The 

first yakshagana was composed in the year 1570 AD.by R~drakavi by name Sugriva 

Vijayam. Many dramatic troupes staged dance - dramas at the royal courts. It is 

also said that the Machupalli Kaifiat. a local chronicle records the fact and kings 

remark that the Bhagovathulu were well known for their artS. In 1678 Abul Hassan 

Tana Shah. the nawab of Golconda the last of Qutub Shahi kings. gifted the kuchipudi 

agrahara to brahmin families after witnessing a Kuchipudi performance. 

Since then the KuChipudi brahmin families took up performing yakshaganas and 

recitals as family profession. 

The Andhra tradition of Bhagavatha melas were brought to Melattur of Tamil 

Nadu by Achyutappa Nayak (1561 - 1614 AD.). The village Melattur earlier known 

as Achyutapuram was gifted away to the brahmin Bhagavathulu for the promotion 

of yakshaganas and propagating art and culture. Many scholars of Andhra fam ies 

too migrated to Tanjore in search of patronage during the Nayak regime. Other 

than Melattur the Bhaghavatha melas were also seen in villages like Saliyamangalam. 

Soolamangalam and uttukkadu. Telugu was the court language during Nayak rule. 

So the bhagavatha mela tradition a Melattur has a Telugu base. In Saliyamangalam. 

Prahlada Charitam (Telugu) is the main item of presentation of these Bhagavatha 

Melas during Narasimho Jayanthi. Bharatam Panchananda Iyer has been attributed 

with the five dance - dramas which are Prahlada Charitham. Rukmini Kalyanam. 

Sita Kalyanam. Viprarrarayana and Rukmangada. 

4. Narayana Teertha Is also sood tohove composed Parijathapaharana Yaksrogana in Telugu. but Slddhendra's 
composition Is very poplJ<:r. 

5. The record says:- A dramat.c troupe of the Brahmana Bhagavathulu of Kucnlpudi in the direction of Vlnukonda 
and Bellamkonda. arrived at Vljayanagar. during the reign of ViraNaraslmhc Raya. On request they were asked 
to stage a play (KeUka)- . 
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Utukkadu Venkata Subbier who flourished in the village utukkadu between 1700 

-1762 AD. was a great exponent of Bhaghavatha Mela. 

The yakshagana tradition of Andhra which was carried from Kuchipudl to Melattur 

and Saliyamangalam in the Tamil country is still alive to this day. in its old form6. 

From the yakshagana tradition Kuchipudi slowly evolved into a solo tradition 

where in a single artiste perforll1ed. 

The transformation from dance - drama to solo dance can be attributed to 

many reasons. In the beginning of the 20th century, the British took over the rule 

of the entire country and the cultural scenario of the entire country changed. There 

were no royal courts or kings to give patronage to the performing troupes. The patronage 

shifted from the hands of the kings to the Zamindars, and land ~ords with vested 

interests maligned the art form and degraded the classical forllls of dance. Due 

to the degradation of the art for 111 , the patronage for the dance forms also declined 

and the artists were in very poor state of affairs. They were let down economically. 

Next, due to the heavy cost of transportation, only few people used to move from 

place to place performing the dance tradition. Slowly, as the patronage also declined 

the artists received very few perks for their performance which was hardly sufficient 

for the entire troupe. The yakshogana tradition itself was becoming extinct due to 

the socia -political and economic reasons. Under such circumstances, in the late 

forties and early fifties, the chief architect of the Kuchipudi form. the doyen of Kuchipudi. 

late Sri VEDANTAM LAKSHMI NARAYANA SASTRY took great efforts in retrieving and 

recreating the Kuchipudi dance-drama tradition into a solo technique where in a 

single dancer can perform. It is needless to mention that his efforts were fruitful. 

The credit of introducing solo items into Kuchipudi repertOire also goes to late 

Sri LAKSHMI NARAYAN SASTRY. The present repertOire of Kuchipudi comprises many 

items opening with pushpanjali and concluding with the abridged version of 

bhamakalapam. The other items that are incorporated in the repertOire are exclusive 

such as Jatiswaram, Shabdam. Tarangams, Kirtanas, Javalis, Padoms,Tillanas. 

IMPORTANCE OF KUCHIPUDI: 

In tradition, the training in Kuchipudi began at a very tender age and continued 

for five to ten years. The students were taught the theory of dance. music and drama 

through Natya Sastra. Abhinaya Darpana. Rasamanjari etc. It is a must to learn Telugu 

6. The great poets of those times SrlnoClna Kavl and Palkurlkl Somanatha Kavl regcroed the Yokshaganos 
as the art form of Gandharvos. 

5 



• 

and Sanskrit Languages. The Kuchlpudi style consists of Nrutta. Natya and Nrithya. 

Importance is given to all the four types of Abhinaya. i.e Angika. Vachika. Aharya 

and Sattvlka. It Is only In the Kuchipudl style we find dancers using Vachikabhnaya 

while dancing. In the olden days. the dancer himself used to sing and dance expressing 

the meaning of the song simultaneously. The costumes and the make-up also tell 

the rich tradition of Kuchipudi. The dance - dramas mainly contains mythological 

stories. As said earlier many enthralling Items such as Jatiswaram. shabdams. Tarangams. 

Klrtanas. Javalls. Padams. Tlllanas etc. form the repertoire of Kuchipudi. Bhamakalapam. 

needless to say Is one of the major inclusions to the repertoire. In the same way. 

Tarangams I.e the songs from Sri Krishna Leela Tarangini of Narayana Teertha which 

has been Incorporated in to the repertoire. is one of the favourite items to the Kuchipudi 

performer. 

SRI KRISHNA LEELA TARANGINI : 

Sri Krishna Leela Taranglni is the master piece composed in chaste Sanskrit set 

to melodious music including sollukattus meant for dance by the great vageyakara7 

of 16 - 17 centuries. Yati Narayana Teertha. It has been composed in a yakshagana 

pattern. The theme has been taken from Dasamadskandha of Sri mad Bhagavatham. 

It Is a continous story dealing with the devine story of Lord Krishna. from his birth 

to his wedding with Rukmini. 

Sri Krishna Leela Tarangini is the longest opera in sanskrit. It is one of the numerous 

works that rose in the wake of the Gita Govinda of Jayadeva and it is the only 

work to have maintained a comparable musical status. Sri Krishna Leela Tarangini 

is a wonderful combination of narrative. dramatic poetry with dialogue. action. dance 

and music. Saint Narayana Teertha exhibits his mastery over music. philosophy. sanskrit 

as well as dance in his composition. 

It is a Bhakti Prabhanda Rachana and as well as a Drisya Kavya. The entire 
• 

work of Sri Krishna Leela Tarangini is divide in to 12 Taraogams meaning waves making 

up Sri Krishna Leela Tarangini i.e The Riyer of the Sport of Lord Krishna. 

The division of the work in to Twelve parts is based on the division of Srimad 
-Bhagavatham into Twelve books and also of the twelve letters of the DvCidasokhshari 

mantra. for which Narayana Teertha had a fascination. Sri Krishna Leela Tarangini 

Is classed under yakshagana. a peculiar narrative. musical and dance - drama. 

7. One who composes the lyrics and sets the lyrics in one particular tala and raga. 
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Indigenous to Southern India. particularly to Andhra region. It was often presented 

on an open-air. make shift stage for the entertainment of the people. The whole 

work Is full of dignity and fervour of devotion for Sri Krishna. presenting the Bhaktl 

aspect of Jeevatma and Paramatma. 

The musical pieces composed in Sri Krishna Leela Tarangini are so exquisite 

in respect of all three Ingredients- Bhava. Reg and Tala. Narayana Teertha has made 

the narration criSp by picking only the most telling episode from the Srimad 

Bhagavatham version of Sri Krishna's life and condensed the story in a few places. 

to give ample scope for his musical genius and poetiC Imagination. Each song Is 

set in a standard form with pallavi. Anupallavi and Charanam linked to each other 

by well conceived slokas. daruvus and gadyas (prose passges). It is composed as 

a regular dance - drama with set rhythm. syllables and jatis most suitable for dance. 

The entire work of Sri Krishna Leela Tarangini comprises the following: 

a) 155 Gitams ( composed in 39 Ragas ) 

b) Short Daruvus 

c) 346 Siokas 

d) Gadyams and Vachanas (link passages in prose). 

As said earlier. the entire work has been divided in to 12 Tarangams and each 

of the Tarango deals with a particular episode of Sri Krishna's life and sport. The 

12 Tarangams. the title of each Tarangam and the contents of each of the Tarangas 

is as follows : 

• 
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Tarango I : 

Tarango II : 

Tarango III : 

Taranag IV : 

Taranaga V : 

Tarango VI : 

Taranaga VII: 

Tarango VIII : 

• 

• 

.Im 20 This contains Invocation to Lord Ganesha and 

Varahapurl Sri Venkatesha Mangalakarandm. Devakl and 

Vasudeva Imprisoned.Bhumidevl's prayer to Vishnu to 

incarnate himself and rid the world of evil. Krishna Is born. 

.Im 20 The Gopanganas praise Krishna. The slaying of Putana 

and the breaking of two Arjuna trees. Yo soda blessed with 

Vlsvarupa darshanam of Krishna. 

.Im 20 This contains the slaying of Aghasura. Brahma's Praise 

and praise of the Yagnapatnis. 

.Im 20 Protection of cows by Krishna and Balarama. THe 

subjection of Kaliya, the serpent, the slaying of Palomba 

and BaKasura. 

Krishna steals the clothes of the Gopis, 

The lifting of Govardhana hili and, 

Praise by Indra and Kamadhenu. 

Gopis arrival in Brindavanam and their communion with 

Krishna. 

-
Sri Krishna Tattva upadesa t the Gopls. His dance in their 

company. The ecstasy experienced by them from his music. 

The famous Rasa Panchadhyayl In the Bhaghavotham 

Is condensed into songs and beautiful Jatis suitable for 

dance choreography. Dancers can greatly benefit by 

adopting these songs for their recitals. 

GOpis sing the praise of Krishna.Krishna disappears. The 
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Taranga IX : 

Taranag X : 

. Im 5 Taranga XI : 

Taranga XII : 

gopls search for Krishna. Radha Krishna Samvadam, the 

Gopls rejoice to find Krishna. 

Akrura's mission. He is blessed by the lord. Krishna enters 

Mathura city. 

Kubja and others are blessed. The elephant, Kuvalyapidam, 

Chanura and others are slain - and finally Kamsa . 

Gopis in sorrow at the parting of Sri Krishna. Uddhava's 

mission. Krishna leaves for Avanti to study. Krishna defeats 

Jarasandha. Blesses Muchukunda and enters Dwaraka. 

Rukmini's resolve to marry Krishna and her letter to Krishna 

delivered through a Brahmana messen ger. Rukmlnl 

Svayamvaram. Krishna carries Rukmini away. Their wedding 

In Dwaraka. 

The work Sri Krishna Leela Taranginl Is an authoritative lakshya grantha for the 

topic of raga and rasa.Narayana Teertha portrays in vivid language, embellished 

In delightful music, the various lIIas of Krishna. Each song is preceded by a sloka 

and a vakya or prose passage.The slokas, churnikas, musical dialogues, darus, dvlpadas, 

chatushpadis and the songs Interspersed with jatis add interest to the work. 

The Important characters that come across in the opera are Vishnu, Brahma, 

Bhumldevl, Sanakadl munls, Devakl, Vasudeva, Kamsa, Yashoda, Gopls, Krishna, Rukminl 

and the Brahmin (who took Rukmlnl's letter to Krishna). According to Nori Narasimha 

Sastry( 1969) -The charecter of Radha8 was Introduced cleverly Into the story of T aranglnl 

as a Gopl having expert knowledge of Sri Krishna's essential self as paramatma. The 

8. In Srlmad Bhagavatham. there does not appear any direct reference to Rodha. by name. Discourse 
30 of Dasama Skandam contains a reference by the Gopls to the distinctive foot prints of young 
Krishna Interspersed wtth those of a lady- an Intruder who rouses the anguish and Jealousy of the 
Gopls. Radha's relationship with Krishna. culminates In their union In Jayadeva's Glta Govlnda. Jayadeva 
looks up on Radha as the Jlvatman tied by the bonds of samlara. In Glta Govlnda. lyrical eroticism 
finds free expression In Radha-Krlshan cult. Vatl Narayana Teertha's treatment of the Radha concept 
and episodes whclh occur In the relevant Tarongamsls closer In spirit and content to Srlmad Bhagavatham 
than to Glta Govlndam. 
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character of Radha Is not found In Srlmad Bhagavatham.Under her guldence. the 

other Gopls realise the true nature of Krishna. The difficult port of Bhagavatha. Goplka 

Vastrapaharana has been handled in a masterly way in Sri Krishna Leela Taranginl 

by Narayana Teertha.ln the dialogue between Gopls and Krishna. the Gopis ask for 

their Avaranam to give them. infact Avaranam does not exist at all. Here In this 

context. Avaranam means Aham or Ahankara.-

COMPOSITION: In the composition of Krishna Leela Tarangini Narayana Teertha 

has made use of 39 Ragas.He has used both Raktl Ragas and Apoorva Ragas. He 

has composed 16 songs in Kambhoji. 13 In Madhyamavathl. 16 In Nadanamakrlya. 

14 In Saurashtra. These ragas appear to be his favourites. The Apoorva ragas used 

by Narayana Teertha are Dvljavanti. Mangalakapi. Navroj. Desakshl. Gaurl etc. A 

great variety Is presented In the manner of the songs. The songs of the Taranglnl 

present in the seventh tarangam is fascinating. It is refered as suladl sa pta raga 

tala mallka tarangam. It commences with Dhruva mandala describing Rasa ilia 

vilasam. It is said that this song was sung by Sura Vanithas describing the glory of 

Rosa showering flowers in admiration and enjoyment. At the end of each song. jatis 

have been added conveying the devine rapture. The Suladi Saptama Tarangam 

begins with Nata Raga In Dhruva tala and goes on to Madhyomovathl. Pontuvaroll. 

SrI. Ananda Bhalravl. saurashtra and Todi Ragas and Mattya Rupaka. Jhampe. Trlputa. 

Vllamba and Eka Talas. He has added jatis in many more songs. whenever he found 

the subject suitable. One such song beginning with -Bala Gopala Mamuddhara­

In the third Taranga is the most popular of all the songs. In the Jatis the saint poet 

has skillfully introduced the essence of Maha Vakyas in expressions like 'Tadhi-Twama­

Vasl-Twa Maham' etc. Another such song is in the 8th Taranga beginning with 'Adwaya 

Mokhanditam·9. 

On the word Daruvu. Nori Narasimha Sastry explains that. the word Daruvu . 
. 

is linguistically a corruption of the Sanskrit word Daruvu; but it is not a refrain. It is 

generally used to describe the entry of a character and very shortly describes him. 

(Patra Pravesa) 

At the beginning of each Taranga. the story going to be presented is described 

in a plain Anushtubhs shortly. Anushtubhs are metres. consisting of four Padas of 

eight syllables each. the whole stanza consisting of thirty two syllables. As for the 

first Taranga. after the usual preliminaries of Vighnesha Stutl and Ishta Devata Stutl 

9. The Gopls are sold to have sung this song Inspired bV their Advalta Anubhava. 

10 
• 



etc, a summary of the entire work Is given and then follows a summary of the first 

Tarango. This Is evidently Intended to be read or sung by the Sutra Dhara.ln these 

preliminary summaries, the words 'Atha Abhiniyate' are very frequently used, clearly 

suggesting that the work was Intended by the author to be acted on the stage. 

These plain narrative verses are 44 In number. There are 302 other verses in this work 

In various metres. They are all of a very high poetiC order. There are also about 

27 Gadyas besides the Introductory connecting Vachanas. These Gadyas are of a 

rare beauty. It is said that Gadyam is the Nikasha of poets. These Gadyas show 

the author as a master of this kind of writing. 

Another remarkable feature of Tarangini, that reflects the greatness of it's author 

is the exposition of the highest truths of the Advaita Vedanta in such incidents as 

the Gopika Vastrapaharana and the Rasalila.The diction in this Taranglni Is fine. figures 

of speech Including Siesha are employed. 

Narayana Teertha Is one of the earliest Sanskrit composers to adopt the 

Dvltlyakshara Prasa In his compositions. Narayana Teertha observes the Prasa Nlyama 

at the beginning which Is a charecterlstlc feature of the Telugu language. Another 

significant feature Is the use of the Andhra yatl, which Is called 'Maitri·. It consists 

of the use of a similar vowel and consonant at the place of yatl. 

Dr B.Rajanlkantha Rao. In his book Andhra Vaggeyakara charltramu, points out 

the usage of Telugu Manjarl Dvlpada by Narayana Teertha In his Krishna Leela Taranglnl. 

For example, the patra pravesa of Ugrasena takes off with the daruvu .. Agresaro 

Mahatmanam- In accordance with the traditional Telugu Yakshagana. with words 

Similar to Vedale Nugrasenudu. The other example Is that of first song In the first 

Tarango. which Is a prayer of Vasudeva to Kamsa to spare Devakl. 'He Kgmsg Rgjg 

• 

Norl Naraslmha Sastry pOints out that Andhra dvlpada metre Is yet another feature 

Introduced by Narayana Teertha In his Taranglnl. Narayana Teertha composed duets 

In two situations In the entire work. The first duet occurs In the fifth tarangam 10. between 

Krishna and Gopis. during the Gopika Vastrapaharana. The second duet Is the Radha­

Madhava samvada In the eighth tarangam 11. 

10. The duet here depicts the scene of Goplkavastrapaharana In which Krishna Paramatma taught Advalta 
taNa to the Gopls who had given up the clothes which could be called Maya or Ahamkara . 

11. The manifestation of Radha's Srlngara rasa In this piece Is only symbolic of the yearning of the human 
soul for God. The Lord', response Is consistent wtth Yatl Narayana Teertha's highly splrltuallsed sense 
of Srlngara. 
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Norl Naraslmha Sastry also brings out the customs followed In the marriage 

celebrations of Rukmlnl and Sri Krishna In accordance with the Andhra Brahmin families. 

as shown by Narayana Teertha In the Taranginl. The Patrlkalekhanam (By Rukmlnl 
, 

herself) the spouting of Akshata. the desclptlon of the prescribed vedic rites In the 

song Brahmagranthimkuru all testifies the knowledge of Narayana Teertha. He also 

referrred to Naga-bali (Nag a-Valli) performed. following the Homa. which Is prevalent 

among Andhra Brahmin families. 

Dr Ohara Ramanatha Sastry of Ongole.looks up on Taranginl as proof of Narayana 

Teertha's rare mastry of diction. his poetic genlous. his familiarity with rhythamlc nuances 

and his aesthetic exellence. Krishna tatva is pot rayed with out the touch of eroticism. 

Sri Krishna Leela Tarangini embodies the theme of Madhura Bhakti and reflects 

the truths of Advaita Vedanta decorated in language of beauty and soulful music. 

Sri Krishna Leela Taranginl of Narayana Teertha has other distinctive features. 

Tarangams are of very flexible nature. It can be danced to abhlnaya. nrltta and 

nrltya. giving ample scope for elaboration as it was written by Narayana Teertha 

for the purpose of dance and to be performed on stage. The Tarangams can also 

be sung as Sanklrthanas with devotion to Lord Krishna as is done in Bhajana Sampradaya. 

In the next few chapters I intend to come up with the study of Tarangams 

In Its three variant forms. 

Tarangams - In its Bhajana Sampradaya Tradition. 

Tarangams - As performed by a solo artiste in the Kuchipudi repertOire. 

(With special reference to Tala system in Tarangams) 

Tarangams - In its yakshagana pattern. 

The Sri Krishna Leela Tarangini is the blend of poetry of high literary values. 

clubbed with divine ideas. with rich melodic music. graceful dances altogether making 

It a Bhaktl Pradhana Sravya Drisya Kavya. 
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The Illustrious author of\Srl Krishna Leela Taranglnl. the longest opera In Sanskrit 

Is Saint Narayana Teertha, a great vaggeyakara, who lived In the 17th century. Prior 

to the period of musical trinity, the vaggeyakaras of earlier times were more devoted 

towards their work and the Almighty GOd. Neither the vaggeyakaras took Interest 

In recording their life history nor the desciples of the vaggeyakaras. Under such 

circumstances, one has to depend a great deal on the family tradition, to throw 

light on some of the aspects of their lives. It is against this background the life and 

achlvements of Narayana Teertha, has to be recaptured. 

There are conflicting view points on the period of his life, place of birth, hiS 

sanyasa asrama, his final phase of life ,his visits to various places and other aspects. 

The period of his life, whether he lived in the period 1675AD -1745AD or 1580AD 

-1680AD is still a matter of debate. Many scholars and musicologists expressed their 

opinions and gave their versions based on the studies made by them, local impressions 

and traditional versions. 

Narayana Teertha was a Paramahamsa Parivrajaka of TIrtha sampradaya. His 

father's name was Nilakanta Sastryl and mother Parvathi. Narayana Teertha's name 

prior to taking the apat sanyasam was Govinda Sastry. His surname or house name 

Is Tallavajjhala. 

Pisupati2 is another family name or surname given to Narayana Teertha by 

the scholars. But the surname Tallavalihala appears to be correct based on the note 

given by swami Sivasankara Sastry,a descendent of Narayana Teertha. In the house 

name Tallavajjhala, vajjhala denotes a Moster and Talla Is said to signify Jnana.Thus 

the house name taken as a whole means Mosters in Jnqoq. Govinda Sastry was 

an adept In all the six Sastras including the two mimamsas, studied under Vasudeva 

Pandita for twelve years. Even while he was studying sastras. he was very fond of 

music and was used to sing about Srikrishna In ecstacy. 

Govlnda Sastry's native place was Kaja. a village in the Guntur district, about 

eight miles from Guntur on the road between Guntur and Vijayawada. Govinda Sastry 

had no children as he took up orders early in his life. Govindo Sastry's brother's 

family still live in Kaja and other parts. The family is as follows:Govinda Sastry's brother's 

1 V.R.Krlshnaswamy of Varahur Is of the view that Narayana Teertha's father Is Ganagadhara. But the 
name Nllakantha Sastry was finalised by most of the scholars. especially Swami Sivasankara Sastrl 
a scion of a branch of the Narayana Teertha family. 

2 Dr. Arudra In hiS book AnOOra Samagra Sahltyam Vol -VII mentions another family name given to 
Narayana Teertha which Is Plsupatl.But 
Swami Sivasankara Sastry confirms Tallavaliahala as the surname. 
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son was (1) Naraslmha Sastry. whose son was(2) Rajagopala Sastry . who had a son 

(3)Raghunandana Sastry. He had a son by name (4) Rukminlswara Sastry. who in 

tum had (5) Gangadhara Sastry. He had a son (6) Srikrishna Sastry who was sixth 

in the lineage and was bom In 1848 AD Srikrishna Sastry had two sons the elder 

(7) Gangadhara Sastry and the younger (8) Swami Sivasankara Sastry. A" the members 

of the family. except Srikrishna Sastry took up orders (sanyasa asrama) some time 

In their lives. The Tallavanhala family has many other branches and all of them claim 

Narayana Teertha as one of their family. There is also a tradition in the family that 

each member of the family should learn atleast three songs from Sri Krishna Leela 

Tarangini. Sri Sivasankara Swami. who was born In 1892. the younger son of Srikrishna 

Sastry. the eighth In the lineage. has collected Information from many families about 

the antecedents of Narayana Teertha and recorded In his article In the souvenir 

volume of Vavilla Venkateshwara Sastry's Shastipurti celebration. 

Acchamma. the wife of Govlnda Sastry was a very pious lady. Her parent's 

house was on the southern bank of Krishna river in an Agraharam called Ginjupalli. 

oppOSite to the famous Vedadri Narasimha Kshetra. 

Once Govlnda Sastry was going to his father - in - law's house from Vedadrl. 

swimming the river as usual. Suddenly in the mid river he felt exhausted and felt 

that his last moments had come and having religious temperement. he wanted to 

leave the world by taking A'tura Sanyasa3. After this. he soon touched hard ground 

and crossed safe to the other side.When he went to his father - in - law's house. 

his devote wife saw a sacred Sanyasl with a halo round his head Instead of her 

husband. This confirmed him In his resolution and he then renounced this world taking 

up Sanyasa with a" the regular rites as is ordained In such cases and was initiated 

by Siva Ramananda Tirtha Swamy. After initiation into Sanyasa Asrama Govlnda Sastry's 

name was changed to Narayana Teertha by his Guru. Narayana Teertha then 

proceeded to Kosi. 

Narayana Teertha remained at Kasi for a number of years and imported Sastric 

knowledge to both lay and sanyasi desciples. The desciples of Narayana Teertha 

are scholers In Sanskrit and are authors of well known works. 

3 Some scholars are of the view that Atura or Apat Sonyasa having been forced on him In the middle 
of the river has no place In the story and that he took to sonyasa on his own.because by his early 
studies In vedanta and the lastras he was Inclined towards adopting that way of life. 
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NARAYANA TEERTHA'S DISCIPLES AND THEIR WORKS 

DISCIPLE 

1. Kashmir Sadananda 

2. Andhra Maheshwara Teertha 

3. Gowda Brahmananda 

WORK 

Vedanta Scram .ls1 

Tllaka Vyakhya 

on Srlmad Romayaoa 

Commentary -

Laghuchandrlka on 

Sri Brahmananda 

Saraswathi's Adwaita 

siddhi 

The work Laghuchandrika Is otherwise known as Gowda Brahmanandiyam atter 

the author. Gowda Brahmananda. In his work refers to Narayana Teertha as a scholar 

In Shatsastras. 

Narayana T eertha himself wrote a number of sastrlc works also while he stayed 

at kosI. He completed his book Bhatta Bhasha Prakasham, a work on Purva Mlmamsa 

at kasl and the same was printed at Kasl. At the end of this work the followJng 

verse Is seen. 

• Bhagavat sivarama Tirtha Sishyah 

-Munl Nar5yaQa Teertha Namadheyah 

Vyatonot Adhikasi Bhatta Bhasha 

Granthanom Bhatta Noya PrakCisa Hetoh • 

The above verse amply justifies that Narayana Teertha himself was the author 

of Bhatta Bhasha Prakasham and he was a disciple of Sivaramananda Teertha. 

Apart from various works on Sastras, the work Sri Krishna Leela Taranginijustifies 
• • 

the maxim laid down by the great scholars of kasi. 

After staying for some years In kasl. Narayana Teertha started on a pilgrimage 

to the holy places all over India. Foremost among the piaces he visited was Prayaga. 

There he composed a song on the Trlveni Sangama in TARANGA I. The paliavi of 

the song· RAMKRISHNA GOVNDETI NAMA SAMPRAYOGE I KAMA MiHA SNATAVYAN 

SARVOTTAMA PRAYOGE •. Here, he goes on to say that it is beyond direction, location 

and time alone leads one to the highest goal. He describes Ramo Nama as Ganga, 

Krishna Nama as Yamuna and Govlnda Nama as Sarawathi. 
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Narayana Teertha, later vistied Mathura, where in ecstasy, he composed· RAMA 

MADHURA NAGARI RAMYA HEMA I GOPURA PRAKARA KALlTA·. This song Is now found 

in IX TARANGA. In this song Narayana Teertha describes the beauty of Mathura, and 

hailing the gopuras, pranganas etc. He also says in this song that Mathura is filled 

with people who are educated, decent and dignified and above the creation of 

LORD BRAHMA. 

From Mathura, Narayana Teertha proceeded to visit Puri Jagannatha. During 

his stay there, hecommposed the song· SUBHADRA BALABADHRA SUDARSHNA SAHITHA· 

which is incorporated at the very beginning of the work in the first TARANGA. From 

Purl Jagannatha Narayana Teertha travel widely over the Andhra country having 

been invited by his disciples, friends and his kith and kin in his purvaasrama. It is 

said that in Andhra Desa. he stayed for a very long time and completed most of 

the songs 0f Sri Krishna Leela Tarangini. Narayana Teertha recorded his visits to many 

of the holy places both in Andhra and elsewhere In the country in many of his songs. 

The following Is the list of the T ARANGA songs he had sung or composed during 

his visits to the holy places. on the presiding deity of the shrine. 

1 TARANGA SONG 

1. RAMAKRISHNA 

GOVINDETI 

(TARANGA - I) 

- - -2. RAMA MADHURANAGARI 

(T ARANGA - IX) 

3. SUBHADRA BALABADHRA 

SUDARSHANA SAHITA 
(TARANGA - I) 

4. JAYA JAYA DURGE 

JIT VAIRI VARGE 

(TARANGA - I) 

5. MATSYA KURMA 

VARAHA NARAMRUGA 

(T ARANGA - I) 
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6. KARUNAYAVALOKA YAMAM • 
(T ARANGA - VI) 

-
7. MANGAJ,ALA YA MAVAVADEVA 

(TARANGA - I) 

8. VEDADRI SHIKHARA NARASIMHA 
(T ARANGA - XI) 

9. VIKSHEKADADEVAM 

(T ARANGA - XII) 

10. AVALOKAYATA SRIGOVINDAM 

(T ARANGA - X) 

- -11. JAYAJAYA RAMANATHA 

(T ARANGA - I) 

12. GOVINDAGHATAYA • 
(T ARANGA - II) 

13. BALAGOPALA KRISHNA 
PAHI PAHI 

(TARANGA - III) 

14. PASYATA PASYATA 
BHAGAVANTAM 

(TARANGA - III) 

AGIRIPALLI 

MANGALAGIRI 

VEDADRI 

KUCHIPUDI 

SRIKAKULAM 

VARAHAPURI 

GOVINDAPURAM 

SIDDHANTAM 

TIRUPPONTURUTTI 

There Is a strong tradition in the Andhra countrythat the ailment he was suffering 

from was cured by performing Pradakshinams to God Narasimha In Singarayakonda 

near Addankl In the Guntur district. A further tradition Is preserved that Narayana -
Teertha remained for a long time at or near Addanki and taught the songs of the 

work Sri Krishna Leela Tarangini to sixty families in those parts. This tradition Is confirmed 

by the fact that even now many families around Addanki continue learning and 

teaching the songs in the very way they were first taught. 

As to how Narayana Teertha came to Tanjore area, there Is no authentic 

Information. But there Is a traditional story told about this. One night In the village 

called Nadukkaveri, In an empty Mandapa, Narayana Teertha afflicted with severe 
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stomach - ache4 was undergoing acute pain. As a little drowsiness come on him, 

he hod a dream In which he was told • Early momlng when you woke up , you 

will see on animal , keep following it and at the place to which It brings you and 

vanishes, you will be rid of this stomach ache . • When It downed and Narayana 

Teertha, opened his eyes, they fell on a boor which was standing In front of hlm.The 

animal began to move and he followed It. They went for few miles and reached 

the village Varahur. otherwise called Bhupatirajapuram. In that village was a temple 

dedicated to Lord Venkateswara and the boar that was leading Narayana Teertha 

vanished into the temple. It then struck Narayana Teertha that it was the Lord Harl 

once incarnated as the great boar who had again. out of his compassion for him, 

showed himself as boor and brought him to that temple of Venkateswara and that 

If he stayed on and worshipped Lord Venkateswara in the shrine, he would get rid 

of his malady. The story is narrated in the opening part of the poetical work Sikyotsava 

Prabandha of Narayana kavl of Varahor (1868 - 1935). There is also a sanskrit stotram 

on Lord Venkateswora at Varahor, where again the above mentioned episode Is 

touched upon. 

Narayana Teertha stayed on in Varahur and became freed of his ailment. 

Consequently, the sanctity of the shrine and the village increased. It was hear, as 

on oct of grateful homage to the deityhere, that Narayana Teertha completed and 

dedicated his musical play on the story of Lord Krishna. From his birth to the marriage 

with Rukmini. the Sri Krishna Leela Tarangini. The dedicatory song at the beginning 

mentions ·Sri Varahapura Venkatesa .. : .pa During his stay in the south, Narayana 

Teertha appears to have visited Melattur. which was called Achyutabdhl before It 

was given as an Agraharam to Melattur Bhagavatars. This Achyutabdhi Is referred 

to In Parljatapaharana Nataka5 1n Telugu, another work of Narayana Teertha. Narayana 

Teertha was a connectlg link between the Kuchlpudl Bhagavatars of Andhra and 

Melattur Bhagavatars of Tamllnadu, because Parljatapaharana Nataka finds a prime 
, 

slot Inthe repertoire of Kuchlpudl Bhagavatulu. The other famous Parljathapaharanamu 

In Telugu Is the work of Mulapurusha of Kuchlpudl. Siddhendra YogI. 

4 According to widely prevalent verslons.the stomach-ache that Narayana Teertha was suffering was 
the manifestation of Krishna dancing on the saint's belly. 

5 Dr. V.Ragohvon and Sri VSV Guruswaml Sostrl affirms that In the collections of the TanJore Maharaja 
SerfoJI Saroswotl Mahol IIbrary.there Is on Incomplete.damaged manuscript of ParlJathapaharana 
Yakshagona In Telugu attributed to Narayana Teertha. Some of the Andhra Scholars say that 
Bhomakalapam - the gem of Kuchlpudl tradition which was also called ParlJathapaharana was the 
creation of Siddhendra Yogi and In composing this work.Slddhendra was Inspired by his Guru. Narayana 
Teerth's ParlJothapaharana Nataka. 
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The works other than Sri Krishna Leela Taranglnl, that are attributed to Narayana 

Teertha are as follows: 

1. ParlJathapaharana Nataka - Telugu 

2. Bhatta Bhasha Prakasham - A work on Purvamlmamsa 

3. Sandilya Bhaktl Sutra Vyakhya. • 

4. Samkhya Karlka Vyakhya. 

5. Samkhya tatwa kumudl vyakhya. 

6. Nyaya Kusumonjall tlka 

7. Nyaya Muktavall tika . 
• 

8. Yoga sOtra Vyokhya. 

9. Siddhanta Bindu laghuchandrika 
-10. Vedastava Tika 

• 
-11. Vedanat Vibhavan Tlka 

• 

12. Hari bhaktl Sudaroava6 - An incomplete Sanskrit commentary on the 10th 

Skanda of Bhagavatha. 

After spending tew years ot his last days In Tamil land. Narayana Teertha finally 

retired to Tirupunturtti. in the TanJore district. near varahur. Narayana Teertha attained 

slddhi In Tirupunturttl village and his samadhl stands there under a mango tree. The 

date of his final Siddhi Is given as 1745 on Thursday. the elgth day of the bright 

half of Phalguna lunar month7• according to Kurugantl Sitarama Bhattacharya who 

Is the author of the History of the Tanjore Naik Kings . 

• 

6 The manuscript of this kalIYa Is In the Telugu script In the Madras Oriental mansucrlpts library. The 
beglnlng of the verse on Ganesa Is similar to that of In Taranlglnl which goes :- Hlmaglrltanaya 
Patyam" ........ .. 

7 Tamil scholars put It dawn as corresponding to the Krlttlka star. the eighth day of the bright half 
ot the month Masl. 
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NARAYANA TEERTHA'S 'MUDRA" 

The songs of Narayana Teertha in Sri Krishna Leela Tarangini carry the mudra 

Narayana Teertha In many pieces. A large number of variants of his name is also 

found in other songs. 

Out of 155 songs he has composed for Sri Krishna Leela Taranginl. only two 

songs go on with out the mudra of Narayana Teertha. In one of the songs. he mentions 

himself not by his name but as the disciple of Sivaramananda.ln Tarango VIII. beginning 

with 

- -• DEVA DEVA KVEn TAM 
• 

MRIGAYAMA VAYAMIHA ----

The other song In which Narayana Teertha did not even hint at his name !s 

the one in Tarango I. The song begins with 

• HE KAMSA RAJA SUTA 

HE NARA SRESHTA----

ThiS song Is addressed to kamsa by Vasudeva. Nori Naraslmha Sastry (1969) 

says that evidently Narayana Teertha did not like to add his own name in such a 

song. 

The word Govinda is frequently mentioned in the work Sri Krishna Leela Taranglnl. 

This reminds one of his former name Govlnda Sastri before he became a Yatl. Narayana 

Teertha also refers to Sri Krishna as Vasudeva. By this act he was always reminded 

of his Guru. Vasudeva. at whose feet he mastered the six sastras as a lay man. 

Norl Naraslmha Sastri also points that It is most probable that Narayana Teertha was 

initiated in to the Vasudeva OWadasaksharl Mantra by his Guru Vasudeva. That is 
, 

why at the beginning of the work. he pOints out the real Adhlkarl of this work Sri 
-Krishna Leela Taranglnl as one having Bhaktlln Vasudeva Bhagavan. with the words 

Vasudeve Bhagavathl suggesting almost all the letters of Vasudeva Dwadasakshari 

Mantra. 

As Sri B. Natarajan pOints out. the songs of Sri Krishna Leela Taranglnl are essentially 

prayers to Vishnu. Krishna and Durga In which ail the attributes of Supreme Being 

are brought out. Narayana Teertha covered the emotional outpourings and the prayers 

of the characters In Krishna's story In the list of his melodious music and identified 

himself with the characters themselves while affixing his Mudra to each song. Narayana 

Teertha completes each of his songs with his Mudra. deeply conscious of his being 
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Sanyasl, lost In deep meditation on the Supreme Spirit. 

Many variants 'of the Mudra Narayana Teertha have been used. An analysis 

of the variants of the Mudra Is as follows: 

-Dhlra Narayana Teertha 

Sacchidananda Dhlra Narayana 
-Narayana Dhlra 

Munl Narayana Teertha 

Narayananda Teertha 

Narayana T eertha 

Nandita Narayana Teertha 

Bhavya Narayana Teertha 

Sarasa Narayana Teertha 

Sadhu Narayana Teertha 

Siva Narayana T eertha 

Siva Narayananda T eertha 

Hari bhaktha Sivanarayana Teertha 

Guru Bhaktha Siva Narayana Teertha 

Yatrlvara Siva Narayana Teertha 

Siva Narayana Teertha Yatl 

Sevaka Siva Narayana Teertha 
-Dhlra Siva Narayanana NandaTeertha 
-Dhira Siva Narayana Teertha Yati 

Siva Narayana Yati 

Siva Narayananda Yatl 

Siva Sankara Narayana Teertha 

Vara Narayana Teertha 

Yogi Vara Narayana Teertha 

Narayana Teertha Yatina 

Yati Narayana Teertha 

The other rare mudras are: 
Ghatita Narayana Teertha • 

Siddha Narayana Teertha 

Sri Harl Bhakta Narayana Teertha 
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Bhakta Narayana Teertha 

Guru bhaktha Narayana Teertha 3 

The list goes on. The above mentioned are only examples to reflect the variety 

In Mudras. 

Once again Sri Natarajan explains that the structure and texture of Sri Krishna 

Leela Taranginl have strong Internal proof to justify the conclusion that the various 

songs In the Twelve Tarangams had been composed by Narayana Teertha at the 

different centres he visited during his sojourn in the North and the South. A large 

number of families descended from his disciples at Vellatur. Kuchipudl. Addankl.and 

Ongole areas In Andhra Pradesh shows that many of the compositions were ready 

even before Narayana Teertha moved to Tamil Nadu and taught them to a large 

number of disciples before he left the Andhra desa to Tamil Nadu. One can conclude 

by saying that at Varahur. Narayana Teertha finalised or gave finlshlnq touches to 

the full text Sri Krishna Leela Taranglnl and dedicated it to Sri Varahapuri Venkatesnwara 

Swami in the final phase of Is life. before moving to Tlruppunturutti. where he attained 

Siddhl In 1745 AD. 

THE PERIOD OF NARAYANA TEERTHA 

There are conflicting view points on the period of Narayana Teertha. whether 

he lived in the period 1675 AD - 1745 AD or 1580 AD - 1680 AD. Scholars and musicologists 

who made an extensive study on the life of Narayana T eertha Interpret their versions 

based on local Impressions. traditional stories and family traditions. 

In his book, Great Composers - BOOK', Prof: P.Sambamoorthy says that Narayana 

Teertha lived In the 17 century8. 

Sri T.S.Parthasarathy In his book Music Composers of India ( 1982 ) says that 

Narayana Teertha was born In 1675 AD9. 
-

Dr. V.Raghavan writing for the Vuyyur Raja Venkatadrl Appa Roo's Telugu Edition 

of Sri Krishna Leela T aranglnl In 1948 says that Melattur Is called Achyutabdhi after 

Achyutoppa Nayak, the son of the founder of the Tanjore Noyok line. In the lost 

line of his Parljathoharono Notaka, Narayana Teertho refers to god Voradaroja at 

8. This fits In with the generally accepted view· 1675 AD year of birth; 1745 AD year of Slddhl. 
9. His views also fits In with the above sold date •. 
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Achyutabdhi. 

The lines go the following way : 

; , -
, Soranam Saranam Munindra Sannuta • • I _ 

Sara.,am Kamala Nayaka 

" Sara.,am Achyutapura nivosa SvCimi Varadarol -Prabho '. 

Achyutappa's date is 1561 AD - 1614 AD. Hence Narayana Teertha must be 

definitely later to this King's time. As Narayana Teertha was earlier to Thyagaraja 

( 1767 AD - 1847 AD) we may take him to have flourished between about 1600 

AD - 1750 AD. Thyagaraja's guru was Sonti Venkataramaiah and Venkataramayya's 

father Sonti Venkata Subbaiah was Narayana Teertha's disciple. By this we can amply 

justify that Narayana Teertha flourished much earlier to Thyagaraja. 

In Tanjore library there is a work called" PANCHAKOSAMANJARI- lO written 

by the disciple of Siva Narayananda Tirtha. The manuscript belonged to king Tulaja 

of Tanjore (1765 AD - 1787 AD). If Narayana Teertha and Siva Narayananda are 

same, then we may take King Tuiaja's time as the lower limit of tirtha's date. Then 

Narayana Teertha might have lived between 1600 AD - 1765 AD. This is according 

to the opinion of Dr. V.Rahavan, but the period 1600 - 1765 a gap of 150 years 

appears to be a large period In determining the exact period of a person. 

Swami Siva Sankara Sastri ( 1892 AD ), a scion of the eighth generation of 

Narayana Teertha family, in his contribution to the Devanagari edition of Sri Krishna 

Leela Tarangini published in 1969, by Sahiti Samiti. Repalle, and in the comprehensive 

article he had contributed to the souvenir issued in 1952 on the occasion of the 

shastipurthi of Vavilla Ramaswami Sastrulu, agrees with the views of Dr. V.Raghavan 

on the period of Narayana Teertha. Swami Siva Sankara Sastri refers to Panchakosamanjari 

evidence and infers that the Maratharuler referred to in the manuscript was Tulaja 

Ii (1765 AD - 1787 AD ). So one conclusion is that Tirthulu preceeded Tulaja II. Swami 

Siva Sankara SastriquotesNarayana Teertha's Yakshagana, Parijathanataka where in 

the last charana, he refers to Achyutappa Nayak and Varadaraja. Siva Sankara Sastri 

arrives at a broad conclusion that Tirthulu belonged to the period between 1561 
• 

AD - 1782 AD which is a big sweep of nearly two countries. So, the reference in 

the manuscript must be to Tulaja I (1782 AD - 1736 AD) and not Tulaja II. 

According to Swamlnatha Atreya of Tanjore, who made an In-depth study of 

10. Panchakrosa Manjarl according to some texts. 
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Narayana Teertha and Taranglnl, Siva Ramanananda Tlrtha, the guru of Narayana 

Teertha, directed him to proceed to the south to meet Bodhendhra Swami at 

Govlndapuram to seek Inspiration from him for stabilization of knowledge and 

devotion. According to the chronology available in punyaslokamanjari on which Is 

based Jagadguru dlvya charitam, Bodhendra swami attained samadhl In 1692 AD 

at Govlndapuram, before Narayana Teertha could reach Govindapuram. This brings 

us to some reasonable conclusion that Narayana Teertha's year of birth could be 

1675 AD. 

Again, Swami Siva Sankara Sastri says that his father Krishna who was born In 

1848 lived upto 1952 I.e 104 years. Allowing a gap of 25 to 35 years between father 

and son a mere arithmetical computation would establish that Narayana Teertha 

and Narasimha sastri (Son of Narayana Teertha's brother) were contemporaries. This 

arithmetic also establishes that the commonly accepted view of Narayana Teertha's 

period 1675 AD - 1745 AD is justified. 

Dr. B.Rajnlkantha Roo, a playwright, musician and poet and the author of Andhra 

Vaggeyakara charitamu, quotes, cheruvu Lakshmlnarayana Sastri, saying that Sivarama 

TIrtha, the guru of Narayana Teertha had written a Sanskrit work cal/ed • GURU 

CHANDRIKA • and was a resident of Kanchl and lived in the period 1675 AD. From 

this Dr. B.Rajnlkantha Roo says that Narayana Teertha should have lived up to 1700 

AD and his year of birth would be around 1580 AD and could have gone to south 

before 1614 AD and lived up to 1680 AD 11 . 

Dr. B.RaJnlkantha Roo In his book on kshetrayya (1978) expressed the view that 

Narayana Teertha must have left his native place and settled in Tanjore in the period 

between 1561 - 1595 AD and finally attained liberation at Tlruppunturutti. This view 

of Dr. Roo must be based on the view that Narayana Teertha was among the first 

batch of Telugu Brahmana families moved to Tanjore du'ring Achyutappa Nayak's 
~ 

rule. If this view Is accepted then the date of Siddhendra yogi gets distorted as 

it is said that Siddhendra yogi is the junior contemporary of Narayana Teertha. 

If Narayana Teertha's guru Sivarama TIrtha were to have lived In Kanchi round 

about 1675 AD up to 1700 AD, we can not accept the view of Dr. Roo that Narayana 

11 Dr. Ohara Ramanandha Sastry.referrlng to Or.B.Rajlnlkantha Roo's view that Narayana Teertha lived 
upto 1680 AO.llnks Panchakosa Manjarl In the connection ot Tulaja I with that ot Tulaja II. Hence 
the reternce II only to Tulaja I and not Tulaja II. If the conclusion that Narayana Teertha belonged 
to a period at least one hundred years earner than Tulaja II (1763 - 1787 L means that Naryana 
Teertha', period was 1580 - 1680 AD; thI' Inference doee not appear correct. 

2S 



• 

• 

Teertha was born around 1580 AD and moved to south before 1614 AD and lived 

up to 1680 AD. This Is for the simple reason that Narayana Teertha has gone to 

his guru for Initiation at a very early age. 

In an attempt to determine the period of Narayana Teertha one has to rely 

greatly on family traditions. the works of Narayana teertha ( which are mentioned 

In the earlier pages of the same chapter ) to some extent help In determining the 

period of Narayan Teertha. Depending on all the observations made. It can be 

reasonably concluded that Narayan Teertha lived during the period 1675 AD and 

1745 AD. 

> 
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ORIGIN: 

The Vedas, Puranas and Itlhasas have given ample significance to the Nama 

Sankeertana as a vital part of Nada Upasana. Infact, the Vedas themselves are based 

on sound system of 'OM' I.e. OMKARA, through which the mankind can fulfill Its desires 

In all directlons.The Nama Sankeerthanam or the Bhajana Is a further evolvement 

of this principle. Bhajana or the tradition of Bhajan, that Is Bhajana Sampradaya 

means the tradition of group of singing and dancing In praise of Lord, continuously 

and repeatedly. In other words, the repeated adoration of Lord In song and dance 

Is the Bhajana Sampradaya. 

, 

'Nama Sankeerthanam Yasya 

Sarvapopa Praoosanam 

Praoamo dhukhasamanah 

Tam namomi Harim param.' 

This Is the last sloka as Phalasruti in the Dwadasa Skandam of Sri mad Bhagavatam. 

I salute to Sri Harl.the supreme Lord. the (loud) chanting of whose name Is 

the easiest way to wipe out all sin.and respectful salutation to whom alleviates all 

the suffering. 

Between 15th and 18th century (AD), there was tremendous upsurge In the 

promotion of Namasiddhanta or Namasankeerthana tradition. Against this background. 

many vaggeyakaras of those times, dedicated their works and involved themselves 

In spreading the culture of the Nama Sankeerthana. 

The authors of the Puranas. the Bhagavatas. the saints, the great musicians 

of the country took upon themselves the soul-stirring task of spreading the Nama 

Sankeerthana tradition. Our sacred books Ramayana, Mahabharata. Srimad Bhagavatham.Srl 

Vishnu Sahasra Namam and the other 18 puranas as also SRI KRISHNAKARNAMRITHM. 
-

NARAYANEEYAM. DASARATHA SATAKAM, NARASIMHA SATAKAM etc. form the main 

authoritative texts for the Bhajana Samradaya school of thought. Bhajana and Nama 

Sankeerthana, together form the social display of devotion that Hldulsm has practiced 

over the ages. Chanting the many auspicious names of the Lord is the main object 

of worship and has been received as the most acceptable form of praise of the 

Supreme Being.The purpose of Nama Sankeerthana Is to direct the flow of human 

emotions Into thoughts of supreme through the path of Bhakti, to shift the emphasis 

from knowledge to devotion (Jnana to Bhaktl) and to invest the Supreme person 

with Infinite exellences. though In human form. This process is achieved by visiting 
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Temples, Worshipping the Icons, by recoiling the Lord's glory In song and donee, 

and by reciting the Lord's nome repeatedly. 

During the Bhoktl movement that was prevalent between 15th and 18 th centuries 

(AD) many exponents of Bhojono Somprodaya tradition flourished and NARAYANA 

TEERTHA 1, the author of the Sri Krishna Leela Taranglnl occupies an honoured place 

among the foremost adherents of this tradition In the south. 

ADI PURUSHAS OF BHAJANA SAMPRADAYA DOCTRINE: 

It was during the 17th, 18th and early part of 19th centuries, that Bhajano 

Samprodaya took a shope with the needed propagation of Bhagovannama Bodhendra 

Swami Srldhora Venkateso. 

Ayyovol of Tlruvlsolnollur (Sohojlrajopurom) and Sodguruswoml of Marudanailur 

(1782 AD to 1817 AD). these three saints are sold to be the Adi Purushas of the Br.ajana 

Samprodoyo tradition In South Indio. • 

RHAGAYANNAMA BOQHENDRA SARASWATI: He was the 59th Pontif of 'Sri Kanchi 

Kamakotl Peethom' between 1638AD -1692AD Bodendra's parents were Kesovo 

Panduronga Aryo and Suguno. Bodendro's nome In his purvosramo was Purushottomo. 

When Purushottamo was five years old, Atmo Bodhor, the 58th Pont if of ' Sri Kanchl 

Kamakotl Peetham' asked his parents, If they would hand over this boy to the Kanchl 

Peethom. His parents agreed to the Idea. By his sixteenth year Purushottama was 

adept In the scriptures and the puranas2. In the presence of his master, he took 

a vow that he would chant the Lord's nome a lakh and eight thousand times daily. 

Purushottama now attained the nome Bodendra and visited Varanasl. On his retum 

from Varanasl- to - Kanchlpurom on the advice of his Guru Atma Bodhor, he obtained 

from Purl Jagannadha Kavl, Bhgggygnngmg koumudl.3 a treatise on Bhagovnnama 
• 

Siddhanta written by his father Lokshmlndhora Kavl. Drawing Inspiration from his Guru 
-

and Lakshmldhora's Bhogovonnoma Kaumudl, Bodendra wrote eight works on 
• 

Bhogovnnoma Siddhonta. They are: 

1) Bhogavannomamruto Rosoyonam 

2) Harlharadvaltobhushanom 

1 Narayana Teertha was an AdValta Sanyall.who formed the part of the contlnous tradition of Advaltlns. 
who had grasped Nadovldya as port of his Sadhana. 

2. Purushottama In company ot Jnanasagara.hls companion studied the scriptures. Jnana. bhakthl and 
valragva. 

3. The Palm - leaf manuscript of Lakshmldhara', Bhagvonnomo Kaumudl Is now being preserved at the 
Marudanallur Matha of Sadguruswoml. 
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3) Namamruta Rasodayam 

4) Namasuryodayam 

5) Namarnavam Harlhara bheda Dhikkaram 

6) Namamruta Upayanam 

7) Namamruta Rasarnavam 

8) Namamruta Tarangam 

9) Murtabrahma Vivekam 

Atma Bodhar appointed Bodhendra as the 59th Pontif of 'Sri Kanchl Kamakotl 

Peetham'. Bodhendra's Ishta Dalvam was Lord Ramo. His Invocation to Ramo, at 

the beginning of his work Bhagavannamamrutha Rasayanam as a prelude to his 

exposition of the Namasiddhanta doctrine is expressed beautifully In the slokas. 

Bodhendra met Sridhara Venkatesa Ayyaval at Madhyarjunam. Hoving been Impressed 

by Sridhra Ayyaval's radiance, Bodhendra stayed on at Govindapuram4 and often 

Joined Ayyaval to discuss about Namasiddhanta. Both Bodhendra and Ayyaval went 

round many villages In the environs of Tiruvidaimarudur and Tiruvlsainallur and spread 

the message of Nama Siddhanta among the people. Bodhendra Saraswati attained 

Samadhl at Govlndapuram on the Paurnaml day of Prostapada month In the year 

Prajotpattl (1614 saka) corresponlng to the 1692AD. 

: Venkatesa Ayyavals' s father was Srldhara Llngaraya 

hailing from Amatya Telugu Brahmana lineage from Rajahmundry In Andhra Pradesh. 

Sridhara was the family nome (INTI PERU). lingaraya was a minister in Mysore state. 

After lInagraya's demise, the ministership was offered to Venkatesa Ayyava/, who 

declined the offer and Instead took up the propagation of Nama - Siddhanta. !:irldhara 

Venkatesa ayyaval, a grlhastha, ( a house-holder) demonstrated most effectively 

that by service and compaSSion to fellowmen and chanting the lord's nome, one 

could reach the presence of the supreme with as much ease as the Paramahamsas. 

Venkatesa ayyaval is the author of the book Bhagavannama Bhusanam. All the works 
-

of Ayyaval's were much earlier than Bodhendra's. Bodhendra held Ayyaval in high 

esteem in his works. While Bodhendra was propogating Ramo Noma, Venkatesa ayyoval 

was chanting siva stuti. Bodhendra and Ayyaval used to engage themselves In long 

hours of discussions on the Noma - Siddhanta. Here it can be pOinted out that though 

Bodhendra was the propagator of Ramo Noma and a Sanyasl, and Ayyaval was 

the propagator of Siva Nama and a Grihastha. the like minded enthusiasm for Noma 

4. Govlndapuram situated on the southern banks of the vlracholan. a branch ot the Kaverl 
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- Siddhanta and identity of views brought them together. Venkatesa ayyaval is also 

the author of the work Sahendra Vllasa5. Ayyaval's attainment of mukthi was a miracle. 

One evening, as usual, when he visited the Mahalingaswami temple at TIruvidaimardur. 

for the Ardhajamapuja, he merged with the lord whom he held so dear. 

SAQGURUSWAMI OF MARUPANALLUR : He was of Telugu brahmana parentage 

of Tlruvlsalnallur. His father was Venkata Subrahmanya Alyar. belonging to the priestly 

class. Sodguru's name at birth was Venkataramana. He was born dumb. After five 

years, his parents sought the grace of Gopala Bhagavathar. who Inturn Invoked 

Bodhendra's blessings and the tarakamantra on the boy. The boy gained the power 

of speech. He was taught Veda - Sastras and soon he was involved in chanting 

Rama - Nama, One lakh eight thousand times. daily. Venkataramana. like Venkatesa 

ayyaval was a Grihastha. A casual prayer to his Ista Devata, ·Oh I Rama Sadguru 

Pahl- made him Sadguru SwamI. Sodguru Swami made a distinct contribution to 

the Nama Sldhhanta tradition while Bodhendra and Ayyaval's essence of the Nama 

- Siddhanta concept was In abstract, Sadguruswaml evolved a new pattern of singing 

of the glory of the lord In words and bhajans to the accompaniment of the musical 

Instruments. The Bhajana Sampradaya and the Klrtana - paddhatl evolved by sadguru 

swami made a much wider appeal and a greater Impact on the people. He gave 

the Nama Siddhanta tradition a new shape. Sadguruswaml's life span was very short. 

According to Matha authorities of Marudanallur, Sadguru was born In 1782 AD and 

passed away In 1817 AD at the age of thirty five years.Sadguruswaml and his pious 

wife, after undertaking an extensive plllgrimage6, came to TIruvisainaliur and shifted 

his residence from Tlruvlsalnallur to Marudanalllur. Sadguruswaml. set up the Radha 

Krishna Bhajana Matha at Marudanallur. As a port of the Nama - Siddhanta discipline, 

he prescribed the dolly performance of six karmas (duties). 

1. PrOto smaraoam \ 

2. Prabodhanam 
• 

-3. Unchav[ftl ( Living by gathering groins ) 

4. Puja 
-5. Sanklrtanam 

6. QokStsavam 

5. Sohendra V1lasa II a historical kavya on the life of Sahajl II. the Mahrotha ruler of Tanjavur.prolslng 
him as an amsa of SlvaHlmaelf. this kavya pinpoints some major political and military events of Sahajl 
11'1 rule. 

6. Having travelled through out Bharatha Varsha. Sadguru Swami had a ftrst hand knowledge of aU 
the compositions In various languages. since the style ot bhajan composed by him Includes keerthanas 
In Sanskrit. Telugu, Kannada, TamH. Hindi, Marath! and other languages. 
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In the evenings the compositions of NARAYANA TEERTHA, RAMADASA, PURANDARADAS 

would be sung and the dolotsavam would round off the day's performance. The 

Dhyana slokas on Bodhendra and Ayyaval would figure In the beginning of the each 

performance. 

Among the important festivals at Marudanallur Matha - Radha Kalyana Utsava, 

Rukmlnl Kalyanam, Rama Navaml festival and Bodhendra aradhana were celebrated. 

Sadguruswaml has to his credit a treatise called -Bhakti Sandeha Dvanta Bhaskarah­

on the bhakthl tradition. Sadguruswaml was the first to bring NARAYANA TEERTHA 

In a high order In the Nama Siddhanta tradition. The credit of Systemmatlzlng the 

Bhajana tradition goes to Sadguruswami .He put In his efforts to evolve a systematic 

pattern In Bhajana singing which Is followed in the same way even today. 

Sadguruswaml's cotrlbutlon In evolving a proper repertoire In the Bhajana 

paddhatlls of distinctive nature. The pattern that has been evolved by Sadguruswaml 

Is as follows: 

-1) SUPRABHATAM: The Gods are Invoked In the morning requesting them to 

get up. . 

2) -GO· - PUJA: It Is the cow worShip, which Is considered very sacred In Hinduism, 

and all the deities are believed to be In the -GOMATHA-. 

3) THODA YAMANGALAM: It Is a common and collective prayer which exactly 

means a kind of song In the form of drama, In which the aid of Gods Is Invoked. 

The Thodayamangalam composed by Sadguruswami comprises the songs composed 

by : 

-
1. Ramadas of Bhadrachalam (Jaya Janakl Ramana) - Nata Raga 

2. Tallapaaka Annamacharya (Saranu Saranu) - Arabhl Raga 

3. Venkatadrl Swami and Purandara Dasa (Murahara Nakadhara) 

- Madhyamavathi. 

4. Vljaya Gopala Swami of Varohur (Devesa Gonarodhita) 

- Saverl 

5. Vljaya Gopala Swami of Varohur (Madhavo Bhovathu Te) 

- Panthuvarali 
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The order of the arrangement of songs Indicate the seniority of composers and 

the ragas selected are the Ghana Ragas, In which ThyagaraJa Swami composed 

the Pancharatnas. These facts prove the mastery of Sadguruswaml over all the 

languages and also In Kamatlc Music. As a preamble to the Thodayamangalam, 

many slokas, mainly from Bhagavatha Puranam, Other Puranas and Ithihasas have 

been selected and Introduced to induce the faith of the devotee In reciting and 

singing Lord's name. 

4) BOOHENDRA GURU VANDANAM: 

A YY AVAL COMPOSITIONS: 

SADGURU SWAMI PRAYER: 

After the Thodayamangalam, the Mahapurushas who mainly taught the Nama 

Sankeertanam are Invoked by singing their praises. In the beginning of the Bhajan, 

three Gurus who are taken as the main pillers of this style, namely, Bodhendra SwamI, 

Srldhara Venkatesa Ayyaval and Sadguruswaml of Marudanallur are Invoked with 

devotlon7• 

5) GITA GOVINDA OF JAVADEVA: The first composition which Is Introduced In 

the Bhajana Sampradaya Is Glta Govlnda Mahakavya of Jayadeva, otherwise known 

as Ashtapadl. While one Ashtapadl Is sung In each bhajan, on festive occasions 

like Radha Kalyanam, Seetha Kalyanam etc the entire composition Is recited. 

6) NARA VANA TIRTHA'S TARANGAMS: Second comes the composition of Narayana 

Tlrtha Swami of Andhra Pradesh, a sanyasl who vividly described the Dasamaskandha 

of Bhagavatham In easy Sanskrit Siokas, Gadya, Padya, Daruvu and Songs starting 

from Vasudeva Devakl Kalyanam upto Rukmlnl Kalyanam. Narayana Tlrtha composed 

the Tarangams In all the Ragas and Talas. Rukmlnl Kalyanam episode Is vividly described 

In this composition. As Sri Krishna Leela Taranglnlls a big composition, only one Taranga 

Is sung during the BhaJan. But In some of the BhaJans only the Tarangams-are sung 

with full devotion. 

7) RAMADAS: Third comes the compositions of Bhadrachala Ramadas In Telugu. 

These compositions are mostly about Lord Rama enshrined at Bhadrachalam Temple. 

Ramadas was Inspired by Lord Rama on many occasions especially on the occasion 

of his release from Imprisonment by Thanlsha. While a number of his compositions 

are available, only one composition Is sung In each BhaJan. 

7. Due to evolvement ot Bhajon lubsequentty. all composers In different languages are also Invoked 
a. gurUi ot Nama Sonkeerthonam. according to the time limit available for conducting the bhaJan . 
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8) PURANDARADASA: Fourth comes the compositions of Purandaradasa of 

Karnotaka In Kannada Language. The klrthanas of Purandaradasa, who Is sold to 

have hod the vision (darshan) of Lord Vlttala. through the devotion and piety of 

both himself and his wife Saraswathl Bal, ore rich In their language, exposition and 

music value. In fact, Purandaradasa Is considered to be the forefather of Carnatlc 

Music giving It a proper shope In Raga. Tala and compositions with the Soh It yo 

requirements. Many of his compositions are like a direct dialogue between Lord and 

himself while some songs are simple and devotional. 

9) SADASIVA BRAHMENDRA: Fifth comes the compOSitions of Sad as Iva 

Brahmendra who took ascetic order without enjoying the Gruhastasrama Insplte of 

his early marriage. He Is supposed to have hod the control and slddhl of Ashtanga 

Yoga. and also that of Khanda Yoga which Is supposed to be known only by a 

handful of people. 

10) GOPALAKRISHNA BHARATHI: He Is supposed to have composed the famous 

Nandanar Charitham In Tamil overnight out of inspiration from Lord Siva when he 

was moved to on extreme point of sarcasm on one occasion. This portion has been 

styled as Nataraja Klrthana, Siva Kirthana and Sambasivadhyanam In Bhajana 

Sampradayam. 

11) THYAGARAJA: He hod the vision of Lord Rama In Tlruvayyaru on completion 

of chanting of 96 crores of Ramo Noma. Being the master of Music. he has composed 

three different styles of klrtanas : 

1. Kirtanas of high music value which can be handled only by learned music 

people. 

2. Utsava Sampradaya klrtanas sung on special occasions . 

• 
3. Dlvyanama Klrtanas, very simple ·In nature. can be easly followed by 

commeners. In the Bhajana Sompradaya only kirtanas In the third category 

have been included. 

12) KABIRDAS. TULSIDAS etc: Though not fully In vogue, Hindi kirtanas composed 

by Kabirdas, Tulsldas. Meera bol are sung in many places in recent times. 

13) UPACHARA MANGALAM AND OHYANAM : It Is the humble belief of all thot. 

all the klrtanacharyas who were Involved in singing their compositions are splrituolly 

with us and with their blessings the SHODASA UPACHARA prescribed In puja vldhanam 

In BhaJana style Is done to the lord. 
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14) DHYNA MANGALAM: Here comes the Important portion of Invoking all the 

lords worshipped by entire length and breadth of the country. the general order 

followed Is a sloka, a klrthana and a Namavall In praise of the Lord Invoked. Here 

a chance Is glvenfor extensive singing based on the musical knowledge of the 

Bhagavathars assembled. 

15) DEEPARADHANA : This portion Is styled as Dlvya Nama Sanklrthana and Is 

considered to be the most Important section of this Bhajana style8.The greatness 

of this portion Is that the Bhaktas go around a Five - Faced lamp singing and dancing 

In ecstacy. The authority for this Is derived from the Garudapurana Sloka9. Another 

factor which goes to the credit of this portion Is that the body and mind are completely 

engrossed In Nama Sonkeerthanam as the dancing aspect Is added to It. The climax 

of the Dlvyanama Sankeerthanam Is the recital of Gopika Geetham known as Rasa 

Panchadhyaya In Dasamascandam of Bhagavatham where the true aspiration of 

a devotee Is explained. 

-16) UNCHAVRml : It Is done by every ascetic of high order. It Is living by gathering 

grains, In later usage, doles of grains picked up by the devotee from generous house 

holders, when he goes round the streets singing In Lord's praise. 

These are the duties done In the morning generally In the Bhajana Sampradaya. 

EVENING: 

In the evening the duties that are performed to the Lord are as follows : 

1) SRI ViSHNU SAHASRANAMA pARAYANAM : Reciting the thousand auspicious 

names of Lord Vishnu. 

2) : It Is otherwise known as SAY ANA PUJA. As a conclusion 
• 

of Shajana paddhathl, all composers have made their own style of Sayanotsavam -
or Pawallmpu. Lord Is endeared to sleep In a sliver cradle as an affectionate Mother 

does to her Child, and Srlngara Shaava Is added to it as In between a husband 

and wife. When ultimately Lord retires to bed, prayers are Invoked In absolute faith 

and surrender, warding off all the Influence of panchendrlyas 10. 

8. Thalapakkam Chlnnayya Is accredited WIth having started this style of Shajan .but stili there Is no authentic 
records to prove this version. 

9. The sloka In Garuda puranam says that one who goes round the lamp Will be achieving the same 
results as If going round the entire universe. 

10. Predominant songs are taken from the compolltlon of Tyagoroja as well as Annamochorya and at 
appropriate place. the praye" of other composers have been well knit. 
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3) VASANTOISAYAM: Vasantotsavam comprises Radha Kalyanam Seetha 

Kalyanam which are celebrated as a culmination of Dhanurmasa Bajan, Sri Rama 

Navaml Utsavam and Gokulashtaml utsavam. In the morning daily puja Is done followed 

by Unchavrlttl. Unchavrlttl Is strictly followed by all the Bhajana exponents, which 

was done till recently by Brahmasrl Gopalakrishna Bhagavthar of Pudukottal. In a 

traditional manner the Lord Is Invoked In a Kalasa containing Holy water by performing 

Vasantha Madhava Puja. Then follows the usual Bhajana rituals. The Radha Kalyanam 

Is famous all over India and celebrated through out the year during Dhanurmasa 

Bhajan. Seetha Kalyanam is performed during the Ramanavami celebrations. Rukiminl 

Kalyanam Is celebrated only during Gokulashtami celebrations. Lakshml Naraslmha 

Kalyanam is celebrated during the Narasimha Jayanthi. 

Anjaneya utsavam is done as concluding part of all the Kalyana celebrations 

to invoke the blessings of Lord Hanuman. It will be appropriate to mention that all 

Bhajans are started with Ganesha's blessings and concluded with salutations to Lord 

AnJaneya. 

This Is the elaborate ritual that is followed during the Bhajans as devised by 

Sadguruswami of Marudanallur, inspired by Bodhendra Swami and Sridhara Venkatesa 

A yyaval. Bhagavannama Bodhendra Swami, Sridhara Venkatesa Ayyaval and Sadguruswami 

of Marudanallur are widely regarded as the trinity of the NAMA SIDDHANTA TRADITION 

of the seventeeth, eighteenth and nineteenth centuries. 

TARANGAMS IN BHAJANA SAMPRADA VA TRADITION 

Tarangam pieces from Sri Krishna Leela Tarangini, composed by great sai1t 

vaggeyakara Narayana Tirtha are very peculiar in nature. It reflects the Bhagavannama 

Sankeerthana Tradition that is the repeated adoration of Lord in song and dance.Tarangini 

was written in Deva Bhasha (Sanskrit). The artists of the earlier times were well versed 
~ 

in Sanskrit and as such they were able to enjoy the sacred spirit of Sri Narayana 
- -

Tlrtha, while giving the performance of Bhajan. Bhagavannama Mahatyam finds explicit 

expression in the Narayana Tirtha's Sri Krishna Leela Tarangini. 

To elevate the spiritual and mental status of devotees, generally any Bhajan 

is started with the long spells of "OM· - the omkaram, in tune with the sruthL in 

three different octaves i.e. (Sa, Po, So,) and small namam of Narayana Hari Om, 

Ramo Rama etc followed by continuous chorus of Jai Jai kars - such as 

Samastha sadguru manQaliki - Jai 
Slddhl Vinayaka Murthiki - Jal 
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Sri Krishna Bhagavankl - Jai etc 

The devotees going In to rapturous devine chants of Jai Jai karas to the Lord, 

in essence, bringing in an atmosphere filled with devine aura, which helps to cleanse 

the impurities from the minds of all the devotees and brings in the divine spirit.The 

Bhajana Paddhathi, wherein the Tarangams from Sri Krishna Leela Tarangini are sung 

generally beginning with Ganesha Stuthi after the initial rituals. 

Himagiritanaya pat yam 
Hemachala chopasamuditam Tejah 
•••••••••••••••••• 11 •••••••• 

Paripamdhi Ganadhvamsi • 

Surasevy6 Virajate. 

This is the first invocatory sloka of Sri Krishna Leela Tarangini, where in Narayana 

Tirtha offers his prsyers to Lord Ganesha. This sloka is very popular with Harikatha 

performers also. 

The first Tarangam which is 

11 Jaya java swomin java java 

Jaya java jitavaini varga prachanqa 

Jaya java gajamukha 

Jaya java vakratunda ...................... .. 
• 

This is also in praise of Lord Ganapathl. where in Narayana TIrtha describes 

Lord in his various forms. This Tarangam expounds the Bhakti Bhava, with which Narayana 

Tlrtha has composed the work. 

The sacred spirit or the main objective that Narayana TIrtha has seen in the 

singing of Tarangams in the Bhajana Paddhathi is BHAKTHI and Invigorating or help 
, 

Inculcate devotion In the seekers of devotion and peace. The traditionl art of Bhajana 
- -

Sampradaya is to propagate the sequences of the narration while enjoying the 

usufruct 12 of his culture. The famous Taranga:Rama Krishna Govindetl 'in Bhairavi 

Raga and Aditala Is a classic example of Nama Siddhanta Tradition. 

Rama Krishna Govlndetl 

Noma samprayoge ............... .. 

This Tarangam exemplifies the Importance of chanting the Lord's name, as the 

utterance of Ramo, Krishna and Govinda constitute the most holy and wished for 

11. This Is the traditional Sankeerthano called the Todava Mangalam starting with words' Java Java" 
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confluence of Prayag. The utterance of these three names has even more sanctity 

than a bath at Prayag In the Trlvenl Sangam of the Ganga, the Yamuna and the 

Saraswathl. This Prayag of Nama sankeerthana ensures the fulfillment of all wishes 

In this birth and future births. It brings supreme liberation and • Sat - chit - ananda 

Brahmam .13 with In the easy reach of the devotee. This Prayag of Nama Sankeerthanam 

teaches Brahma Jnana /Brahma Vldya, uproots completely the Maya of birth and 

death and samsara and Its basic cause Agnana (Ignorance). Gnana and Valragya 

alone lead to liberation. The supreme can be known with the aid of these three 

names. 

So, there could not be a richer or more Imaginative exposition of Bhajana 

Siddhantha tradition. 

The traditional approach of enjoying the Bhaktl Bhava Is by Imagining the artists 

as Gopikas and Sri Krishna as eternal (Parabrahma) during the performance, forgetting 

the worldly affairs and concentrating the mind at the holy feet of Sri Krishna, that 

Is what Is called· Padarchita Chitta Vruttl- as Brahmarl enjoys the sweetness of kamala 

flower. While giving the performance, the Bhajana artists concentrate upon Bhavamrutham 

of sri Narayana Tlrtha. This aspect Is well portrayed In the following Tarangam 

14Kshemam kuru santatamgopola 

mama kshemam kuru santatam 

komam tava peda 
- -kamale brahmarl bhavathu 

sri man mama monasam 

Madhusudhana ................... . 

This Tarangam Is found In the twelth tarangam In Saverl Raga. In this Tarango, 

Narayana Tirtha prays Lord Krishna, to do always good to him, so that his mind may 
• 

become a beautiful bee at the Lotus Feet of the Lord. -

12. Use and enjoymnet of things with out the right to aUeanate them. 
13. The NamaSOnklrtana- Prayag produces the complete Brahmanandam which Is constant and beyond 

the rise or fall. Manaslkasnanam.wtth the concentration of the mind and with the tongue uttering 
the three holy names. Is the bath that cleanses the heart. 

14. In my thought and In my speech I look upon you. Krishna. as my beloved husband. It should also 
result In a marital union. this Is the essence of Rukminl's prayer to Krishna In this message as composed 
by Narayana Teertha. 
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MAIN OBJ ECTIVE OF TARANGAMS IN BHAJANASAMPRADA VA TRADITION: 

The traditional demonstration of Tarangas usually was and Is not by a single 

artiste. but by group of artists who participate maintaining chorus. The main objective 

In Bhajana Sampradaya Is to maintain 

(0) Sahltya Poshana 

(b) Sangeetha Sarall 

(c) Laya Vlnyasam 

(d) Samuhlka Gana • 

SAHIIYA POSHANA; The Sahltyam (literature) employed In the Sri Krishna Leela 

Taranglnl Is beyond comparison. the outpourings of Narayana Tirtha were due to 

the grace of Lord Krishna and In perfect language and rhythm. The work has sprung 

up from sincere soul and more over. Narayana Tlrtha was an authority on music. 

sastras. vedas and dance. The text Sri Krishna Leela Taranglnlls a wonderful combination 

of narrative dramatic poetry with dialogue. action. dance and music. Narayana Tlrtha 

has composed Taranglnl In chaste Sonskrlt. set to melodious music In the form of 

Vakshagana. Narayana TIrtha Introduced not only ant yo prasa In his Taranglni but 

also observed the prasa nlyama at the beginning. He also used Andhra Yati(Maitri) 

and also Introduced Dwlpada metre. The best example of the dwlpada metre Is 

a song from second tarangam which Is as follows: 

·Sakalalokadhora saccldokara 

praka!lthagamajola padmavIiOla.· 

At the beginning of each taranga. the story going to be presented Is described 
\ 

In plain Anushtubhs shortly. 

While performing a Bhajan. It Is always seen that the sahityam is not distorted 

or disturbed. While giving the performance. the artists concentrate upon the 

of Sri Narayana Tlrtha and try to convey to the devotees the essence 

of Sri Krishna Leela Taranglnl. While giving a performance. the artists concentrate 

upon sahltyam employed and are more dedicated to Bhakti Bhava. 

Narayana Tlrtha employed carnatlc music system In his Taranglnl. 

The same system prevails In the Bhajana sampradaya tradition also. The musical pieces 

composed by Narayana TIrtha In his Taranglnl are very excellent In respect of all 
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three Ingredients - Bhava, Raga and Tala. Narayana Tlrtha made use of well known 

Raktl ragas and the rare Apurva ragas. In the saptama tarangam Narayana TIrtha 

employed all the seven talas and seven different ragas to describe Rasa ilia vllasam. 

This tarangam Is also called as suladl Sapta tala, raga mallka tarangam. For any 

bhaJana performer, the basic knowledge of music Is very essential, as the raga jnana 

and tala jnana are added qualities which bring In the bhajan, the required flow 

and harmony In the atmosphere. All the songs In the Taranginl are set to a particular 

raga and tala. This shows the mastery over the music, which Narayana Tlrtha had. 

While performing a bhajan, the raga bhava Is to be well expressed by the artists. 

The rendering of certain ragas should Itself express the bhava of the song. 

-
I AYAVINYASAM The rythem employed by Narayana Tirtha In his Taranglnl Is 

of very high stature. Nama Sankeerthana builds up the required tempo, with the 

required Instruments and the tempo enables the minds of devotees not to falter 

and to be mentally, totally at the place of Bhajan, and with a controlled performance, 

the devotees will be able to create a divine environment, for the rest of the partiCipants 

to follow. It Is sold that the performance should be controlled because, In the divine 

aura and ecstasy, there Is a possibility that the artists get distorted from raga, tala 

and bhava and may forget themselves and surroundings In a deep dhyana of the 

Lord. It Is because of this, the bhajana artists try to digest the raga, bhava and 

tala gnana deep Into their blood. 

Layavlnyasa Is also singing the songs in various gatis i.e. the Gaits (Nadaka). 

The same song may be danced to Tisra, Chaturasra, Khanda, Misra and Sankeerna 

gatls. One of the examples for such Layavinyasa Is the song In the second tarangam 

In Yadukula Kambhojl ragam, set to Adi talam: Ehl mudam dehl sri krishna krishna 

mam pahl gopala bala - krishna - krishna ............................ . 

The same song when sung and danced to In all t.he five gatis, makes a bhajana 

performance more lively and attractive. 

SAMUHIKA GANAM: The traditional demonstration or performance of a bhajan 

was and Is not by a single artiste, but by group of artists who partiCipate maintaining 

chorus. The Samuhika Ganam helps build up the required tempo. by repeated adoration 

of the Lord's different attributes. The group singing is also called as Goshtl. While 

one main bhajana artiste (The Bhagavathar ) sings. the others at the back follow 

him and repeat the same with divine mind. Hence. bhajana singing Is collective 

activity which Inspires the devotees to utter the name of the Lord who wipes off 

the sins and sufferings when prayed with a pure heart. 
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COSTUMES AND INSTRUMENTS USED IN BHAJANA SAMPRADA VA: 

There is no fixed code for dressing up while performing a bhajan. But the attire 

used should be clean attire. Clean attire means the dress other than those used 

for sleep and other daily chores. If the bhajana performers are male persons, the 

preferable attire Is : 

Dhothl (either white or saffron colour), Angavastram (the cloth which covers 

the upper portion of the body), Tulasimalas Rudraksha malas, Sphatika malas and 

GajJelu (Ankle Bells). On the forehead one should apply Vlbhuthl, Chandanam and 

Tilakam. 

if the bhajana performer Is a female person, the preferable attire is : 

• Saree (any saree, either saffron or any silk saree) a Tilakam Is must along 

with the GaHelu· (Ankle Bells). 

All these help devotee to remain with a clean and clear mind, to think of the 

Supreme being with undivided attention, as all these are considered sacred and 

pure. The dress or costumes should be appealing reflecting the divinity and serlnlty. 

A bhajana performance Is said to be complete only when It Is accompanied 

by the required Instruments which playa supportive role. All the instruments together 

build up a required tempo In the performance. The Instruments that are used In 

a bhajana performance Is as follows: 

1) SRUTHI BOX: This gives the basic support while rendering the songs. The songs 

are sung In tune with the shrutl (the basis for singing) In three different octaves (Sa, 

Pa, Sa) 
. 
• 

2) TAl AS \ CHIPLA :Thls Is held In the hands of the main bhagavathar who 
-

maintains the tala by playing the chlplas. It Is also used to Increase the tempo of 

the performance. It Is with this the main bhagavathar directs other Instrument players 

and the devotees who follow him to either Increase the tempo or decrease the 

tempo. 

3) . It Is with the help of mrldangam that a bhajana performer 

could depict well the Layavlnyasa. The mrldanga accompanies the bhajana performer 

In his every move and step. It also helps In maintaining the tempo. The tala and 

laya of a bhajana performer should go In accordance with the mrldanga beat. 

4) POLK! :It Is the Dol as called In the dally usage. It Is an additional Instrument 
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• 

• 

which beautifies the entire performance and Is mainly used as a tempo builder. 

5) HARMONIUM: This Is an essential Instrument In any bhajan, as It provides 

full support to the main bhagavathar who sings the songs. The entire song can be 

played on the Harmonium. It provides full musical support to the artists. 

The above mentioned are the main instruments used In the bhajana performance. 

Any other Instrument can also be used to make a performance look bright. 

scope FOR DANce IN TARANGAMS : 

• Tadvl cheshtah - Tadatmlkah 

As said In Srlmad Bhagavatham - the devotee or the performer In an effort 

to elevate himself to a higher spiritual plane will try to Imitate the Lord's actions 

and describing the divine deeds of the Almighty In a story or episode forms - namely, 

saving a devotee like Prahlada, or Krishna dancing on the hood of a snake etc 

to Invoke the Lord's grace on himself and also on the participating devotees. In 

this way more of facial expression is used, that is Abhinayam is predominant than 

pure nrltta i.e. the foot work. This part of Bhajana Sampradaya comes under the 

Nrltya Sankeerthana tradition. Nrltya Sankeerthana Is done because the devotees 

gather to understand the meaning of a song and get into a divine spirit; so the 

abhlnaya Is performed for the expression of the BHAVA of the song, but not for the 

exposure of the Individual's talents. 

Sri Krishna Leela Taranglni proves to be a perfect text for the Nritya Sankeerthana 

tradition also, as a number of songs from all the twelve tarangams find expression 

through Mukhabhinaya. 

In the very first Tarangam, for example, the song 

-Jaya Jaya Durge Jitavarivarge 
\ 

-Vlyadanlladl Vicitra Sarge ................ . 

The entire episode of Mahishasura Mardhini can be depicted through facial 

expression and movements. By this act of a bhagavathar, the devotee's mental status 

can be uplifted. Another example can be quoted from the second Tarangam : 

-Kalaya Yashode tava balam 

khala belaka khelanalOlam 

-1) Apah[fa bahu tara navanitham 

.... .kalithakanduka khelananlratam • 
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In the above sold song for the first charanam the childish pranks of Bolo Krishna 

like. stealing plenty of fresh butter and Indulging In dance and sport can be well 

depicted. 

Another song where In childish pranks of Lord Krishna can be shown In a story 

form Is the famous song from Third Tarangam -Balagopala mamuddhara Krishna 

paramakalyana gunakara- The sollukattu passages are embodied In this song which 

are meant for dance. The bhagavathars also toke up the nritta part and perform. 

But the foot work used Is very mlnlmum.Among all the Tarangam pieces of Narayana 

Tlrtha. the Balagopala T arangam piece Is quite popular. It has been sold that after 

Narayana Tirtha has completed this composition upto a portion of the first chranam. 

he could not proceed with his composition. Next day. Narayana Tirtha noticed that 

It has been completed. Realising that Lord Krishna himself hod completed the first 

charana, he proceeded with success. to complete the other charanas. 

In the eleventh tarangam 

·Vedadri sikharana Narasimha mokalayomi 

Vlmala vldyutjwalltha jlhvam .............. . .. 
.................... .... Prahladabhaya 

haramudaram tvam nauml-

Here, the song Is In praise of Lord Narasimha of Vedadrl hill. In the second 

charana. there Is plenty of scope for dramatising the episode. The episode of 

Hlranyakasipa vadha can be well depicted. 

Simple Nritta Is done by the bhajana performers usually. Nrltto Is only limited 

to the extent of To ko dhl ml - To ka jha nu that too to maintain the rythm. During 

the Loyavlnyasam. when the bhajana performer donees to all the gatis. a little more 

nrlti'o Is performed. 

In Tisra - To kl to • 

Chaturasra - To ka dhl ml 

Khanda - To ka to kl to • 
Misra - To kl to to ko dhl ml • 
Sanklrna - To ka dhl ml to ko to kl to • 

• 

Therefore. donee In a bhojan Is only a mode to uplift the mental status of 

the devotees to a higher spiritual plane. by showing the devine attributes and forms 

of the lord as also trying to Imagine the piety of devotees of yester years as also 

the divine acts of the lord. 
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LAVA NARTANAM: Another variety of Nrltya Snakeertana Is the laya Nartanam. 

It Is a rare combination of exhibition of talent with devotion and skill In singing the 

Tarangams. There were special mrldanglsts for this type of performance as It Involved 

frequent change of the tal as. The mrldangists were specially trained for this as It 

was a technique by Itself. The bhagavathars used to exhibit their singing talents by 

doing the long raga alapas. This proves that Bhajana Is a collective art which Involves 

art, technique and bhakthl. Watching such a type of performance Is said to be a 

rich experience. This type of Taranga Kalakshepam was specially performed by Sri 

K. Appa Rao of Kaklnada - for which Dr. Nataraja Ramakrishna was an eyewitness. 

In some places In East Godavari district. the bhajana artistes used to perform 

Bhajana Saptahas I.e. doing the bhajan for seven days. They not only used to do 

the sapta tala bhajans but also used to sing one song In seven different talas. The 

artistes of Karapa village near Kaklnada used to exhibit their talent while doing a 

bhajan. At the same time. they never used to deviate from the devotional aspect 

of the text. It used to be a show of Bhakthi. Skill and Technique. This type of Bhajana 

exposition has become extinct now. 

TRAINING AND PRESERVATION Of TIRTHA TRADITION OF SRI KRISHNA lEELA 

TARANGINI ; 

The family tradition as well as the local tradition at Ongole and Addankl says 

that Narayana Tlrtha has spent nearly twelve years in deep penance in a cave near 

Naraslmha Temple on the top of the hili at Singarakonda. The hill Singarakonda is 

located nearly eight kilometers from Addanki. The hill ot Singarakonda Is located 

with the Bhavanasllake In front of the hill and the enchanting Idol of Prasanna Anjaneya 

at the foot of the hill and the hill overlooks vast expance of the country side. Narayana 

Tlrtha taught the Tarangams of his Sri Krishna Leela Tarangini to devotees In about 

sixty villages around Addankl 15. According to tradition when Narayana Tlrtha arrived 

at Addankl. he brought a few of his own diSCiples along with him. By his long stay 

in Addanki area. he had attracted a large number of disciples from about sixty 

villages in the neighbourhood and taught them the Tarangams himself. Evan today 

many families in the Addanki - Ongole area continue and propagate the Tarangams 

in the manner Tirtha had taught them to his first disciples in the Addankl - Ongola 

15. After Narayana Teertha's stay and penance at Sinagarakonda. he moved on to Addankl. where 
he attracted a large number of disciples and later moved further to Ongole and to Slngaroyokondo 
(30 Kms - South of Ongole), to the shrine of Vogonondo Lokshml Noroslmho on the hilI. 
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area. The purity of Tlrtha's sampradaya In singing the Tarangams had been preserved 

by his disciples and their descendents In the respective families in the Addankl _ 

Ongole area. 

Once upon a time Addankl was seat of Reddy Kings and the kingdom was 

glorified with front rank scholars, poets, musicians and all types of art flourished. 

Narayana Tirtha spent some time In Addanki being attracted by the cultural pre­

eminence of Addankl. During the tenor of Intellectual and cultural activity at Addankl. 

day-long and night-long Bhajans were commonly held and in these bhajans only 

Narayana Tlrtha' s tarangams were sung. Addanki Venkatarayudu, Palaparthl Naraslmha 

Dasu, Challa Lakshmlah. Tadlgadapa Seshalah garu who were natives of Addankl 

belonged to this tradition. In many adjoining villages of Addankl too, Taranga 

Kalakshepam (musical discourse) was a common activity. Over the years, the Narayana 

Tlrtha sampradaya was apperentlyshifted to Ongole, where the tradition evolved by 

Narayana Tlrtha Is being followed. In the entire Addanki and Ongole areas there 

are only ten families at present, who are deeply Involved In the presentation of the 

pure Tlrtha tradition. They are : 

Mynampatl varu 

Bommaraju varu 

Chadalavada varu 

Ramayanam varu 

Racapudl varu 

Porurl varu 

Kota varu 

Ghorakavl varu 

Addankl varu 

Neelam Raja varu , 

Sri Mynampatl Lakshml Naraslmha Rao, who Is about 84 years old and Sri 

Bommaraju Pandu Ranga Rao are the active promoters of Tlrtha tradition of Bhajana 

In Its pure form to this day. Balagopala Tarangam Is one piece which Is very popular 

with Bhajana performers 16. Addankl Venkatarayudu and Challa lakshmlah could sing 

the Bala Gopala Tarangam all by themselves throug hout the night. Palaparthl Naraslmha 

Dasu Is said to have performed penance, about eighty years ago, In the same cave 

16. While In the kuchlpudl dance tradition. the rendering of the Tarangam pieces Is In fast tempo. the 
vocal tradition In Addankl Ongole adopt. a slower tempo. 
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on the Singarakonda hili In which Tlrtha observed his penance. Naraslmha Dasu attained 

Samadhl at Singarakonda. Bommaraju Seetharamaiah from the Chadalavada village 

while participating In a festival and when the famous Bilahari piece • Puraya 

mamakaram • was being rendered he was blessed by the Lord with Sakshatkara 

and merged with the Lord. Anantarama Somayajulu a resident of kolluru village In 

Guntur district of AP., Is said to have attained Moksha during a taranga kalakshepa 

at Guntur Bhakta Samaja. 

A small basic training In music and dance would help to a large extent In 

performing a bhajan In present day conditions. But, once a devotee Is into a bhajan 

group, even without any knowledge of music and dance by repeated hearing, the 

devotee In him picks up the nuances without his extra efforts ; but, an effort to 

learn the basics of Sanskrit, Music and Dance will help a great deal to follow, appreciate 

and carry out bhajan In a nice and classical mould ;comblnlng with devotion. This 

restricted training Is because , the devotees are shrinking in number, under pressure 

of present day conditions. During the time of Narayana Tirtha, extensive training was 

given to his disciples for the performance of Sri Krishna Leela Taranglnl. 

Varahur17 Is the place, where Narayana Tirtha, completed his work Sri Krishna 

Leela Tarangini and dedicated it to the Lord of Varahur - Varahapurl Sri Venkateswara 

SwamI. It Is on the record that when Narayana Tirtha rendered the song • Ehl Mudam 

Dehl Sri Krishna Krishna· from the II Tarangam, the feeling was strongly aroused in 

him that Krishna was giving an attentive ear to his compositions. The tinkling sound 

of the bells coming out of the Sanctum Sanctorum where he placed his work Sri 

Krishna Leela Tarangini for approval by the god was distinctly heard indicating the 

approval. Narayana nrtha put down his composition of Sri Krishna Leela Tarangini 

for the blessings of the lord and the traditional belief· is that when the entire text 

of Sri Krishna Leela Tarangini was so presented before the Lord of Varahur for his 

acceptance, only the pieces of which the lord had approved were retained In the 

final text - the twelve Tarangams as we know the today. Many Sampradayas had 

been set up by Narayana Tirtha at Varahur which are being traditionally followed 

over the centuries by successive generations of citizens of varahur. There is a traditional 

belief that Narayana nrtha renovated the temple of Lord Venkateshwara at Varahur 

and besides stipulating the daily pujas (rituals) on the pattern obtaining In nrupati, 

17. Varahur Is about nve kilometres from Nadukkaverl. which Is about seven kilometers to the west of 
Kandlyur In the T anaJavur district. 
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he established a bhajana sampradaya, the cult of adoration of the Lord with music 

and dance, and rendering with gesture his musical play, Sri Krishna Leela Taranglnl. 

Narayana Teertha according to tradition, had also conducted many aradhanas under 

the Valkhanasa Agama Sampradaya. He Initiated the tradition of the Navaratri 

Utsavam, Sri Ramanavaml Utsavam and Sri Krlshan Jayanthl Utsavam Including the 

Sikyotsavam 18. During his utsavams Jayadeva's asthapadl's and Tarangams from 

Narayana Tlrtha's Sri Krishna Leela Taranglni are sung In chorus. Thus the bhajana 

tradition was nurtured at Varahur under the Inspiring leadership of Narayana Tirtha. 

The tradition of the Bhajana form of worship set In motion at Varahur by Narayana 

Tlrtha and the celebration of the Sikyotsava was fostered by a succession of distinguished 

Bhagavatars which Varahur produced In the decades that followed. 

In recent years, the cult of bhajana tradition has Improved by leaps and bounds. 

The scope for development was created and propagated by BRAHMASRI PUDUKOTIAI 

GOPALAKRISHNA BHAGAVATHAR (1892 - 1971 ) who relentlessly strived to propagate 

the bhajana sampradaya by Including the klrtanas of almost all the devotee saint 

- poets of India. Sri Pudukottal Gopalakrlshna Bhagavathar has trained a number 

of disciples In this Bhajana tradition and one of his prime disciple Is Sri A.L.Krishna 

Murthy Bhagavathar of Madras, whose disciple Sri Jonnalagadda Surya Eswara Prasada 

Rao Is one of the famous exponents of Nrltya Sankeertana tradition of Bhajana 

sampradayo. 

Bhajona systems of late has developed and Improved a lot. Many people are 

understanding the need of SATSANG (where all devine people meet ), because as 

said by Adl Sankaracharya, 
• 

Satsangatv9 Nlssangatvam • 

- -Nlssangatve Nlrmohatvam 

Nlrmohatve NIs'chalatatvam 
, -

Nlscholatatv9 Jlvanmukthlhl. 

So, It Is for this paramaaardha of Jeevanmukthl - satsang Is of paramount 

Importance. In this kallyuga, for redemption bhajan Is the only recourse for any human 

being. As again said by Adl Sankara In MOHAMUDGARAM 

18. Slkyotsavam or Urlyadl (In Tamil) Is the festival of rope beating· This brings out young Krlshna's enormous 
love for butter. hll propensity to steal butter. 
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.. Govlndam bhaja 

Samprapte Sannlhite Kale 

Nahl Nahl Rakshatl 
-Dukrlekarane .. • 

which means, when the enth time arrives, no grammar In this world will help. 

Hence, recite Govlnda nama repeatedly. and so one has to do bhajan only. 

At present, realising the Importance of Namasankeertana many people are 

taking to Bhajans, through satsangs etc, and there Is a thorough future for 

Namasankeerthanam. Encouragement for such bhajans are found mainly from the 

temple authorities of various temples. Bhajan to become a social activity as it was 

during the days of Adl purushas of Bhajana Sampradaya, a social awareness Is 

necessary. Now - a - days people look to God only when they face an unwarranted 

situation. People should have full faith in God through out their life and should pray 

God with pure heart, to be received by the Almighty. Encouragement to such bhajans 

have to be increased considerably, from all corners of the society. 

SRI NARAYANA TIRTHA ARAOHANA CELEBRATIONS I 

Narayana TIrtha attained siddhl at Tiruppunturuttl village on Thursday, the eighth 

day (Ashtaml) of the bright half of the Phalguna lunar month, in the year 1745 AD. 

Narayana Tirtha aaradhana Is celebrated every year on the day he attained 

slddhi. both at Tiruppunturutti and also at Varahur. Through out south India, in the 

name of Narayana Tirtha, many trusts have been established to promote, propagate 

Narayana Tirtha's Tarangams and to celebrate Aradhana utsavas. The Krishan Jayantl 

festival Is celebrated with great enthusiasm every year in Varahur. The entire text 

of Sri Krishna Leela Tarangini is faithfully sung by the devotees in the ten - day 

Janmashtaml festival at Varahur. The Uriyadi (Sikyotsav) is the crowning attraction 

in this festival. Every year, at the saint's samadhi at Tiruppunturutti 19, a music festival 

Is held In reverential homage to the saint on the Aradhana day when musicians 

render Narayana Tirtha's songs from Sri Krishna Leela Tarangini. Usually during the 

Aradhana celebrations effort Is made to congregate and to make as many singers 

as possible, to sing Tarangams. Generally, the celebrations start off with a procession 

taking the portraits of Lord Krishna and sadguru Sri Narayana Tirtha on first day. This 

Is followed by Taranga singing sessions by various devotees. Lectures on Lord Krishna, 

Sri Narayana T1rtha, on bhaktl cult and Nritya Sankeertanams are also conducted 
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to make the audience understand In detail the T arangams of Narayana Tirtha. On 

the aradhana day (I.e. on Magha Suddha Ashtami) pada puJa is done to seven 

bhagavathars and new clothes offered to them taking the name of Sri Narayana 

Tirtha and the Guru Parampara. On the final day, Rukimini Kalyanam Is necessarily 

performed using the Tarangams from 12th canto of Sri Krishna Leela Taranglni through 

Nritya Sankeertanam. In between Nrltya Sankeertanams, Nama Sankirtans are also 

done. This completes the Aradhana utsavam of Sri Narayana Tirtha. 

The "Phala SruW given at the end of the 12 th Tarangam reads: 
- - - - 1-Kamada Kamlnamesa 

Mumuk~uQam Ca M6k~ad5 
- --~rr:lVatam Gayatam 

BhaktyCi Krishna Lila Tarangini 

The devotees who sing Sri Krishna Leela Taranglnl or listen to Its rendering with 

due reverence are sure to achieve their heart's desires and it assures liberation from 

I the shackles of samsara to those great ones striving after final emanicipation. 
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19. I was very fortunate to be a participant of the 250 th Aradhana celebrations of Narayana Teertha 
which was held between 24 th 26 th Feb 1996 at Tlrupponduruttl. where I gave a lecture demonstration 
on Narayana Teertho 's Toranglnl. 
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After the glorious period of Renaissance .much positive has happened to Dance 

system In general and the Kuchlpudl In particular. The original Yakshagana tradition 

of Kuchlpudl which was confined only to male Brahmin community of Kuchlpudl village 

In Andhra Pradesh was surviving with great difficulty due to soclo - economic and 

political reasons. It was gradually going In to oblivion. Under such Circumstances 

Kuchlpudl solo dance system emerged to fulfil the present day requirements. In the 

late forties and early flftees. the chief architect of Kuchlpudl form. the doyen of 

Kuchipudi. Late Sri Vedantam Lakshml Narayana Sastrl took great efforts In retrlvlng 

and recreatll')g the Kuchlpudl dance - drama tradition Into a solo technique where 

a single artiste can perform. It is needless to mention that this great scholar's efforts 

were completely fruitful. He strived hard to give Kuchipudl a social status which It 

had lost In the past. 
• 

KUCHIPPUI TRIO: Like the musical trinity. Tyagayya. Shyam sastrl and Muttuswami 

Dlkshltar.ln dance. Kshetrayya. Narayana Teertha and Siddhendra Yogi are considered 

to be the Kuchipudi trinity or Trio. While Kshetrayya Is famous for Music and Abhlnaya 

In his padas. Narayana Teertha Is popular for the Bhajana Sompradaya music and 

dance In his Tarangams. Siddhendra yogI. the father of Kuchlpudi style of classical 

dance. composed the Parijothapaharana story Into a unique type of dance - drama. 

While Kshetrayya Is famous through out South India for his Padams. Narayana 

Teertha Is famous In Tamil Nadu for the Bhajan style of singing of Tarangams. while 

In Andra Pradesh his Tarangams are sung as well as danced In Kuchipudl style. 

Siddhendra Yogi's popularity Is confined to Andhra Pradesh only. 

The credit of Introducing solo items into Kuchipudi repertOire goes to Late 

Vedanatam Lakshml Narayana Sastrl. He Innovated the Taranga Nritya to create 

some attraction. He choreographed a few compositions of Narayana Teertha and 

some Ashtapadis initially and added a lot of Padas later on. The present repertOire 

of Kuchipudi comprises many items opening with pushpanjali and conc1uding with 

the abridged version of Bhamakalapam. Yet. there are many variations in the repertOire . 

The other items that are incorporated in the repertOire are very exclusive such as 

Jatiswarams. Shabdams. Tarangams. kirtanas.Javalis. Padams and Tillanas. These are 

now being token up by individual gurus. artistes and made popular. 

IMPORTANCE OF TARANGAMS IN KUCHIPUPI REPERTOIRE 

Sri Krishna Leela Tarangini is a wonderful combination of narrative and dramatic 

poetry.with dialogue.action.dance and music. Saint Narayana Teertha exhibits his 
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mastery, not only over Muslc,Phllosophy ,Sanskrit but also on dance In his composition .by 

composing Sollukattus 1 meant for Dance. where ever the subject demanded and 

In partlcular.the Saptama Tarangam,where in it carries Sollukattus of rare beauty.lnbuilt 

Into the Suladl pieces. The Intricate rhythmic patterns pose a challenge. to the artiste 

of callbre,wlth varying tala vlnyasa.laya vlnyasa and raga vlnyasams. Narayana Teertha 

has composed these Tarangams In various ragas both rakthl ragas and rare ragas. 

RagaJala and Laya are three most Importanat Ingredients of Taranga Composition. 

In the Same manner, Taranglnl also comprises Nrltta, Nrltya and Abhinaya. The heart 

of the entire Krishna Leela Taranglnl Is the Saptama Tarangam.where In the Suladis 

are constructed and the famous· Bala Gopala • song from the Third Tarangam. 

Both the compositions are done In such a scholarly way that the Angikabhinayam2 

and the Satvlkabhlnayam3 can be depicted to the full posiible extent in these 

Tarangams. There Is wide scope for singing In various talas. and also for elaboration. 

as It Is In a story form. Each line of the Tarango songs. can be enacted dramatically. 

There are typical jatls reflecting the older tradition of jati compositions which make 

the Tarangams one of the most conducive work for dance. Tarangams are such 

a speciality of Kuchlpudl artistes. No other classical dance form In India.adopted 

Tarangams Into their repertolre.except Kuchlpudl. In the Kuchipudl repertoire,evry 

performance Invariably accomodates one Tarango song. The word Tarangam Is 

synonymous with the Kuchlpudl style of dancing. 

Gila Pradhanam Pravadantl Nrityam 

Nrltya Pradhanam Pravadantl Vodyam 

GHadl Vadyasya Chayat!donam 

Tattola madya PraQamfimlnltyam. 

-

• 

I salute to Tala, which Is a most Important aspect 'of Nritya. Nritta. Gita and 
-

Vodya. 

TALA : The word tala means a short span as well as specific measurement of 

height. The word tala comes from the words Tandava and Lasya. Tandava Is the 

dance of Shlva and Lasya the dance of Shakthl. Thus.tala Is a fusion of the two 

personified rhythms. One providing power and the other adding tenderness to It. 

So tala Is a blend of energy and grace. 

1. A set of syllables • which do not convey any meaning. Pure nrltta (footwork) Is to be executed. 
2. The bodily movements 
3. Facial (emotional) expressions 
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LAVA: The word laya Is derived from root 101 (to move). Laya means movement. 

There are three variations In Laya. They are : 

1) Vllamblta Laya - First Speed 

2) Madhya Laya - Second Speed 

3) Dhruta Laya - Third Speed 

The tala is framed or constituted by laghu,dhrutam and anudhrutam. These 

are called angas of a tala. Laghu Is based on Jatl. The laghu changes based on 

the Jotl. 

JAn : Chaturasra trasya Misra Khonda Sankeernakastadha • • 
Pancadha Jatiyasarve tatsvarupan NirGpyate I 

The five Jatis are i) Chaturatra ii) Tisra iii) Mis'ra iv) Khanda v) Sankeerna. • • 

In Chaturas'ra Joti the laghu carries Four aksharas. 

In Tis'ra Jotl the laghu carries Three aksharas. 

In MiSra Joti the laghu carries Seven aksharas. 

In Khan9a Joti the laghu carries Five aksharas. 

In SankeerQa Jotl the laghu carries Nine aksharas. 

The tala, while depicting has to be done with some gesture, for the understanding 

of the listeners. For this a gesture of beat and silent beats, silent counting of letters 

Is adopted. For example, In a tala, the laghu is depicted by one Ghata (beat). 

It Is called as Dhmyakg, and the counting of letters the silent beats are Nlshabda 

Krlyas. It is called as Vlkshlptg, The dhrutam is depicted by one Ghata (dhruvaka) 

and one Nishabda Krlya. This Nlshabda Krlya Is called as Vlsnrjhltg. 

-AVSTTA : In each of the tolas. a complete cycle. consisting of the Angas -
-Laghu,dhrutam and anudhrutam pertaining to the tala is called an Avrtta. 

In the 16th century, the graet vaggeyakara of Kannada desa, Purdndaradasa 

framed the seven desl talas, which are followed even today. He picked up these 

seven talas and prepared a scheme of Thirty Five talas based on the Joti Variatlons.The 

seven desl talas are : 

1) : Dhruva talam consists of Laghu, dhrutam. laghu and 

laghu. The laghu Is Indicated by a stroke - I . The dhrutam Is Indicated 
I 

by a Circle - O. Hence. the sign of dhruva talam Is - 1011. In chaturasro 

jott, dhruvatalam has fourteen aksharas. 
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-2) : This talam comprises laghu,dhrutam and laghu. The Motya 
• - ; talam Is Indicated by - 101. In Chaturasra JotL Matya talam carries ten 

aksharas. 

- -3) RUPAKA JALAM : This talam carries one dhrutam and one laghu. This Is 

Indicated by - 01. In Chatura~ra Jot!, Rupaka talam carries Six aksharas. 

4) : This talam has one laghu,one anudhrutam, and one dhrutam. 

This is Indicated by - 1 UO. In Chatura£ra jotl, Jhampe talam carries seven 

aksharas. But usually It Is shown In Misra Jati which contains ten aksharas 

on the whole. 

5) : This talam consists of one laghu. followed by two dhrutams 

and is indicated by - 100. In Chaturasra Jati,this has got eight akshatdS: 

Trlputa talam In Tisra Jati, which is usually performed carries seven aksharas. 

-6) AJA JALAM : This talam carries two laghus and two dhrutams and Is 

Indicated by 1100. In Chaturasra Joti, it consists of ten akshoras.while In 

Khanda Jat!, It has fourtenn aksharas. 

7) fKA JALAM : It has got only one laghu and Is Indicated by - 1. In Chatura!ra 

Jotl, this talam carries four aksharas. 

The general classification of the 7 x 5 = 35 tala system as created by Purandaradasa 

Is as follows: 

- - .... , I , -TALA TALANGA TISRA CHATURASRA KHANDA MISRA SANKIRNA • • 

DHRUVA 1011 11 14 17 23 29 

MATYA 101 8 • 10 12 16 20 

- • RUPAKA 01 5 6 7 9 11 
~ 

JHAMPE lUO 6 7 8 10 12 

TRIPU!A 100 7 8 9 11 13 

ATA 1100 10 12 14 18 22 
• 
-fEKA 1 3 4 5 7 9 

The above given Is the general classification of the talas on which the entire 

tala system Is based upon. 

With this basic Information about the talas,now, I wish to analyse the Suladl 

talas of the Saptama Torangam. 
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SULADI TALAS OF THE SAPTAMA TARANGAM 

The seventh and eighth Tarangams are titled, Ras Krlda Mahotsava Varnanam, 

as It deals with the Rasa Leela of Gopls with Lord Krishna. Narayana Teertha has 

elevated the entire presentation, In these two Tarangams to the level of pure Advaita 

vedanata, with a highly splrltualised sense of Sringara rasa. The seventh Tarangam 

In particular Is notable for, It carries sollukattus of rare beauty, Inbullt Into the Suladl 

pieces. Narayana Teertha was his own choreographer as well and what we get Is 

a wonderful combination of Advaita Philosophy. Srlngara, Music and Dance with 

a marvellously delicate and sophisticated handling and portrayal of the theme. Tirtha 

himself has used the word Suladlln the last song of the seventh T arangam In Saurashtra 

ragam and Eka talam.4 

Suladl is very much similar to a Gita In structure and arrangement. It 

Is a tala malika, the sections being in different talas. They may also be raga, tala 

mallkas. Suladls are composed In different tempos - Vllamblta, Madhya and Dhruta. 

Suladls are either devotional songs or tala malikas. In a SuladL each section Is 

Independent. The gopika vlraha suladi describes the sorrow of the gopls caused by 

the separation of Lord Krishna. The Suladlls a learned.elaborate,difficult plece,viewing 

comprehensively all the ImportaRt raga sancharas. 

The songs of the Taranglnl present In the seventh Tarangam Is fascinating. In 

this Tarangam, the gltams from sixth to twelveth qre Inbuilt with suladl talas and 

In seven different ragas. It commences with Dhruva Mandala, describing Rasa lila 

Vllasam. It Is said that this song was sung by Sura - Vanitas - the celestial women, 

describing the glory of rasa.showering flowers in admiration and enjoyment. At the 

end of the each raga, the jatis have been added to convey the devine rapture. 

The Suladl Saptama Tarangam begins with Nota Raga In Dhruva talam and goes 

on to • 

Madhyamavatl - Matya Talam 
• 

Todl • 
- Rupaka 

Pantuvarali • 
- Jhampe 

I-

Sri Ragam - Tripu!a 
- - Vilamba (At a) Ananda Bhairavl • -Saurashtra - Eka 

4 .In the song Kalayata Vanabhuvl Kamalekhsnamlha. the last line of the song says Suladlkam It I Harlguru 
krpaya - meaning - By the grace of lord Harl and his preceptor.Slva Narayana Teertha. has .now 
brought about a description of the noble and great festivity called Rasakrlda In this Suladl form. 
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The sloka number seventeen of the Saptama Tarangam, preceedlng the song 

In dhruva talam says : 

Dhruva ma!ya mukha mukhyll stola bhedal ra!antyo 

Vana bhuvl varanoryo rosagosh!i garl~ta I 

Alaghu laghu padadl vlnyosa bhedalsca natyalhl 

Sarasamabhlnayamtyo nandasGnam bhajante I I 

In the forest area, beautiful ladles, well versed In the community play of Rasa, 

wandered about In tune with various leading time - beats (talas) such as Dhruva 

and Mattya. Dancing gracefully to different types of foot work, they offered homage 

to the son of Nanda. 

The song In dhruva talam, set to Nata ragam,followed by the Sollukattu passage 

Is as follows: 

-
( Sung by devine damsels amongst themselves ) 

DhruvamanQala manetlta vadhujanamangala Mah~nnatam 

Bhavasagara taraka glram Parlbhavuka Sulakshltam 

Dhrutamadhyama mandharagatlm avalOkana sundaram 

K,rta pUQya phalotmakanrharim Parlpashyata Vrajaukasam 

Trlpatoka patoka $ukaralah ka!akamukha silfmukhalah 
-Parabhavarasotkataparalrapl Vlk~aQa suslk~italh 

Tanumadhya nlyojltakaralrapl No!ya rasotka!ah 

Narayana Tlrtha krtam Haririthl Yatljana tosham I 
• 

JAIl :Tom taka klQa tadhl - Mlta kl!a - TajheQutaki!a taka - Takadharlkl!ajhe~u 

uG : ~o e$~ AE"i) e$e - ~e$ At.> - ~~e$§t.> e$~ - e$~l;lO A ~~~ 

Tahata dhanadhlml - Dhlmlkuta - Klta tadhlml takita - Takajhenutaklta • ••• • 

~~~ l.SE"i)e~ - e~~e$ - A~ e$l;l:b e$§t.> - e$S'a+>~~ A~ 

Takadhana tOtaka - dhanamta - KltaJhem tarlkltatakajhem - Namtarlkltataka • ••• • • 

il~($E"i) €rd~ - ($eg-od - A~~o dO§t.>d~+>Q -~odO§tJd~ 

DhQamtakltatajhe - mtaklta - dhlrgudutadhe - Yyattakadoklta 

GSE"i)oe$A~ ,- oe$~t5 - e~~e$e - o:SJb~~a'AtJ 
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THE PADA BHEDAS ACCORDING TO NATYA SASTRA 

, - -

SAMA PADA UDGHATIITA PADA 

AGRATALA SANCHARA PADA 

KUNCHITA PADA ANCHITA PADA 



• 

Takajhemtarlklta - takadala - ngutakajhemtakl - tatakadhlmltaklta •• •• 
~~o~O~~ - ~~GS4 - o~~~o~~ - ~~~e~~~t.> 

Dhal)adhlmldarttaka -T atak~a -TakatakajheQu.tadal)O- Tadhlmttr =:. _--=-~-_ 
Qe'.)e~GSOdg' - dd§~ - t1S'd&po~, dGSe'.) - de~dg'dene'.)Go 

He Is the specialist In dhruva - manqala. The exalted one Is here In the company 

of women of vraja. He ferries one across the ocean of existence. He Is experienced 

well only by those who can visualise Him as described In Vedantlc statements. 

Oh I ladles, look at the fast ,medium and slow paces of the dance and at 

Harl, who is the embodiment of the merit acquired through Punya of the denizens 

of vraja. 

These women of vraja arouse Intense enjoyment In others, of their dances through 

postures such as trlpatOka, patoka, 5ukara, ka!akomukha and ~ilimukha and others 

and Interpret the emotion (bhava) of Brahmananda through sidelong glances In which 

they have been well trained and through hands placed on the waist, and are 

passionately engaged In their dance, Intent on the highest rasas being portrayed. 

This song,pleaslng to the ascetics was composed by Narayana Teertha . 

The study of the dhruva talam and the differences and variations In composing 

a jatl during the Agama tradition days and the present day tradition Is being presented 

here. 

Generally, a jatl Is constructed based on the five basic standing postures and 

few basic hand movements. the standing postures, according to Natya Sastra are: 

1) Udghattita Pada 

2) Sama Poda 

-3) Agratala Sancara Pada 

-4) Anchlta Pada and 

5) Kunchita Peda 

The hands are moved In geometrical angles like 45 degs., 90 degs., 180 

degs., and 360 degs. With the permutations and combinations of these basic standing 

postures and hand movements a lot of movements can be created while choreographing 

a jatl. 
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OTHER FOOT VARIATIONS IN 
SU LADI SAPTA TALA JATIS 

• , . _ . ":'.-

SWASTIKA PADA 

.... " .. . 

SWASTIKA UDGHATIITA PADA 

\11 



THE HANDGESTURES TAKEN UP FOR NRITTA IN THE SULADI SAPTA TALA JATIS 

ALA PADMA HASTA 

KATAKAMUKHA HASTA 
(HAMSASY A IN 

NA TV A SASTRA) 

ALA PADMA HASTA - WITH BOTH 
THE HANDS CROSSING AT THE WRIST 

KATAKAMUKHA-WITH BOTH THE HANDS. 
(HAMSASYA IN NATVA SASTRA) 
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HAND GESTURES IN SULADI JATIS 

TAMRACHUDA AND 
ALA PADMA HASTA 

TRIPATAKA HASTA 

PATAKA HASTA 
(USED AS URDHVA PATAKA 
AND ADHOMUKHA PATAKA) 

ALA PADMA HASTA 
(TILTED UPWARDS) 



Accordingly, dhruva talam in Chaturasrajati comprises fourteen aksharas divided 

Into four parts taking the angas laghu,dhrutam,laghu and laghu - ( 1011 ). In the 

dhruva talam, each laghu has four aksharas while dhrutam has two aksharas, the 

whole thing making up for fourteen. Later Pata Aksharas are framed. The Pata Aksharas 

are those on which lines. the sollukattu of the jati is divided according to the tala. 

The Pata aksharas of dhruva taiam are 

1 o 1 1 

Taddhimdhatto - Dhimda - Taddhimdhatto - Tadhimdha Kitataka I 
• 

- -

KIJATAKA '~~d S'l 
• 

-Is used to indicate the end of the Avrttam. In this talam, • 

though each laghu carries four aksharas, each beat in the vllamba kalam carries 

two aksharas each. According to the beats of the tala. the foot work has to be 

taken up. This forms dancing according to the talam. For dhruva talam, the dance 

should be set on the basis of laghu, dhrutam, laghu and laghu. The laghu carries 

one Ghata (beat) I.e Dhruvaka and three Nishabda Kriyas ( Silent beats )i.e the 

Vikshipta, and dhrutam carries one ghata and one Nishabda Krlya i.e. Visarjhita. 

The foot work when done accordingly will be as follows : 

The foot from Sama Pada has to be raised and should be palced hard on 

the ground for the ghata of the laghu, while silence is to be maintained for the 

remaining aksharas of the laghu. The heel of the foot is to be gently raised with 

the toes touching the ground and placed in the kunchita posture for the dhrutam. 

Again for the two laghus. the action of the first laghu is to be repeated. The hand 

movements should correspond with that of the leg movements. This completes one 

avrttam and similarly, the entire jati has to be composed. 

This is a typical style of composing a jati which was practiced In olden days 
-In temple ritual dancing I.e. the Agama Nartana. This type of rare system of composing 

the Jatis Is not followed now. While composing a jatl accrodlng to this system, the 

movements are composed based on the tala prastara. 

Generally. now - a - days. a jatl Is choreographed based on the sound of the 

syllables, In Sama gatl.taklng Into consideration the possible breakups. For example, 

In dhruva talam of this particular song, in second avrttam 

Tohatadhanadhlml - dhlmlkuta - Kltatadhlmltaklta -Takajhenutaklta . . .. ,. 

~~c1~~ecOJ - ecOJ~c1 - C~ c1e:>Jc1C~ - e1~et).)(rC~ 
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FOOT IN ACTION -BRINGING BACK TO SAMA PADA POSITION 
(FOR THE GHATA OF THE LAGHU) 

FOOT IN SAMA PADA - THE EI\ID POSITION 
(FOR THE GHATA OF THE LAGH U; 



The possible break ups are : 

1. Tcmata I DhaQadhlml I Dhlmlku I Tak~a I Tadhlml I Takl!a I TakajheQu I Tokita 

1. ~;J-e1 I ~~e~ I e~~ I e1AtJ I e1e:b I e1§tJ I e1~~ I O'§tJl 

2. Toho I Tadhanadhlml I Dhlmlkuto I Klta I Tadhimita I Kltataka I Jhenutakita • • •• 

Based on the stress given to particular syllables in the jot I. the nature of the 

movement, whether It Is a delicate movement or a cut movemnent Is to be decided. 

For example,ln the beginning of the Jatl Itself, Tom indicates a curve movement. 

The curve taken Is a half curve, covering only one side with the eyes keenly following 
- I 

the hand movement and the head a Parlvahita Sirassu. Similarly, In the above mentioned 

second ovrttam, dhlmlku Taklta Tadhlml Taki!a taka - the stress given to letters Ku. 
Kl, ml as well as the way they are uttered indicate the delicacy of the movements. 

In the third avrttam the phrase taki!aJhem Inidicate a jump or leap movement. 
-while for the syllables Torjkltgtgkgjhem - a movement of Eka Poda Bhramari6 is jusitified. 

In the fourth avrttam the syllables Dhangmtakita Tajhemtakita. while uttering,should •• • 
be uttered In such a way that dhaQgm is spelt in a high tone, and tgJhem in a 

low tone. Similarly, the movement dhaQam should be a leap movement and tajhem 
-a slow,recedlng movement. In the same way, for the syllables Dhirgudutadhel. a 

movement sitting on the Man916 and taking a circle is justified. In the last Qvrttam 

Dhanadhlmldaritaka - Tataklta - Takatakajhenu - Tadhona -• • •• 
~~e~~ee1~ - e1e1~tJ - e1~e1~~ - e1~~ -

Tadhiml - 19k9tgdhlglQgtom I 

e1e~ - e1~e1el\~eTo I 

Here the words Tadha,)a, Tadhlml TQkgtodhjgjQotom indicate a cut movement 

as It Is uttered sharply. 

Now - a - days, while composing a jatL we take to Soma gati - Iokodhjmj 

- Irrespective of the tala and number of akshoras It carries. We dance 

according to Gatl and choreograph the jatl accroding to gatl - prastara. Here, we 

differentiate between Gatl prastara and Jati prastara. In dance, other than Sama 

gatl and vlshamagatl, we compose the joti based on MarO!agatl. Mayuragatl. 

5. Taking a circle with one leg. 
6. Sitting with feet wide apart. toes touching the ground. 
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- I I I Mattebhagatl,Harlnogatl and Ashwagatl etc besides Tlsro, Mlsro, Chaturasra, Khondo • • 
and Sankeel1)o Jotls. 

After the dhruva tolam, the second Sulodl tolom thot follows Is Mot yo talam . • 
The song In Mo!yatalam set to Madhyamavotl rogom, followed by the Sollukattu 

passage Is os follows. 

-
-" -Jogodlsom Posyota Suravonlta 

Vrojangonabhlrlho novo novo mat\ldlvyo 

KU~9010 taroQlnl coyo soslgOl)a 50njoto 
I. _ 

Srijltho sot yo loko vlcltrobhutlrayam 
--1I10moyo dlvyo 5undoro modona kotl 

• - -' Vlloslto tunurvosudhoroslr nrtyatl bhuvl 

Nijodaso Vargo sukho kora krpambu ra~lrenom. 

JAIl: 

-Takadhlnutojaka - KIQal)aka -, Dhldhal)akll)aQaka 

e1ge~e1 e1g - ~EtlEtlg -, e(tSEtl~EtlEtlg 

Dhlkltadhlmltojhel)u -, Tadhol)a - Tadhlml,toki!o 

e§e1e~ ~E'G).) -, e1(tSEtl - e1~~, t1§~ 

- -Takodhomdarlklo!a - Dhlm - Dhlrgudutoddhe 

e1g ~oGSO~tJ - eo - O~~ 6~ 

- -
Yyatadinutodl - TakaQaka - Jhemtarl Kuntari 

@be1e~e1e - e1gEtlg - ~0e10 ~oe1e . 

TOkl!ojhemta tako - Dal)am - Tarlkl!o 

t1~tJ~oe1 t1g -, GSEtlO - ~O~tJ Q-~~ t1~0 

Tarlkltataka to - hatadlkl - Takatodlmltoklto • • 

de~~ d~ Is- - :'-'de~ - d~de~d~~ 

TakojheQutakodhlml - Tadhlmlta - TokotodlglQotom I 

d~E'G).)dS'ec:).) - e1ec:).)d - d~del\EtlGo 

Oh I cream of devine damsels, behold here, the Lord of all the worlds (sporting) 
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• 

with the damsels of vraja. He wears divine ornaments, set with new gems of all nine 

kinds. His bedecked ear rings Invest him with unique splendour that surpasses the 

effulgence of Brahma's satya loka, with Innumerable reflections of the sun and the 

moon. He is the consort of Lakshml. His divinely handsome body, matching in beauty 

a crore of Manmathas, has been taken on In delusory sport. To the earth, he Is 

an ocean of nectar. He dances here on the earth and Is the ocean of benediction 

assuring happiness to the community of his devotees. 

Mat yo tolam In chaturasra Jotl comprises ten aksharas, which Is divided Into • 
three parts taking the angas - laghu,dhrutam and laghu (101). In this Matya talam, 

• 
each laghu has four aksharas, while dhrutam has two aksharas, the whole thing making 

up for ten. As in dhruvatalam, the Pata Aksharas are framed for Matya talam also. 
• • 

The palo aksharas of Ma!ya talam are 

1 o 1 

Tadhimdhatho - Dhimda - Tadhimdhakitatakg 

d~oQ~o - QOQ - d~oQ ~tJd~ 

In this talam, though each laghu carries four aksharas, each beat In the vilamba 

Kalam carries two aksharas each. The hand gestures of the tala, Is the same as 

mentioned earlier In the case of dhruva talam. According to the Agama Nartana 

tradition, the foot work Is taken up based on the beats of the tala, which Is as 

follows: 

The foot from Soma pada has to be raised and should be placed hard on 

the ground for the ghata (beat) of the laghu, while silence Is to be malntlaned 

for the remaining aksharas of the laghu. The heel of the foot Is to be gently raised 

with the toes touching the ground and placed side wards. I.e It should be placed 

in the kunchlta posture for the dhrutam. Again for th,e following laghu, the action 

of the first laghu Is to be ,repeated. This completes one avrttam and similarly, the 

entire Jati has to be taken up. This completes dancing according to the talam which 

was practised during the Agama Nartana days. 

According to the present day requirements a jati Is choreographed based on 

the sound and vibration of the syllables. in Sama gat!, breaking the avrttams where 

ever necessary. For Matya talam of this particular song the movements can be 

choreographed as under: 

In the first avrttam, for the syllables. 
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-TakodhlnutaJoka - Kh)ar)aka - 0 plain and flowy movement Is preferred and 

for the syllables ,dhlda~akIQa~aka, which Is spelt with a gop In the beginning, a 

quick movement on Agratala Sanchara Poda7, with a slight jerk 

In the beginning Is justified. 

Based on the stress given particular syllables, the movements are formed. This 
• 

MalVo tolam has lot of gaps In between and the jatl when utterred with specific 

gaps Is coiled as Vlnyasamu.ln the second ov[ftam while the syllables Dhlkltadhlmltajhe~u 

goes plain, the syllables, Tadhar)a Tadhlml, Takl!a has gaps In between. Here. we 

can make use of the gaps to land Into postures along with the movement. Here. 

we can take three separate postures for Tadhana. Taddhiml and Takita. Movements • • 
with sudden jerk tapping both the feet on the ground and lifting one leg with utksipta -
~lrassu8 and the eyes from Sama drlS!1 following the hands subsequently. Is a sight 

to watch for the above said syllables. 

In the third Qvrttam the phrase Takadomdariklta Indicates a continuous 
-movement and the sound and vibration of the syllable Dhim indicate a single movement 

-with posture. For the syllable Dhlm, a curvatlous movement bending the body 

backward with raised head and hands,keeplng one foot forward and the other 

backward with udvohlta slrassu9 and ulloklta drish!i 10 Is suggested. In the same avrttam 
-for the syllables Dhlrgudutadde, a movement sitting on the man91 and taking a circle 

Is suggested. The above said movement should be the follow up movement of the 
-posture Dhlm and when the hands and legs move from one movement to another 

It would create on Impact on the audience. 

In the fourth ov[1tam the stress given to syllables tg, and 1Q. In the phrase Jhem1Q.rl 

Kuntarl Inldlcote 0 graceful and delicate movement. For this. a movement of 

VenukanCltull Is justified . • 

In the fifth ovrttom the word • 
Is to be uttered with a gap In the beginning. 

Hence, a leap movement Is suggested here and In the same avrttam for the words 

OhOklta tokglhem which Is utterred rhythmically and quickly, a movement, placing 

both the feet In Anchlta posture (Podo) and taking (Pulling) the body backwards 

Is justified. 

7. A movement to the front. moving on the toes. 
8. Turning the head aside and upwards (tossed). 
9. Raising the head ond keeping It stili. 
10. Looking up. 
11. Tapping one foot In the front and lifting the other toot ot the bock. 
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DHIM - CURVATIOUS, BODY BENT BACKWARDS 
HANDS AND HEAD RAISED 

DHAKITA TAKAJHEM - PULLING THE BODY 
BACKWARDS WITH ANCHITA PADA 

I , 
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I 
I 
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In the seventh ovrttom 

TokojheQutokodhlml - todhlmlto - tokotodlglr)otom I 

t1~O~)EQ.)t1~e~ - t1e~t1 - t1~t1el\E'i)~O I 

• 

Here the stress given to the syllables dtll and dtll and the way they are utterred 

Indicate a wave like movement. While the syllable d.bl. Is glevn stress and spelt In 

• a low tone. the rest of the syllables i.e. mltg Is utterred In a slightly higher tone. 

• 

The same Is repeated for the other dhlmltg. which follows the first By uttering 

the syllables In above sold manner. a wove like picture Is visualised and the movement 

should be a wave like movement. sinking the body down and lifting It up and when 

It Is done repeatedly. appears like a wave - a Tarangam. 

The jatl Is to be closed as usual with the teermonam takatadlglr)atom. 

The third suladi talam. that follows Is Rupakatolam. The song In Rupakatolam 

set to TBQI (Mukahrl) rogam,followed by the Sollukattu passage Is as follows. 

NltyanondomlhO Pasyoto Naraslmham 
- -Vrojovodhubhlradhl losyokrtom 

Bhokthanabhoyodom bhavabondhanavidalanam 

Munlvoryomok§hoiko pholo veda viditam 

Inglto IIngidoya sudhayo porlmitamudo 

Gopijono monasljaneka rupadhara mlha 

Porlpalltonljajanom nlravadhiko karul)orasam I 

Tajhemta 
t1~0t1 

Tajhemta 
d~od 

Kll)ajhem 

'~~o 

Tehoto 
r-:rtJ 

• 

KajheQutakatadimi 
S 0.» EQ.) d S' d<8 ~ 

-ditakagadhimita 
OdS' K~:>Jc1 

TarldaQatajheQu 
tJeGS~~"O+>~ 

Tadhimitakitajhenu 
• • 

tJ~:>J dl~"O+>~ 
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Dlkltaka 

Old~ 

Tadhlmlki 

de~1 

Tadanam • 
dO€Qo 

Taritadda 

e'led~ 

Takadhimi 

dlfe~ 

Jhenutata 
• 

~€Q.;)e'le'l 

Danadhlml • 
GSf»O~ 

dhanadimitadhanata • • 
c:S E"i) 0 ~ e'l 0 E"i) e'l 

ta dhanum. danam . . .. 
~Q'E"i)JO, O€Qo 

TojheQum takajhem 

~E"i)Joe'l~o 

-!angu tokaJheQu 
~o~ e'l~€QJ 

Tatakita taka taka • 
de'l~~ e'llfe'llf 

dhimi takita dhimita 
• 

e~ e'l~~ Q~e'l 

TakatadhigiQatom I 

41fe'lOl\€Q6'0 I 

Oh I divine damsels, behold here Narasimha. the eternally blissful. he out -does 

(even) the ladles (of vraJa) In the lasya dance - form; he has the tradition or conduct 

of doing good to his followers; he offers freedom from fear to devotees and snaps 

as under the ties (chains) of mortal existence. he is known through the vedas to 

the greatest sages as the one fruit of salvation. He is the consort of Lakshmi. With 

his nectar like grace, he provides unlimited happiness. 

To the gopis he appears as several Manmathas in one form (or: to the Gopis.he 

takes on different captivating forms, according to their desires. states of mind ). He 

protects his followers and is ( limitless in the sentiment of compassion ) boundlessly 

compassionate. 
• 

~,.. I _ 

Rupaka talam in chaturasra jatl comprises six aksharas. which Is divided into 

two parts. taking the angas - dhrutam and laghu (Ol). In this Rupaka Talam. dhrutam 

has two aksharas and the laghu carries four aksharas,the whole thing making up 

for six. As In other two tal oms mentioned earlier. the Pota Aksharas are framed for 

Rupaka Talam also. The pata Aksharas of Rupaka Talam are: 

o 
Dhimda 

eoo 

1 

Tadhimdho ~ 

4QoO ~~41f 

In this talam. though each laghu carries four okshoros and dhrutam two aksharos. 
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• 

each beat In the Vllamba kalam carries two aksharas each. The hand gestures of 

the tala Is one ghata and one vlsrajita for the dhrutam and one ghata (Dhruvaka) 

and three Nlshabdakrlyas (Vlkshlpta) for the laghu. 

According to Agama Nartana tradition. the foot work Is taken uP. based on 

the beats of the tala. as mentioned earlier. whclh Is as follows: 

As this talam begins with dhrutam. the heel of the foot Is to be gently raised 

with the toes touching the ground and placed sidewards In the kunchita posture 

and for the laghu. the foot from SamaPada has to be raised and should be placed 

hard on the ground for the ghata (beat) of the laghu. while silence Is to maintained 

for the remaining aksharas of the laghu. 

The jatl when choreographed based on the sound and vibrations of the 

syllables will be as follows: 

For the syllables of the first (iv.rttam Iqjhemto - a quick 

and flowy movement Is suggested and this movement would lead to a spring type 
• 

of movement on usl ( a jerk ) for the second Qv[ftam which begins with a gap in 

the beginning - • 

For the syllables .&.lII -In the third avrtfam a leap movement Is preferred 
-and for the words QltgkgQodhlmito In the later part of the same avrtfam. a leisure 

Bhramari movement with both. the head and the eyes moving In accordance with 

the hands Is suggested. 

In the fourth av[ftam for the syllables KIQoihem - IoddOQotqjheQl!. a . ull and 

complete movement in chaturasram. covering both the sides (with similar movement) 

Is preferred. 

For the syllables Igdlml Igkito JheQu of the fifth Qvrttam - a quick diditai movement 
, 

when taken against the beat for the words Iqdjmi and Ioki!O with the head in 

Parlvahita12 position and the eyes with Saci drishti13 would create an impact on 

the audience. For the syllable JheQ' , in the same Qv[ftam a movement on ManQikoppu 14 

with feet In Kunchita pOSition is suggested. 

12. Wagging - The head Is moved from side to side. 
13. Side long glance. 
14. Both the feet apart with the toes touching the ground and the heel raised. 
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DIKI1AKA DHANADHIMI TADHANATA 

A FOUNTAIN LIKE MOVEMENT, ENCIRCLING 
ON THE RIGHT SIDE WITH EKA PADA TADYAM 

, . 



, 
• 

• 

In the sixth ovrttam for the words Dlklta - Danadhlmltadhanata, a fountain like . '. 
movement encircling on the right side with Eka Pada Tadyam 15 is jusltifed. This 

movement when performed as a follow - up movement of the ManQikoppu of the 

previous Qvrttam. will be a sight to watch. 

For the syllables. of the seventh avrttam - Tapping both the 

feet on the ground and raising one leg, over the other and repeating the same 

movement on the other side Is suggested. This movement when done with Parivahito , 
Sirassu and Socl drlshtl, would elevate the beauty and grace of the movements. 

In the eighth avrttam for the syllables, TQdQ[~Qmf IgjheQum and Takajhem a 

simple dldltal for all the syllables Is preferred. 

In the ninth avrttam for the phrase Igrjlt.C ;;KW ~ 

the foot hard and taking a leap Is suggested. 

a jump movement. topping 

For the syllables, of the tenth ovrttam a movement of the 

legs. tapping both the feet on the ground with kunchlta Peda for the first tgkg and 

Anchlta Pada for the next Is Justified. 

In the eleventh Qvrttam for the syllables and dhlmjtg • 
a taklta movement taking the feet to one side Is suggested. Takita movement is 

done with tapping one foot hard on the ground and the other foot raised in the 

kunchlta posture and later the heel and the entire sole of the foot In kunchito posture 

Is palced hard on the ground. This completes one toklta movement and it carries 

three beats. 

In the twelveth avrttam the ending phrase 19k9tgdjglQ9tOro leads Into a Muktoyi 

which Indicates the closure of the Jatl. 

, - . -
The fourth SUiodl talam, that follows Is Jhompe tolom. The song In Jhompe tolom, -

which Is set to PantuvarOll rogam, followed by the Sollukottu passage In Jhompe 

talam Is as follows : 

Suralokavonltossomovolokoyoto davo 

Mokhllalokadhoro ModhlkotorolTIom 
I 

Soror;uSgata trOl)okollto sonkolpomiho 

15. Eka Pada Tadyam: Tapping one toot hard on the ground and moving the other gently 
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• 

Vanabhuvl Moholloso rosoroso roslkom 

Vrajapuravodhukollto Vlvldhotolo Mrdongo 
-

Songltarosovljno Mokhllo Sarojnom 

UdayavlloyatTto rosoghano Moclntyam 

Sadayahrdoyaloko kolito kolvolyom 
- - - -Adhlkatara sohosotsoho gombhiryom 

Vldhlmukhovlmrgyo podo vlmolo vljnonom 

Kanakoko!lsGtro volayongodo PO!lram 

• 

, -
Kallta koustubho - sobhl komonlyo - konthom 
I 

•• - , 
Srlvatsa laksono moseso sura roksom 

• • • • , 
Sreyosomospodo mos'e~o bhuvonanam 

JAIl: 

Tamdlrlnadlrlnodrlmdrim - nuto - kotodhiml 

t1oeO~eO~LeO~o - ~d - Sd~:l;) 

TOk~otokojheQumtagol)omtoddhl - kkltotoko -....L,;~ 

t1~~t1~£'Q)Vot1~~o ~ - ~lr~dS - ~Oe~lr~dS 

Dhlm dhlm tattadl tottodl - GIQo - glQam 

~o~o d~e d~e - l\~ - l\~o 

KIQatodlgldlgldadugu du - gujom - Jomto 

~~~el\efi~~K.J ~ - ({.)~o - ~Od 

Jhem2 Toddhlmltajhem - . 

~02 d~~d&PO -, 

-. Tori 

-, de 

TadhoQom. dhoQu dOQOjheQuta - hom - totodhimi 

dOE1J oO, ~~ C:S~~~a- - j-oo - ddt);}:) 

T akitojhemtajhemjanutahoto - Jhem - toritodhi 
• • 

e1~~O+>oe1o.'Po~£'Q)Va-j-oe1 - ~o - ded~ 

Mltaklta tokadhanadhlmljhenutoka - Todi - ginatom I • •• • 
~d~~ dS o~e~ ~~dS - de - l\~~o I 

< 

• 

Oh I divine damselsl Behold the lord well. He is the basis (support) of all the 

worlds. He has token a vow to protect those who seek refuge In Him. Here In the 

forest. he Is a connoisseur of the highly pleasurable Rosa sport. He (also) knows all 
• 

about the (essence of the) universe. 
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He transcends birth and death (emergence and decoy). He Is a cloud showering 

grace. He Is beyond human thought. He looks on his creatures with a compassionate 

heart. He bestows beatitude. He has a high degree of bravery.enthusiasm and dignity. 

His (sacred) feet are sought after by Brahma and others. His knowledge is pure and 

unsullied. He has a golden waist bond. bracelets and armlets and is dressed in silk 

(coloured garments). His beautiful neck is decorated with the kaustubha gem and 

he bears the srlvatsa mark. He protects all the devas without exception. He is the 

abode of good to all the worlds without exception. 

Jhampe talam in chatura~rajatl comprises seven aksharas. But usually this talam 

Is shown In Misra jatl which comprises ten aksharas. which is divided into three ports. 

taking the angas - laghu.anudrutam and dhrutam (1 UO). In this Misrajati Jhampe 

talam. laghu has seven aksharas. anudhrutam carries one akshara and dhrutam has 

the value of two aksharas - the whole thing making up for ten aksharas. As done 

In earlier talams. the Pata Aksharas are framed for Jhampe talam also. The Pata 
I 

Aksharas of Jhampe talam are : 

1 U o 
Taddhlmdhattohamdhlmda - Todhl - kltotoko 

• 

deoQ~~oeQQ - ~e - '~d~ 
• 

In this talam. though laghu carries seven aksharas and anudhrutam and dhrutam 

one and two aksharas respectively. each beat In the vilambakalam carries two aksharas 

each. The hand gestures of the tala are one ghata (Dhruvaka) and six Nishabdakriyas 

(Vlkshlpta). for the laghu one ghata and for the anudhrutam one ghata and one 

visarjhlta for the dhrutam. 

-According to Agama Nartana tradition the foot work Is token up. based on 

the beats of the tala. which Is os follows: 
-. 

The foot from SamaPoda has to be raised and should be placed hard on the 

ground for the ghata (beat) of the laghu. while silence Is to be maintlned for the 

remaining aksharas of the laghu. Again for the anudhrutam. the foot has to raised 

from Samapada and should be placed hard on the ground. The heel of the foot 

Is to be gently raised with the toes touching the ground and placed sidewards In 

the kunchlta posture for the dhrutam . This completes dancing according to the 

talam. which was practised during the Agama Norton days. 

The Jatl when choreographed based on the sound and vibrations of the syllables. 

will be as follows: 
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I 

• 

For the syllables. Igmdlr! Nadir! of the first avrttam. a movement on usl (Jerk) 

with the body sinking to the aramandl 16 position and then lifting It uP. followed by 

a quick bhramarl for the syllable .f:::lg Is suggested. In the same avrttam. for the words 

..u.. which Is spelt with a heavy stress a movement - with raising the foot from 

SamaPada and hitting hard on the ground and repeating the same movement on 

the other side. Forthe other drlm. with head In ParCiv[tfa 17 position. the hands maintaining 

the shoulder level with downward pataka and the eyes following the hands Is justified. 

For the syllables a movement of taklta.taklta. a three step movement 

to a side Is prefrred. 

In the second oVJtfam for the syllables 

while for the phrase Tgddlk!tgtgk9 ...... 

a simple dldltal Is suggested. 

.w.u.&~ which Is utterred quickly - tapping 

the leg twice for Taddl and for kltataka a quick dlgldlgl movement on Agratala 

sancharapada Is suggested and the same movement Is to be repeated similarly on 

the other side too. 

The third 6vptam begins with the syllables dhjm dhlm. for which Edaka KrTQita 18 

movement Is recommended. The next phrase that follows dhlm dhlm Is 

While the syllable ta Is spelt In a low tone. the syllables ttadl and ttadl are spelt 

heavily with required stress. Hence for the syllables ta and ta a lighter movement. 

I.e. tapping the foot lightly on the ground Is justified and for the syllables ttodl and 
- a gracious movement of lifting the leg and stretching It forward with the body 

bending to a side and with Parlvahlta 'Irassu and a side long drlshtl (Sacl drishtl) 

with one hand stretched forward with Alapadma hasta and the other hand stretched 

upwards over the head with katakamukha hasta Is recommended. 

The syllables GI~a GIQam In the same avrttam suggest a manQlkoppu Movement. 

For the syllable Gi~a a movement sitting on Man~ikoppu Is suggested while the syllables 

Glnam indicate a follow up movement of the Mandikoppu. I.e. raising from that • • 
position and lifting one leg over the other with hands stretched leading to a posture. 

The fourth avrttam begins with the syllables Kir)ato. for which ManQlkoppu with 

udghattita pada is suggested and for the following syllables a movement 

of dragging the feet backwards with Anchita poda Is recommended. For the syllables 

tapping of one foot lightly and moving to the front with dlgl dlgl djQj 

16. Sinking the body to half sitting position With feet aport. 
17. The head turned aside. 
18. Edakakrldlta : Tapping ane foot and simultaneously. lifting the other foot. up to the thigh and hastos 

are Alapodmo and I(otakamukho and I. done alternately. 
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TATTADI - TATTADI 

TAPPING ONE FOOT, STRECHING IT FORWARD, WITH THE BODY 

, . 



g}gl movement on Agratala sanchara poda Is suggested. Next, for the syllables 

Jemtg, a three step movement of a jump and bringing both the feet close to one 

another Is justified. 

In the fifth ovrttam, the word Jhem has got a long pause, Indicating a silent 

movement of only the body. Hence, only the body and the hands should move 

In a curvotlous and graceful manner leading to a posture with out the movement 

of the legs(see the pic). Next, the syllables Tgddhlml Talhem has also got a similar 

pause, hence the same posture can be repeated on the other side with tapping 
-the leg backwards twice on Kunchltapada for the syllables Taddhiml. 

The phrase ~.L.....L..lI m Is a continuous flow of syllables from the fifth to 

the sixth avrttam. For the letters Tarl a movement - jumping on the toes Is suggested 

while for the syllables tadhanam a leisure bhramarl with hands stretched with Alal='adma 

hasta Is Justified, according to the of the syllable. In the same avrttam for 

the phrase taking the leg backwards and at 

the same time bending gracefully to a side and bringing the body forwards with 
- I movement with Parlvahlta Sirassu and with oblique glance, repeating the same 

movement on the other side Is recommended. 

In the seventh ovrttam the syllables • ~"-L.U. recommends, a taklta movement 

(a three step movement) and tapping of the foot flat on the ground for the syllable 

Jhem. For the syllable Tglhem, which Is uttered with specific stress, a leap movement • 

can be taken leading In to a trlbhangl19 posture with feet In kunchlta position. Again 

for the syllables a Aramandl position Is recommended. For the syllables Tghqtg • 
- getting up half from the earlier Aramandl position and stretching one 

• 
leg sldewords and repeating the same movement on the other side. with Alapadma 

and Ka!akomukha hastas Is suggested20. 

The last av[tfam, In which a few syllables are carried over from the earlier av{tfam, 

comprises a farward leap for the syllables a backward receedlng leap for 
-the syllables Tgkltg, Eka Poda TOQyam movement to a side for the syllables Tgkg 

• 
and a closing muktoyl movement for Tgkg tgdhlglootom. 

'- - -The next Sulodl talam, that follows Is Trlpu!a talam. The song In Trlpu!a talam 

which Is set to sri rdgam, followed by the Sollukattu passage In Trlpu!a tolam. is 

as follows: 

19. A neat curve of the body In three parts.the head and the lower limbs to one side and the t()(SO 
I. pushed to the other IIde. 

20. The sold movement can 0110 be called a. Tom tatto dhlmdo movements. 
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-
GOpala ma kalaya sakhl he goplkayuta mandall 

• • 
Car:'qabhanu samagra maCl9ala nlyatadevanltya bodha 

Makhllasoramodldeva Matula ma MamaragTta 

Maprameya parakrama nltya suddha sukhalka vlgraha 

• • 

-Tattagdhl 

4~~ 
Tadhlmltakita 

• 
4e~4~~ 

Tajhemdha~om 

~oOEt)·o 

-, Dlmitadhi 

, e~4e 

Takltajhenuta 
• • 

4~~~~4 

Nudhanadhimita • • 
&)V~ e-t>e ~4 

Jhenutaha ta • 
~&)V~~4 

Dharikitajhenu 
• • 

~e~~~~ 

Kltakajhenuta • 
§4~Ea)4 

-, dhlnuta 

-- e~4 , 
- Tadimlta 

-- 40~4 

- , Jhenum • 

--, ~EQlJO 

-, Dhanata • 
- - c:S e-t>4 , 

- Takitadhi 

-- 4~~e 

- dhlmita ta 

-- e:JJ44 

- dhimita jhe 

-- e~423 

- ta tadhiml 

-- 4 4e~ 

- Ka taka ta 

-- t4S4 

Machyutam 

- Jhemtarl 

-- ~040 

- Jhem .... , 

-- ~o .... , 
- daoom 

-- c:S~·o 

- Katadhlml 

-- t4e~ 

- Kltakajhe 

-- ~4~o.» 

- Kadhanata • 
-- t~e-t>4 

- nutataka • 
-- &)V44~ 

- Taklta dl • 
-- 4~~O 
• 

- dlgiQatom 

-- el\e-t>cTo I 

Ohl companion, I contemplate the cowherd boy who dances with the Rasa 

cycle with the Gopls. He Is ever lustrous in the orb of the fierce - rayed Sun. He 

has steady (concentrated ) perception (conciousness) - Satyajnana - Swarupa. He 

Is the essence of the Universe, the primal God, Incomparable In his acts of sport, 

Immortallnhis music, Immesurably strong and valiant, the unique embodiment of ever 

- perfect bliss. He is unchanging (Imperishable). 
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MOVEMENTS - BASED ON THE SOUND OF THE SYLLABLES FOR TRIPUTA TALAM 

GDHI - RIGHT FOOT FORWARD AND LEFT HAND UPWARDS WITH URDH VA PATAKA 
AND THE HEAD IN RAISED POSITION 

JHEMTARI - MANDl KOPPU. WITH FEET PLACED IN SWASTIKA PADA 



MOVEMENTS - BASED ON THE SOUND OF TH E SYLLABLES FOR TRIP UTA fALAM 

GDHI - RIGHT FOOT FORWARD AND LEFT HAND UPWARDS WITH URDH VA PATAKA 
AND THE HEAD IN RAISED POSITIO N 

JHEMTARI - MANDl KOPPU, WITH FEET PLACED IN SWASTIKA PADA 



Trlputo tolam In chaturasro jotl comprises seven aksharas. which Is divided Into 

three ports. taking the ongas - laghu. dhrutam and dhrutam ( 100 ). In this Triputa 

talom. the laghu carries three aksharas while two dhrutams corry two aksharas each 

the whole thing making up for seven. As mentioned earlier. the Pata Aksharas are 
• 

framed for Triputa talam also. The Pata Aksharas of Triputa talam are : 
• 

1 o 
Todhimda - Tadhlm 

eteo<$ -- deO 

o 
- dha kilotoko 

-- <$ ~~d~ 

In this talam. though laghu carries three aksharas each. each beat in the vilamba 

kalam carries two aksharas each. The hand gesture of the tala is one ghata (Dhruvaka) 

and two Nishabda kriyas (Vikshipta) for the laghu and one ghata and one visarjita 

for the two dhrutams. 

According to the Agama Nartana tradition the foot work is token up based 

on the beats of the tala. which Is as follows : 

The foot from the soma poda Is to be raised and should be placed hard on 

the ground for the ghota (beat) of the laghu. while silence is to be maintained 

for the remaining aksharas of the laghu. The heel of the foot is to be gently raised 

with the toes touching the ground and placed sidewords in the kunchlta posture 

for the dhrutam. The some action Is to be repeated for the next dhrutam also. This 
-completes dancing according to the talam. which was practiced during the Agama 

Nartona days. 

A jatl when choreographed, based on the sound and vibrations of the syllables 
I 

will be as under. For the trlputa talam. of this particular SOlodl Sapta Tala Rosa Krida • • 
the Jatl Is choreogrphed In this manner. 

-The first ovrttam commences with the phrase lotto gdhl. In this, for the syllable • 
To the foot from Soma pada Is to be raised and placed hard on the ground and 

the same action Is to be repeated fat the other ttg, with the hands stretched with 
-downward Patoka hasta and in line with the shoulder. The syllable gdhl demands 

a curvatlous posture and for this, the right foot Is to be stretched forward,whlle the 

left foot has to be token bock and should be placed on the toes. For this leg positions, 

the right hand is lifted upwards with Urdhva patOka21 and the lett hand Is stretched 

sidewards in line with the shoulder with the patoka hasto. The head Is to be placed 

In utkshlpta position (see the pic). For the syllables, phlnuto. which Is uttered with 
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• 

a gap, a quick bhramarlls taken on the toes. For the phrase lII..L.,I; ...... ~u.. a mandikoppu 

movement Is suggested placing the feet In Swastika position. 

In the second avrttam. for the phrase a takija movement (a 

three step movement) is taken covering both the sides.To elevate the beauty of 

the movement the hands are gracefully utilised. For the syllabies Igdlmltg a quick 
-circle Is taken with Eka Peda tedyam leading into a simple posture for the syllable 

Jhem. 

-The third avcttam has the syllables For this 

contlnuousmovement in chatura£raj5tiis recommended. For the syllables TajhemdaQom. 

a Pakkanattu22 movement with one hand with Patoka hasta near the chest and 

the other hand with the same hasta, in line with the shoulder is stretched out. And 

the same action is repeated for the syllables Jhenumdanom on the other side. • • 

In the fourth avrttam, the words. dhjmjtg dbL begins with a gap at the beginning. 

Though the gap is shown in uttering the syllables. the bodily movement is continued 

even in the said specific gap. Hence. for these particular syllables, the movement 

begins, even before the utterance of the syllables. For this. from the gap. the leg 

Is lifted and placed over the other and is pulled back again with a free flow of 

movement. For this one hand is held with Katakomukha hasta. while the other with • 
Alapadma. The next set of syllables that follows the above Is. dhgogtgkgtgdhjml. 

For this each foot is placed hardly on the ground alternately and each letter of 

the above said phrase is made to spell through the beating of the leg. Hence each 

letter Is accompalned by a beat. 

The fifth Qvrttam carries the syllables Iokitg Jheoutg. for which two postures 

on either side Is suggested on Kunchita poda. with the hips pushed outside. The hand 

gestures are utilised in nrltta to emphasise the leg movement. For these particular 

postures one hand with tomrachuS1a hasta is placed near the face. while the other 

hand with Alapadma hasta is stretched out. For the next syllables IgkUg a simple 

movement of a circle Is taken. while for the syllables dlkl tgkg a Simple movement 

of placing one foot in front of the other alternately is suggested. 

For the syllables ~ of the sixth Qvrttam (Jhe - being carried over • 
from the earlier av[ttam) a light jump movement to either side with one leg placing 

21. The pataka hand gesture tilted upwards. 
22 Pakkanatu movement Is a combination of variety of movements. Flrstlv one leg Is tapped and the 

other Is lifted and placed backwards of the tapped leg leading nnally Into a Swastika Pado Mandlkoppu 
movement. 
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bockwords. using the Alopodmo ond kotokamukha hastas is justified. For the phrase 

Qhlmltg Qhlmltg - two leops ore token forwards. while for the syllables 

o Tol tol tol did Ito I movement holding Alapadmo hastas with both the hands Is suggested. 

In the seventh ovptam. the phrase Is utterred continuously. 

Hence 0 fast movement Is token up against the beat with legs placing cross alternately. 

with the honds stretched forword with Alopadma hasta. A simple movement of didltal 

ond diditol Is token up for the word Jeoutataka. 

-The eighth ovptam begins with the syllables darjkjtqjheQutg. for which the pada 

from Anchita position Is placed hard on the ground - twice on one side and twice 

on the other. while the honds ore stretched In shoulder line with downward Pataka23. 

For the syllables both the feet are positioned on the toes and by doing 

simple digldlgl movement. one leg Is lifted backwards and one hand Is held near 

the chest with katokomukho hasto while the other is strectched dowr. with Alapadma • 
hosto. 

The lost ov[tfom begins with the phroses dlkltgkgjheQutgk9. for which 0 movement 

on udghottlto swastika POdo Is token twice and a movement on udghattlta poda 

to 0 side Is olso token twice. ll'le ~vJ'ttom. along with the Jatl concludes traditionally 

with a Muktayl. TakatadlglQotom. 

I 
The next Sulodl tolom. thot follows Is Vllombotolam. which Is olso known as 

Ato talam. The song In Ato tolom whclh Is set to Anando Shalrovl Ragam. followed • • 
by the Sollukattu possoge In A!a tolom Is as follows : 

- - -Koloyotosurovanlto madanagopala 

AnupomolovoQYo sarldekonodham 

Vonabhuvlrovltanayo ta!lnltata 
-HorlCondonolovanga latadl vilasltam 

-Nlrupomo rogo rasolla slta val/ova 
- - -Yuvatljonamonasa Kumuda purlJendum 

Mrgomodatlloka kallta pholasundora 
I __ 

Sromojolakof)o muktopholo jolor050m 

Coroookomoiogata moolmoya nupuro 

23 Downward Patoka hasta II nothing but the lata hmtam of the Nrltta ha.ta. mentioned In Abhlnoyo 
Darpanam. 
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• 

10t1\) 
. .7,Hj 

Madhukara madanlcaya 'Ikshagurum 

Mandra madhyamalaghutaragati bheda 

Sundarasya nand Ita yuvatT bmdam 
• -Harlcanadana tulasi kamala ketakikunda 

Kumudaporljotadl kusuma sugandhim . 

TamtakklQaklf)ataka - Jamtakajamtakumtarl - taddaQam - ta 

€rotJ§lr~~~e$~ - ~od~~o d&Jode - e$~~o - d , 

Dda~am.taddhinuta - dhal)atadhiml,taka - Jamta - Takajamta 

~~·o, d~~e$ - ($Ef)de~, d~ - ~od - d~230e$ 

, 

Taddal)omtadlmitaka - Tahujamtarldhar:'om - Jal)uto - Takl!ajam 

d~~·ode~d~ - 6'j-u230e$eO~·0 - 23Ef)..;)6' - d~~230 

TakaJam tadhlmltaka - Jar;'utadhaQadhimitaja - mtaki!a - takajam 

d~'a3o iie~e$~ - ~Ef)..;)6'OEf)e~d'a3 - oe$~~ - e$~230 

-Klnajamtakadhlttaka - jamjanutahatadhana - dhinuta - Tajanamta • •• 
§~23od~e~~ - 23023cSJ6'~d($Ef) - ecSJd d23Ef)Oe$ 

Tadha~ata taddhlmlta - kl!atakaja!:"Jtakare - takatadlglClatom I 

d($~e$ d~~d , - ~~d~~Ef)..;)e$1fO - d~de - ftEf)Go I 

Oh I divine damsels, behold the cowherd - boy rivalling Manmatha. He is a 

river of Incomparable beauty. He is the sole guide In the woe JS on the banks of 

the yamuna (the daughter of the Sun - God), resplendent, with trees such as the 

harlchandana and creepers such as the lavanga (clove); he Is like the full moon 

unto the (ocean, namely, of the) minds of the young cowherdesses enjoying the 

Incomparable mood of Rasa dalliance with him. His forehead adorned with the mark 
• 

made of musk Is dotted with a string of pearls that are the beads of perspiration 

brought on by his exertions. Through the bee - like sounds made by the gem - laden 

anklets adorning his lotus - like feet, he Instructs In the art of Manmatha (love); he 

delights the assembled young ladies with his beautiful lasya dance, indicating diverse 

variations of steps such as slow. medlum,lIght and very light. He exudes the fragrance 

of flowers such as the harlchandana, tulosl. kamala (lotus), champaka (Jasmine) , 

kumuda (Illy) and parljcta. 

Atatalam i.e. the Vllamba talam In chaturasra joti comprises ten aksharas. But 
• 

7S 



A!atalam Is generally shown In KhanQa jetl. In KhanQa jotl, A!atalam has fourteen 

aksharas, which Is divided In to four parts, taking the angas • laghu, laghu, dhrutam 

and dhrutam (1 1 0 0) I.e. the A!atalam comprises two laghus and two dhrutams. 

In the A!atalam, each laghu carries five aksharas each and each dhrutam carries 

two aksharas, the whole thing making up for fourteen. As mentioned earlier, Pata 

Aksharas are framed for Atatolam also.The Pota Aksharas of Alatolam are: 

1 1 o o 
Tadhlmdhattoham • takadhlmdhattoham • Taddhim • dha kltgtgkg 

tH~oQ~oro - d~eoQ~~O - dQo - Q ~~d~ 

In this talam, though laghu carries five aksharas and each dhrutam carries two 

aksharas, each beat In the Vllamba kalam carries two aksharas each. The hand 

gestures of the tala Is one ghata (Druvaka) and four Nlshabda krlyas (Vikshipta) for 

each laghu and one ghata and one vlsarjlta for each dhrutam. 

-According to Agama Nartana Tradition, the foot work Is taken up, based on 

the beats of the tala, which Is as follows: 

ThiS tolam begins with laghu and hence, the foot from Soma pada has to be 

-raised and should be placed hard on the ground for the Ghata (beat) of the laghu, 

while silence has to be maintained for the remaining aksharas of the laghu. The 

same action Is repeated for the other laghu also. The heel of the foot Is to be raised 

gently, with the toes touching the ground and placed sidewards In the kunchita 

posture for the dhrutam. Again for the following dhrutam, the same action is to be 

repeated. This completes the dancing according to the tolam, which was practiced 
-during the Agama Nartana days. 

When a jatl Is choreographed based on the sound and the vibrations of the 

syllables It will be as follows. The movements for the A!atolam jotl Is choreographed 

as presented under. 

The A!atolam jatl commences with lyrical and flowery syllables such as Tgm 

For the syllables Tam, both the legs are placed hard on the ground. 

In the form of udghattlta p~da and one leg Is lifted up and placed backwards. 

For the syllables kklr:'akltla • which resemble the sound of tinkling ankle bells, a Similar 

movement Is to be done. For this, a light movement of the body· moving the body 

sidewards by placing one foot backwards is suggested. For the phrase.a..a& 

that follows, the same movement, as mentioned above Is to be repeated. The syllables 

Is shown by moving front on Agratalasancara peda. For the syllables 
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.... a light Jump Is taken leading Into the kunchlta posture and the same 

movement Is extended farward for a posture. for the next movement of Igddhgnam. 

The syllables ddhanam Is carried over to the second av.rttam from the first. 

In the second Qv[ftam • the word tgddhlnutg Is depicted by taking a slow circle . 

The following syllables dhgngtgdhlmlls shown by two taklta movements. either covering 

both the sides or by doing It only on oneslde. The next syllables Tgkglgmtg Tgkglomto 

Is done by tapping one leg backwards and strechlng the same leg forwards. and 

the hands with Katakomukha hasta are stretched In line with the shoulder In same • 
way as that of the legs. The same movement Is to be repeated for the other takajamta 

also. 

The third Civrttam begins with the syllables for which. both the feet 

are placed hard on the ground (or tapped hard) In Samapoda and then the ugdhattita 

pod a movement Is done. with the alapadma hastas stretched forward and later 

taken back to original position. For the syllables Tgdlmltok9. a movement of Kuncita 

pada Is taken. alternately on each foot. with the downward Patoka hasta and the 

body Is gradually lifted up from the sinking position. For the phrase ........... _ ~..u.....u. 

the movement taken up for the first syllables of the first avrttam Is done. to maintain 

the symmetry In doing the jatl. A simple didital movement Is done for Janutg. For 

the syllables again. the movements taken up for the syllables taddanam, 

In the first avrttam Is to be repeated. 

The fourth ovrttam begins with the phrase Tgkglhom. for which, once again, 
• 

the movements taken up for the taddhanam in the second ov[ftam is repeated . 

to maintain the symmetry. For the syllables a movement on 

kunchltapoda. with downward patoka hastas lifting the body from the sinking pOSition 

and the hands moving In a flowery manner along with the body from lower position 

to the upper position. As the sound of the syllables Toiomtokito suggests a leap 

movement. a light jump Is taken to the front for these syllables. For syllables Tqkaiam 

a simple dldital. when done twice. elevates the delicacy of the movement. 

The next avrttam (which storts off with kinajam) which carries the syllables 
• • 

a muktayl Is token on udghattita poda. Later for the syllables 

Jgolltghotodhoog. one leg Is crossed over the other and token bock quickly. and 

Is taken against the beat. For the syllables dhlnpto TOionomtg, two quick postures 

are taken. which Is a follow up movement of the earlier syllables. The two similar 

postures are kept with one leg stretched backwards and the other front. with the 

body turning to a sldeand pulling It bock. with hands stretched diagonally. 
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The last Qvrttam commences with the phrase for which 

the same movements, as taken up for the syllables JanutahatadhaQa of the earlier 

ovrttam Is repeated . 
• 

For the syllables kltotokg lonlltgkg. a delicate movement of tapping one foot 

backwards gently on the toes, and alternately, is suggested. with the hands clobbed - , 
In Paso hasta which Is placed over the head. 

For the syllables ut, a posture In the same position as mentioned above is 

suggested. 

The A!atola jatl concludes with a muktayl. TgkgtgdigiogtOm. for which. while 

the feet shows the muktoyl takatadiglQatom, the hands are placed above the head 

with Paso hasta, with a curvatious bend in the body. 

The next ~ulodl talam that folliows Is Eka talam. The song in Eka tolam. which 
-Is set to saurashtra ragam, followed by the Sollukattu passage in Eka talam is as 

follows: 

• • 

-
Kalayatavanabhuvl komalek~aQamiho 

-KaJlta lolita muraU kola ninadam 

Kalpltabahuvlda komovlse~am 

Karu,)orasaghana monupama vesam 

Kalyanakrtlkrta bahukhelam • 
Sri gopalarosakifqa 

Siddhamahotsavavamitam • 
Adhuno siva Noroyaoa TTrtha Sugho!ltom 
'- -Suladlkam Itl Harlgurukrpoya 

TakaJhem, Taka 

ct 0, t'J~ 

-Dhl dlnutajhem 

e 6 c6.> t.1 o.'P 0 

T addhlml T akkl 

dg~ dll,~ 

to 
• 
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Jof)U dhof)otam 

~€t)J ~~(J'o 

Tokoklno Jomtorl • 
il~~~ ~oile 

Dhonodhlml Todhlmlta • 

~~e~ ile~il 

Taddhlml 

il~~e~e:)o~€t)J il~~ 

Taddhlnam 

il~N-..l0 • 

• 

Takajonuto tokita 
• • 

il ~ z:3 f:t)J il il ~ t) 

Tadhlmlto dhikitako 

ile~il e~il~ 

Jhel)u tahoto dhiml 

~ €t)J (J':r-il e ~ 
Toklto. Jgmtgrltgko • 
il~t). ~oilOd~ 

Jhenutaka • 
~ f:t)J d S' il S' il e l\ E-.> 6' 0 

Behold the lotus - eyed Lord here in the woods. making indistinct but delicate 

sounds with his flute. He has demonstrated varieties of love - sport. He is the cloud 

laden with the sentiment of compassion. His (dance) - dress Is Incomparable with 

his auspicious personality. he performs several acts of sport. He Is the blessed Gopalaka 

(cowherd boy). By the grace of Lord Hari and his preceptor. Siva Narayana Teertha 

has now brought about a description of the noble and great festivity called Rasakrida 

in this suladi form. 

Eka tolam is simple of all the talas. Eka tolam in chaturasra jOti comprises four 
-aksharas and has only one anga I.e. the laghu (1). As Eka Ullom has got only one 

-onga each Qvptam has got only four aksharas. The Pata aksharas of Eka TOlam 

are : 
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1 

Taddhlmdha Kitqtoko 

deo<$ ~~d~ 

In this tolam. the laghu carries four aksharas but in the vi/amaba kolom each 

beat carries two aksharas. The hand gesture of this tala is one ghoto (dhruvoka) 

and three Nishabda Krlyas (Vikshlpta) for the laghu. 

-
In the Agama Nartana tradition. the foot work Is token up. based on the beats 

of the tala, which Is as follows : 

As this talom has got only one loghu, the foot from Soma Podo is raised and 

placed hard on the ground for the ghata (beat) of the laghu, whi/e silence is maintained 

for the remaining aksharas of the laghu. This completes dancing according to the 

talam whclh was practised during Agama Nartana days. 

When a jatlls choreographed based on the sound and vibrations of the syllables. 

will be as fallows : 

The Eka Tala jatl commences with the syllable Takajhem, for which, a posture 

with both the hands stretched diagonally with kotakamukha hastas and the left leg 

Is stretched backwards, the right leg Is placed cross and the body is bent backwards , 
with utkshlpta slrassu. 

For the syllables ~ ~~ (In which taka is carried over from the first Qv[ftam) 
-of the second avrttam a leisure circle Is taken. For this syllables dlnlJ a movement • 

on udghattlta pada24 Is taken which leads Into a similar posture as mentioned in 

the first ovrttam, for the letters Tolhem of the second ovrttam. • • 

In the third avrttam a movement - tapping one leg and doing the dlgldigi 

movement on Agratala sancara pada Is taken up for the syllables Toodhlmi IOkkitQ. 

For the phrase J9oIIOhgootgrn of the fourth 'Ov[ftam, a movement on usl (a 

jerk) with Anchlta poda25 and tapping It down flatly In Trlbhangl position Is 

recommended. 

Again for the syllables Iokokino Jorntml of the fifth ovrttam, the dlgldlgl movement 

on Agratala sancara Is to be repeated. 

For the syllable of the sixth Qvrttam a light jump Is suggested. while 

for the syllables dhlmitg and a diditol rQovement on the toes Is taken up. 

24. Feet aport with toe. touching the gOll'ld and the heel raised and stomping the feet hardly on th gOlX'd. 
25. The heel of one foot Ihould touch the orO\.X)(j wtlIe the toes are raised. 
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The syllables 
.LW Is utterred quickly. hence. a muktayl movement 

Is taken with an Initial leap. In the seventh ovrttam . 
• 

For the syllables Taddhlml Taddhinnam (of which Taddhiml is carried over from 
-the seventh avptam) of the eighth line. a movement on usl with Anchlta pada and 

tapping it down flatly on the ground in Tribhangl position Is taken up. This movement 

Is the repeat movement of the fourth ovrttam . 
• 

For the syllables IokOloOl Ito tOkjtg of the ninth Qvrttam. the combined movements 
• 

of udghattlta pada and Anchlta poda is taken up alternately. 

For the syllabi ~ ¥. a simple movement of didital dldital. with 

the Swastika Pada position Is suggested. 

For the syllables Jbeoutghgtgdhjmj of the eleventh avrttam. two similar postures 

on either side by tapping both the legs and lifting one leg upto the thigh position 

Is recommended. 

In the twelfth Qvrttam for the word Igkjtg. a mandikoppu movement to the • • 
front Is taken and as the follow up movement of this. a movement to the front 

on Agratala sancara pOda Is taken up for the syllables Jomtorjtgkg. For this movement. 

the hands are made to move in a half circle with Alapadma hasta culminating into 

katakamukha . • 

The last Qvrttam comprises the phrase for whclh a movement on 
• I 

udghattita pad a is recommended. The last 5vrttam of the final Suladl Jati concludes 

with a muktoyl Igkgtodlglngtom. 
I 

This concludes the practical description of the Sulodi sapta talas of the Saptama 

Tarangam captioned • The description of the great festival of Rasa play·. All this 

goes to prove how accomplished Narayana Teertha was in the arts of music and 

dance. Narayana Teertha has composed the Suladi Jatis In such a complicated 

manner that a gap of even a breath's time would make the entire proce~ go wrong. 

This also shows that Yati Narayana Teertha was very much adept in the knowledge 

of a) Psychology of the tala. b) Mood of the tala and c) Aesthetic beauty of the 

tala. 

The ;ulodl Saptatala texts are adopted from the Sri Krishna Leela Tarngini (Telugu 

version) of Vavil/a Ramaswaml Sastrulu and sons - 1967 - except the last song in 

Saurashtra raga and Eka talam. This song is adopted from the translation work of 

Sri 8, Notorojon - 1988, The summary or the ardha of the songs are a/so adopted 

'rom Sri 8, Natorajan's book of Krishna Leela TaranginJ. 
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" 

. I 
After the practical analysis of the SUladl Sopta tala Jatls. I now would like to 

take up another marvellous piece composed by Narayana Teertha. This Is song number 

. fourteen. from the third Tarangam. captioned .. (.; • 

( The description of the tending of calves by Sri Krishna). This song Is In the form 

of a prayer offerred to Lord Lrlshna by the Yajna patnis26. The song begins with the 

lyrics .. (.; • But It Is popularly referred to as the IALA GOPALA 

TARANGAM. It Is among the most delightful creations of Narayana Teertha. It has 

been composed In a scholarly way and every charanam at the end Is followed 

by a set of Jatls (Sollukattu passages) which Is meant for dance. Narayana Teertha. 

through this song spells out profound philosophical truths along with rapturous dance. 

They bear Impressive testimony to his musical genius and profound knowledge of 

our sacred tenets and the saints dedication to Advaita Vedanata. 

This Bola Gopala Tarangam has all the Ingredients such as Raga. Tala. Laya. 

Nrltta.Nritya and Abhlnaya In It. There Is wide scope for elaborating the Abhniaya 

In this Tarangam. 

The Bola Gopla Tarangam in Mi~ra Chapu Talom Is set to Mohana rogam. Originally. , 
It was set In Ata talam. As the count of aksharas for two avrttams of Misra chapu 

• 
Is equal to that of one avptam of A!a talam. usually. this song Is rendered in Mitra 

Chapu. When this song is sung in Mitra chopu talam. It increases the tempo of the 

song. 

The Bola Gopala Tarangam In M~ra chapu talam. set to Mchana rogam. folowed 

by the Sollukattu passages meant for dance Is as follows : 

The song is preceded by a sloka where In how the Yagnapatnis offer their prayers 

to Lord Krishna Is told In brief: 

Yagnapatnyastamlsanam lilogopolavlgraham 

Prasadayantlyam Vedastatparyel)amanantlte I 
• 

The wives of the priests thus please the lord who had In sport taken on the 

human form of a cowherd boy. and whom the vedas reveal as their true Import. 

26 VoJnapatnls - Wives of the sacrificial priests. 
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• Pallavl 

Anupallavl 

Charanam 1 

Jatl 

Choranam 2 

, 

, 
, 

• Jati 
, 

• 

• 

: Bola gopola Ma Muddara - krishna 

Paramo kalyoQa gUQokara. 
- -: Nlrada nlla kale bora krishna • 

Nirupama kausthubha kandhara 

: Nanda nandana bhakta chandana - sura 
-Brlndarchlta bahuvandana 

Mandasmita sundaronana - kotl .. 
Madana Sundara jaganmohana 

Indira mandira bhakta sundara hrdayaravlnda 

Brngabhaktl makaranda 

Nandita gopika brnda 

: Tam tOhata dhai dattattam - takkato 

.-0 r:r6 q, c:S~ro - 6tlrl' 

Dhimmlnanginato - dhimmire takka • • 
~~lc:ron~6' - Q~l"6 6tlr 

Todhlmmi dhlmlkita todhlmmlre takka • 

todigiQanganglC\attomga dhirgudu dhadhlgudu dhattonga 

4'onc:rol1'on~(ol1' ~~~ c:SQ&~ ~(0l1' 

Todhlginamga ttiruttomga dodirgudu • 
4'~n~ol1' i~~ol1' c:SO~~ 

Dhodiki!aki!o dhodhigiC\otom I (Balagopalo) 

40!6!~ c:SQn~c1o I 

-: Yajnodl karma pholo prada - kf~Qa 

Yodukulo jato sukhoprodo 
-Yajno somrok~ol)o dik§ita kr§l)o 

Yatijano muktido suvroto 

: Todholyya dhaiyottato - kltotoko tatklnnam • •• 
.-q,~: q,@t,r - 1~6t 6"lr'i0 

Torikito torikito dhimi dhimdhim dhimikita • • • 
60'~ 60'~ Q~ QoQo Q~'~ 
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Tonglta kltattonga tongll)a kll)a klf)a dahrldharl 

~on~ I~~olf .. ono '0 '0 ~O ~O 
Kuntakataka dhlrgudu takataka dhirgudu taka 

~o~t~t Q~~ ~t~t ~~~ ~t 

I -
GaQapathl guru srulpathlshaomukha java java java 

lfa~a ~~ !~a ~~.rp =~ IS~ IS~ 

- -Jhamtarlk~a taka tattonglta tonga 

~o~O'~ ~t ~~on~ ctolf 

Ttaka glr)a dlnuhata dhlml totodhom 

fot no ~~~~ Q~ .... ~o 

Taka dhirgudu taka dadhigiQatom 

~t Q~~ ~t ~Qnocto 

Dina hata dhlml tatodham 

~~ ~~ Q~ .... ~o 

Taka dhlrgudu taka dhadhlgl~atom 

~t Q~~ ~t ~Qnocto 

-clntltajana chlntamaQI gaQa 

Santata sukha santana prada 

Mandaradhara manjula mauktlka 

NandltaJana nandatmaja vara 

- -Brndavana brndarakagana • • 

Vandltapada vasudevatmaja 
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Jotl • • 

Choronom 3 : 

Jotl 

Choronom 4 

Joyo joyo joyo jhomtorlkl!otoko tottonglto 

a~ ,,~ ,,~ ~ot10!~c1t c1;on~ ... 
Tonglttoko glnodlno hotodhlml toto dham • 
~on€t naO~ ~c1Q~ .... (J"o 

Taka dhlrgudu taka dodhlgloatom 

"t Q~~ c1t C:SQncc1o 

AnnomoyOdl~u poncosu tva 

Montara manondo vlgrohom 

Unnota photo momonontitejogo 

Dudaya naYOnodi§u lak~hltom 

Taddhltvamevasl tOddhltvomevasi 

T atsarvometo ttvomevaslnunom 

(BOlogopaIO) 

To du ttunga muktamal)l prasphuroddhivyo 

Mattebhavodyogl cittesphurontom 

Nrltyonta matyonto monondom, mide 

Hltom tvamohom tvamohom tvomohorn 

: Tadhlta kukudo kukutoto ttokuku dhlkuru 

"Q4 ~~c:s ~~t1c1 t~~ Q~~ 

Tattottongu takkitok~o kudhorl kitototonga 

4t~ot{ c1'&-~'~ ~~o '~c1c1ot{ 

Kitto klta kito dodhiglQotom (Bologopolo) 

.~ 'c1 .~ C:SQ nac10 I 
~ 

: Sontota manto rovosthitom hrdi 

Satya vljnano sukho krtim 

Antoryoml toyodltom - yogi 

Cintlto rna koloyoml tom 

• 

: no dhirgudu dhattom - totto dhirgudu dottam 

t Q~~ ~-;o - t1i Q~~ C:S-;o 

Kltatom tottorl kitottorlki 
• 

'~c1o ~to "to' 
- - -- ... DoguQu doguQu taka dhom dhom 

d~~ dt{.)~ ,. do do 
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Kunda klta klta dhari kukunda • • 
~o~ ,~ ,~ ~o ~~o~ 

no kukundhariki 

~ ~~o~O' 

- -Deku deku kundharl kldakka • • 

~~ ~~ ~o~O , at" 

Prabhedamlha jheku jheku jhana 
• 

L~"~~~ ~~ ~~ ~~D 

Jayasiiana!anam sakalajagadadim 

-Sakala munigitam sakalanigamantajanitam 

Tamatlvldltam tam paramo yogi gar),O 

Clntlta makhanda sukha sampada • • 

Maparamahimona maolmanamlha 

Rangatturanga mOtanga varahamsagatl 

Manjlra manjlratanata makhllaranjanam 

: Tadhlm tatadhlm tataklta dhlml dhlml dhlml • 
c1~0c1c1~0 c1c1 I~ ~~ ~~ ~~ 

-Tadhl taklta dhlml taklta dhlml takitaham 
• • 

c1~ c1'~ O~ c1'~ Q~ c1'~~0 

TadhTm - tahattadhlm tahatta dhlnn5m 

c1~0 - .. ~~~o .. ~~ ~~lo 

- - -Tahattadhim dhlnna dhlnna hatta 

c1~~~0 O~l Q~ ~~ 

Tamdhlnna dnlnna ddhlm - toto dhlnna dhlm 

ro Oc'irl, ~c'irl, ~o - r.. Q-Sl ~o 

86 



• 

• 

Tadhlnna takadhlnna - tahatta dhlnnam 

c1~~l c1"Q~l - ';)of. Q~lo 

Kattarldl kattarldl kahure kahure • • 

"to~ "to~ r;ro~ r;ro~ 

Kanjarlgl kanjarl~1 dehure dahure 

"oeso~ "oeso~ i:S;ro"6 co;ro"6 

-
Song Ito sohltya vidya vlnoda vara 

Govlnda gopala gopi manohare 

Matirastu ratirastu mangalam bhavathu mama 

: Taddhlmta taddhimta takita dhlmi dhiml dhlmlta • 
c1~0c1 c1~0c1 c11~ Q~ Q~ Q~c1 

Dhitakita dhimitakita kidataka . ... . 

Tataklta dadhlglnatom (Bolo gopala) • • 
c1c1l~ GSQnc~o 

- - -: Toraka soma muktaharakam 

- --Bhakta karunyarasa puradharakam 

- -Naradamunl k§.hema karakam 

Dhlra Narayana Teertha torakam 

Tamtohata dhanatom dhanom 
• • 

Dhanatam - dhannom dhaonatam • •• • 

~~'o - OctO 0'1'0 

Tadhlmml tadhimmi tondavololam • • 
c1~~~ ,,~~~ ro(J.,-de)o 
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Rlmjhlrlmjhl rlmgha~a rodhololam 

Oo~oOo~o Oo~~c; crQ-dCo)o 

Kunda kl!aklta dharlkl goplka joram 

~oGS .~ .~ 40' tf~1r erlSo 

-Nagadharam to dhitto navanitha choram 

Tvomaham kalayaml dhTra 

Man(5mayam sakala kamodam bhuvl 

Sontata mananda tandavalolam 
• • 

Sadgur)a mal)lgaQa bhu§ana jOlam 

Sundaragokula bOlagopolam 

Satya pratljna santana gopalam 

V1khyota satklrtl vljayo gopalam 

Mandasmltananda modana gopolam 

Kandarpako!1 kalyoQa goplam 

-Bhaktajana brunda prasanna gopalam 

Siddhajana slddhanta slddhagopolam 

Matsyovataradl mahima gopolam 

Tam tvamaham tvomahom 

: Taddhlta kuku dhlkukutto ttakuku dhlkukutatta 

4~4 ~~ ~~~t f.~Q ~~~~t 

Tongu takk~a k~aku dhariki!a dhonga 

;o~ ~'lr~ ,~~ 40'Q ~o6 

Kldtaklta taklta dhadlglnatom (Bolagopola) .., . 
'4'Q ~'Q GS~nc;t1o 

- -: Dhal dharlklto toham dhltto • 
I 40'~ .. ~o ~~ 
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Jhejhe jhomtort dhlgl dhlgl dhltto 

iii! ~o~O ~n ~n Or -
Dlttorl dlgl dlrgudu dlgl dirgudu ditto 

~f.O ~n ~~~ on ~~~ ~~ 

Todlml tOdlml tonglta ditto 

a~~ ~~~ ~on~ o~ 

Tottom tottom gakklto tokklta 
• • 

a~o a~o If'l,~ ael,~ 

Dho,:,o dha~o todl mohlOQom 

~a ~a "0 ~~'i0 
Dholongutoko toko todhlgi~ot5m 

~~o~"t at ,,~ na'o 

Svamlnom vlcitrovono mollnom 

Pototrlrojo gomlnom parlpalltog~dhonom 

Bhujogopotisayinom sodonondodoyinom 

- - --Somosto vedo sodhonom sonotonom Bologopolokom bhojomL 

: Rehurehure rimkhono rimkhono 
• • 

~~"6~"6 Oo~a Oo~a 

KOhukohure konjort konjori 

r~r~"6 .-oesO toesO 

Jhekujhekuro jot"otojjogogi~o 

~ ~~~O' ~a",~ na 

gekuQekur§ Silnkuku qinkuku 

~~~~"6 4o~~ 4o~~ 

Jhorumjhori hor1lokumu rlmkho,:,o 

~~o~o ~O~ ~~Oo~a 
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Takkl!a k~a taka dlkk~a k~otaka 

~'l,1» '1» ~t Q'l,1» '~~t 

Tonglta klta taka nanglta kltotaka • • • • 
.onl» .~ ~t QIl,~ '~~t 

T ahata tahata dlmlta • dhaneku dadhlgi,)atom (BalagopOla) 

~:r~ ~:r~ ~~~ - ~iiI~ C:SQnc:ac1o 

: Ohl Krishna, (you who have been pleased to toke on the form of 0) 

cowherd boy, you are the abode of the most auspicious qualities. Please liberate 

me (from the ocean of the samsara). 

: Your body Is dark as the (rain· laden) cloud. Krishna. The matchless 

Kausthubha odoms your neck. 

Chgrongm ] : You are the delight of the Nandagopa; you grant the wishes 

of your devotees, like the harl . chandana tree (sandal tree Of heaven). The devas 

In their numbers offer you their profound homage; your gentle smile Irradiates your 

face; you are as handsome as a crore of Manmathos; you cost your spell on the 

entire universe; you are the abode of Lakshml; you are the bee enjoying the honey 

which Is the devotion gathered from the lotuses that are the charming (blemlshless) 

hearts of your devotees; you delight the assemblage Of the gopls. 

: Ohl Krishna , you give away the fruit of sacrifices and other 

auspicious rites. You are the comfort and joy of the Yadu clan. you are dedicated 

to protecting sacrifices. You have the noble (self) commitment of granting liberation 

to the austere sages. 

Oh Lords Ganesha, Dakshlnamurthl. Sripati (Vishnu) and shanmukha. hall. hall. 

hall. 

To devotees who think of you. you are like the clntamani stones. you grant 

your devotees eternal happiness and progeny. you lifted up the Mandara hili. you 

wear beautiful pearls; you bring joy to your devotees; oh. precious son of Nandagopa. 

your holy feet are worshipped at Brindovan by the devas In their numbers; oh. 

Krishna .son of Vasudeva . hall.hall. 

: The scripture proclaim that your blissful form Is at the core of 

the Annamayya kosa27 and the four other layers of sheaths of the body. you are 

regarded as the supreme goal to be aimed at by the world (of beings); you ore 
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Indeed the Supreme Being. and certain It Is that all things emerge from and merge 

In you. they are you and you are It. You shine eternally In hearts of the yogis. as 

much the same way as the superior pearls and other gems do from the foreheads 

of the Infatuated elephants. You dance In the fullness of your supreme bliss. I repeatedly 

offer you my salutations. 

: I comprehend Krishna as. one. who dwells eternally In the hearts 

of men; the embodiment of truth. superior knowledge and bliss; you have been declared 

as the Inner being and as one who Is constantly In the thoughts of the yogis. 

He performs his customary dance of victory. He Is the origin of the entire universe. 

He Is sung by all the sages. He can be known through the thoughts expressed In 

all the vedantic texts. He is always mediated upon by the hosts of the supreme 

yogis. His wealth consists of bliss which Is full. His greatness is unsurpassed and he 

Is most subtle. Here he dances making delicate sounds with the bells while moving 

like horse and elephants on the battle field and excellent breeds of swans. and 

delights the entire universe. 

You take supreme delight in the branches of learning. consisting of music and 

(musical) literature (sang ita and sahitya vidya). Oh! Govinda. Ohl Gopala. you are 

the heart's delight of the Gopis . May you remain my movement (action). May you 

be In my thoughts. May you be my refuge. May auspicious events happen to me. 

Chmgogm 5 : He wears garlands of pemls whose sparkle matches the stars. 

CompaSSionate to his devotees. he is like a cloud showering on them what they 

wish for. He ensures the well being of sage Narada. and is the liberator of Nmayana 

Teertha . 

You are fond of the Tandava - dance form. You are attached to Radha. You •• 
love the Gopis. You are a stealer of butter. 

I mediate on you. You are fearless. disease- free. the provider on this earth 

of all that Is wished for (by devotees); you delight in dancing. blissfully and for ever; 

you are adorned by the gems of your noble qualities; you are the beautiful cowherd 

boy of the Gokulam; you are the happy cupid like cowherd boy with a gentle smile 

always on your face; your reputation is known for and wide: you are the victorious 

Gopala (or Gopala who assures victory to devotees) : you keep your promises; you 

are the best ower of progeny: your radiance matches that of a crore of Manmathas: 

27 The sheath comprising the gross material body sustained by food 
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you are Gopolo, bestower of auspiciousness; you are Gopala who delights hordes 

of your devotees. The enlightened sages have established (to their satisfaction) that 

you are the supreme truth. You have protected the world (repeatedly) by your several 

Incomatlons as Fish etc. I dwell on you. you and you alone. 

Chqroogoo 6 : I worship the young Gopala who Is our Lord; wears garlands 

of different kinds of flowers; has the king of birds (Garuda ) as his vehicle ; Is the 

protector of the cottle wealth; reclines of Sesha. the king of serpents. bestowes eternal 

happiness; you are the means to all the Vedas. and you are eternal. I worship Bola 

Gopala. 

Musicql vollle : The Bola Gopala song is a remarkable creation of Narayana 

Teertho. with well knit and charming Sollukattus In between. This Is an elaborate and 

descriptive composition and Is a very popular piece In the Kuchipudl dance tradition. 

This song Is considered to be the heart of the entire Sri Krisr;,)a Leela Tarangini, with 

Its lilting and soulful music. The Bolo Gopala song also elevates the musical status 

of the Sri Krishna Leela Taranglnl. The Bolo Gopala composition of Narayana Teertha 

has the Sohltya (the literature) dominating the Sangeeta (music) aspect. The hidden 

bhava of the song Is brought out In elaborate passages of the song. But Narayana 

Teertha could fully recognise the role of Sangeeta as being on indispensable means 

to spiritual realisation. Fully aware of the potency of the Songeeta to elevate the 

man from the level of the sordid to the pedestal of the devine . Narayana T eertha 

has set his compositions In highly evocative rakti ragas. 

The thrilling sollukattus woven In this particular Bola gopala song with perfect 

technical and aesthetic Skill. bear ample testimony to Narayana Teertha's mastery 

over the Intricacies of laya. making him a great 

In this Balagopala song. the saint poet has skillfully Introduced the essence of Moho 

vakyos In expressions like • and 'TwO Mghgm' etc. By this It goes to 

prove that the perfect combination of Sohltya. Sanglta. Nritta and bhakthl to which 

Narayana T eertha has adhered to Is itself the supreme reality. 

--' The Bolo gopola song Is Interpersed with charming sollukattus. thus 

giving ample scope for nrltta. Narayana Teertha has composed the Bola gopala 

song in A!otalom which Is of fourteen matras. Two avrttams of chapu make one 
- . avrttom of Ato talom. while one ov,rttam of A!atalam has fourteen aksharas. two 

Qvrttoms of MI~ra chapu also has fourteen aksharas. Hence this song Is usually sung • 
In Mitra chapu. which Increases the tempo of the song. Inturn making It Ideal for 

dance. 
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This song comprises six charanams and the six charanams are composed in 

three different jatls, for the purpose of dance, which makes it a marvellous piece 

bringing In the required effect. The first three charanams are composed In Misra 

jatl, while the fourth and the fifth charanams are set In Khanada jati, the sixth and 

the final charanam Is composed In chaturasra jatl. Though it has been composed 

In the seven letter metre, the other metres such as the five letter metre and eight 

letter metres can be gracefully exhibited. The tala jnana and the laya jnana exhibited 

by Narayana Teertha In composing this song Is very gripping. 

As it Is composed In various jatis such as Misra, Khanda and chaturasra, one 

gets a lot of scope for exhibiting their skill In tala and laya vlnyasa. In dance, while 

composing a piece for nrltta, it Is seen that it fits well In the Gatlprastara. This particular 

composition of Narayana Teertha Is very fabulous and suitable to toke up gatl prastara. 

Generally, most of the performers who take up this tarangam, do not perform 

beyond the first charanam. The other five charanams are also enriched with highly 

spiritual Sahltya bhava with remarkable dance sollukattus, as that of the first charanam. 

making the entire song most wonderful for dance. The jatls presented here (Sollukattus) 

reflect the older tradition or system of composing the jatis. The jatl passages are 

woven very Intricately and are not simple. The utterance of these jatls (the sollukattu 

passage) need lot of practice and perfection. 

When the entire song is taken up for dance. the nritta and laya vlnyasa can 

be distributed to all the charanams. Instead of concentrating on it at one place. 

The pallo vi and anupallavl of this song are plain, without any sollukattus. 

The first charanam deals with the description of the beauty of Lord Krishna. 

He Is praised as handsome as a crore of Manmathas etc. In this charanam. the 

lines : 

Indira Mandira Bhaktha 

Sundara hrdayora vlnda • 

-

are very popular and are remarkable for foot variations and laya vlnyasam. 

Many varieties of foot work can be exhibited gracefuuly here. The first set of jatls. 

that follow the first charanam are very lyrical. The sollukattu passage has to be taken 

up based on the bhava and the mood of the song. As this charanam Is predominantly 

about the description of Lord's beauty, it posses off pleasantly. So the sollukattu 

passage when choreographed for nrltta, should possess movements that are very 
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pleasant, without heavy movements. The nritta Is very gracefully choreographed for 

this first set of Jatls. The delicacy of the utterance of the syllables tells up on the 

nature of the foot work adopted. 

Every charanam ends with chatura!ra jOtI and It Is In chaturaSra jotl that on 

artiste can show his or her talent In nrltta. 

The second charanam Is a blend of both Sahltya and Sollukattu passages. The 

syllables begin In between the lines of the song. This charanam Is In praise of Lord 

Krishna, praising him as a protector of sacrifices. The choreography for the for the 

sollukattu passage has to be taken up based on bhava of the song of this particular 

charanam. Here, Krishna Is termed as a protector. Hence, the nritta movements should 

be In relation to that of the bhava. The sollukattu passage of the charanam, Is Interpersed 

with lot of hard syllables. So thq movements are also composed with required stress. 

reflecting the confident personality of Lord Krishna, as a protector. 

The third charanam Is more philosophical and deals with the sheaths comprising 

the gross material body sustained by food (anna). Lord Krishna Is praised as supreme 

being, who dances In the fullness of his supreme bliss. There Is on elaborate scope 

for showing varying laya vlnyasa and lot of foot variations for the lyrics I • Nrityonto 

-. I There Is wide scope for Jotl PrastOra and Gatl Prastora. 

The bhava of the song of this particular stanza Is very sobere and philosophical. 

So the foot work for the sollukattu passage should be very sobre, with out much 

stress any where. The movements should flow off freely from one movement to another. 

A free and continuous flow of movements are suggested for this. 

The fourth charanam Is very elaborate, but passes off with a lively spirit. In 

this charanam Lord Krishna Is praised as the embodiment of truth, who performs 

donee of victory . His dances (the tinkling sound of the ankle bells) are compared 

to the gaits of horses and elephants on the battle field. He Is also praised for showing 

delight in the branches of learning music and literature ( Sangeeta and Sahityto). 

There is wide scope for taking up foot work In this charanam. For the words 

Jaya~fla - Na!anam - meaning dance of victory a variety of movements, with lot 

of foot variations corresponding to the mood of the song Is to be depicted. The 

nrltta taken up should indicate the victory In It. The second phrase. where nrltto 

can be elaborated Is : 

Rongatturanga Matanga Varahamsogotl 
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Manjlra manjura!a nala makhilaranjam. 

Here, a variety of gaits (Nadaka) such as Ashwagatl. Mattebha gatl. Hamsa 

gatl can be takenup and woven beautifully as Lord Krishna's dance Is compared 

to that of gaits of the horses, elephants etc during the war time. 

The bhava of this popular stanza reflects a jubiliant mood. The movements when 
-

composed for this should appear jubiliant, active and vibrant. The sollukattu passage 

comprises very peculiar and typical type of syllables such as KOhu kOhu re kanjaraQI 

kanjara91 and dehure dahure etc. The syllables itself suggest very active movements 

such as jumps leaps etc. Variety of foot work exhibiting the gaits of elephant, horse 

etc can be shown for this jatl passages. Alternating between vibrant movements 

as on the battle field and soft movements as of swans can be depicted well. One 

most Important aspect of this charanam Is that, It Is composed In five letter meter, 

I.e. the Khanda Jotl. The khanda jotl Itself reflects the vibrant movements . Hence, • • 
the entire sollukattu passage Is to be choreographed reflecting the joyous and delightful 

mood of the yajnapatnls, offering prayers to Lord Krishna. 

The first part of the fifth charanam moves off softly, as It reflects the soft nature 

of lord Krishna, who cares for his devotees like Narada etc. The later part of this 

charanam ,In praise of Lord Krishna, brings out his noble qualities with beautiful 

compariSOns and Is also praised as the delight of the devotees and protector of 

the world. The lines 

Taddhimml taddhimmi tOQQavalOlam 

Rimjhi rlmjhl ringhaCla Radha lolam 

suggests more of mltta, where vigorous foot movements can be done for the 

syllables taddhlmml taddhlmml. 

The sollukattu passage Is not an elaborate one, as that of the earlier stanzas. 

The song suggests a happy and delightful mood of the devotees. The mitt a when 

done should appear delightful with brisk movements. This charanam Is also set In 

khanda jatl as that of the fourth charanam and it Is only in the khanda jatl of five 

letter metre, the vigorous tOQQava movements can be neatly executed. The 

choreography of the mitta movements for this charanam, should be a combination 

of both soft and vigorous movements, as the song reflects both the soft nature of 

Lord Krishna, as the protector of the devotees and also a delighted and enthusiastic 

young Krishna, who Is fond of TOQQava dance and who loves Radha and Gopls. 
I -

While concluding the mltta passage, It should be concluded In Chaturasra Jatl. 
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The sixth charanam is again in praise of Lord Krishna. who wears garlands of 

different kinds of flowers. who reclines on sesha and bestows eternal happiness etc. 

The charanom begins with the sollukattu passage. where in lot of foot movements 

can be gracefully exhibited. This charanam also comprises a set of syllables. at the 

end of the lines of the song. The end syllables are very peculiar in sound and vibration. 

The syllables Rehurehure rinkhana rinkhana should be uttered in a high tone and 

the choreography for the foot movements should also be vigorous as that of the 

sound of the syllables . This stanza is set in chaturasra jati and there is a lot of scope 

for laya Vinyasa. As the mood of the song in this particular charanam Is very light. 

happy and pleasant. the foot work for the syllables. at the beginning of the charanam. 

should be light. continuous and free flowing. At the end of the stanza. the syllables 

suggest vigorous and vibrant movements and hence. the nritta should correspond 

to that of the sound of the syllables. 

This concludes the nritta aspect of the Balagopala song. This song is also rich 

in Its obhinaya content. Both nritta and abhinaya factors playa vital role In emphasising 

the Importance of this song. Now. the abhlnaya aspect of the Balagopoia song 

Is presented here. 

: The Bola Gopaia Tarangam is enriched with beautiful sahitya 

expressing various moods of the yajnapatnls. offering their prayers. The sahitya of 

this song Is most suitable for dance. where an artist gets wide scope to elaborate 

on the abhinaya in every charanam. This song Is very elaborate and Is descriptive 

In nature. The sahitya of this song is dominated by the essence of bhakti. Lord Krishna 

Is praised in ail possible ways. emphasising his noble qualities. lending much scope 

for elaboration through abhinaya. The song begins with the pallavi 

Bola Gopala - Momuddhara Krishna. 

Here Narayana Teertha (In the guise of yajnapatnis) asks for his liberation from 

the ocean of samsara. He requests the young Krishna or the kid (Bala) Krishna. to 

liberate him. This piece Is very popular among the artists. A variety of episodes are 

taken and elaborated for the single phrase Bala Gopala. As the word bala suggests 

a kid. the bala kreedas of Lord Krishna. such as eating the mud (where Tribhuvana 

Is shown to his mother Yashoda). killing of the demon Putana. the Kaliya mardhana 

and other leelas where In Krishna Is looked up on as Lord are enacted In story form. 

The stories are woven In an episode form and Is enacted by a single artiste. adorning 

various characters. Hence. a lot of scope Is created for abhlnaya. Here. the artist's 

calibre In vlsuallslng various childhood pranks of Lord Krishna and executing them 
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neatly, character by character Is brought out. By this the artist's orthe choreographer's 

creative capacity can be judged. 

The Anupallavl has the lyrics beginning with : 
- -Nlrada nlla kalebara - krishna • 

Nlrupama kaustubha kandhara 

In the above lines, a wide scope Is seen for anglkabhlnaya. The phrase nlrada 
-

nlla ka!ebara can be depicted through many ways using various samyuta and 

asamyuta hast as. 

The first charanam - Nanda nandana bhakta chandana .. ..... , Is fully In praise 

of Lord Krishna. Much of anglkabhinayam Is preferred here, hlghlltlng the nritya aspect. 

Apart from lot of samyuta and asmyuta hasta bhedas, a variety of beautiful postures 

can be made use of. Lord Krishna Is praised for his physical looks, who Is as handsome 

as a crore of Manmadhas. Here, there Is much scope for analysing and enacting 

various feelings and emotions of the yajnapatnis (who are saying it) and also of 

the Lord Krishna, who Is at the receiving end of the praises and also that of the 

gopls, who feel elated to be with that Krishna. So one can create Satvlkabhlnaya 

to the possible extent, thus exhibiting once talent in creativity. 

The second charanam starts off with the lyrics Vajnodl karma phala prada 

- Krishna ...... Here Lord Krishna is praised for his actions as a protector of sacriflces28. 

The lyrics 

Cintitajana - cintomal)igaQa 

means, to devotees who think of Lord Krishna - he Is like the chlntamal)i29 stones 

. Here many episodes can be created, where, Lord Krishna has helped the devotees. 

bringing out the hidden bhakti bhava. The scenes such as the Draupadl Mona 
• 

Samrakshana, where Lord Krishna's helping hand saved Draupadi's mana, Gajendra 

moksham, where In the form of Lord Vishnu (the lyrics are also In praise of Srlpati 

- lord Vishnu), saves the life of an elephant, can be executed. thus proving that 

pure bhakti Invokes the Lord. The phrase Mandaradhara indicates the lifting of 

Mandhara girl parvata. so the entire episode of lifting of the parvata can be enacted 

through abhlnaya. Once again, the abhlnaya Is a dominating factor here. 

28 Ensuring that the performance of the rituals I. In accordance with the pre$Crlbed procedures 
29 Gem. reputed to materialize what ever Is wished for . 
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The third charanam begins with the lyrics : 

AnnamayodlSu pancasutva 

Mantara anada vlgraham. 

This charanam Is more philosophical In nature. explaining about the various 

layers of the body envoloplng the soul, which are five In number and they are: 

1) Annamaya kota - the sheath of nourishment 
- -I 2) PraQamaya kosa - the sheath of life 

3) Manomaya kosa - the sheath of heart /mind (manasu) 

4) ViJnonamaya kosa - the sheath of Intellect 

5) Anandamaya kosa - the sheath of pleasure 

lord Krishna Is praised as the supreme being. Satvikabhhinaya can be done 

for the Iyrlc~ : -TADDHITVAMEVASI- meaning you and you are It. The episodes - where. 

most of the things emerging from him and merging In him can be executed through 

satvlkabhlnayawhlch Is the facial expression and emotional expression. There Is very 

limited scope for anglkabhlnaya. The meaning of the song. line by line can be 

depicted through anglkabhlnaya. Rest of the feelings can be enacted through 

satvlkabhinaya. 

The fourth charanam begins with the lines: 'Santatamanta ravasthitam .. .. . : 

Is once again In praise of the lord. as the embodiment of truth and who Is constantly 

In the thoughts of the yogis. He Is also praised as the origin of the entire universe. 

who performs the customary dance of victory. Here. lord Krlshna's dance is compared 

to that of horses and elephants on the bottle field and his soft movements to that 

of swans. lord Krishna is also praised for his Interest and delight in learning sangeeta 

(music) and sahltya (literature). 

In this choranam, there Is wide scope for excelling In anglkabhlnaya. Most of 

the somyuto and asmyuta hastas. are made use of In this charonam. The angikabhlnaya 

Is performed with beautiful postures for certain phrases In the lyrics. There Is no much 

scope for elaborating the abhlnaya here. In this charanam angikabhlnaya Is the 

dominant factor. For the phrase Sangeeta and Sahltya. a variety of postures are 

suggested. For the word sangeeta. various musical Instruments like Veena. Flute. 

Mrldanga etc can be depicted through anglkabhlnaya while for the word Sahltya 

a variety of postures such as depicting a book. writing a book can be executed. 

The fifth charonam starting with - Torakasamo mukto harakam- Is about Krishna . 
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who ensures the welfare of Sage Narada and who Is the liberator of Narayana Teertha 

. He Is also praised for his TOQ9ava dance form. who is a steaier of butter and 

who Is attached to Radha and Gopis. He is also praised for his noble qualities and 

as the protector of the world by several incarnations. 

This charanam provides wide scope for elaborating the abhinaya. Many episodes 

and stories can be adopted and executed through both angika and satvikabhinaya. 

The episode of stealing the butter, one of the childhood pranks of lord Krishna . 

can be elaborated for the word Navaneethachoram. Krishna coming along with his 

friends and playing mischief with the Inmates of the house and stealing of the butter 

along with his companions is shown with charming and beautiful expressions. The 

beautiful lines :. Rimjhl rimjhi ringhaQa radhalolam ............... GopikOjaram· can be neatly 

executed by showing the association of Krishna with Radha and Gopls whom he 

loved much. The playful activities of lord Krishna with the gopls like playing with 

colours, showering colour water on each other. playing the kolatam. teaSing of Radha 

and other episodes are shown wonderfully. ultimately leading to the union of Jeevatma 

and Paramatma. The lines In praise of lord Krishna as the protector of the world 

by several incarnations like fish etc is more dance oriented. The dasavataras or the 

ten Incarnations from Matsya to Kallkovatara of lord Krishna (Vishnu) can be depicted 

through well - knit abhinaya, making use of samyuta and asmyuta hastas and well 

positioned postures. giving beautiful body frames. 

The sixth charanam beginning with the lyrics: "Swaminam vlcitra vanamollnam· 

Is once again in praise of lord. describing him as one who wears garlands of various 

flowers, one who reclines on Sesha etc. Here, there Is wide scope for anglkabhinayam 

and samyuta and asamyuta hastas , with the help of hasta bhedas. variations In 

anglkabhlnaya Is taken up. 

Summing up totally, taking both nritta and abhinaya factors. the Bola Gopala 

Tarangam Is a blend of rich and high flown sahltya. with melodious music. perfect 

tala and laya vlnyasams. Intricate foot work for sollukattu passages, elaborate. yet. 

wonderful abhlnaya and creative episodes. All the above mentioned Ingredients are 

put together to make this piece one of the delightful and charming creations of 

Narayana Teertha. Because of all these ingredients. it is popular among the Kuchlpudi 

performers. 

Because of its elaborate and descriptive nature. and rare sollukattu passages 

which makes the utterance difficult. most of the performers do not perform beyond 

the first charanam . But when all the six charanams are perfectly and neatly performed. 
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It Is a challenge both to the performer and the musicians (the drummer and the 

singer). And above all, it also reveals and elevates the performance value of the 

Tarangams. 

DANCING ON THE EDGE OF THE BRASS PLATE; 

Another important aspect that is taken up for discussion here, Is about dancing 

on the edge of a brass plate during the performance of a Taranga song. 

Narayana Teertha has never ever mentioned In his illustrious work, that the 

Taranga song when performed should be accompanied with the dance on the edge 

of a brass plate, nor his work suggests this anywhere. This was Introduced for the 

common man, who was unable to digest the rich text of the Sri Krishna Leela Tarangini. 

For the benefit of mass and mass appeal, dancing on the edge of the brass plate 

was taken up and more over with such innovations, h was felt that art could reach 

the common man, even In the remote corners of the country. It was also introduced 

for the sake of survival of the both art and the artistes. 

But how far It Is justified Is a question to be answered by the younger generations 

of the artists and performers, keeping In mind the divinity of the text. Nowadays, 

few persons who are sold to be promoters Of art, Instead Of restricting themselves 

to dancing on the brass plate, are elaborating the process, by dancing on the pot, 

with a small container, containing water In It, placed over the head. with lighted 

lamps In both the hands and one over the head on the water container and to 

add to this is a spoon with a lemon In the mouth. All these amounts to acrobatic 

feats and do not represent any classical dance. 

Dancing on the edge of the brass plate does not add any dignity and fervour 

to the devine character of Lord Krishna. The purpose with which Narayana Teertha 

has written Sri Krishna Leela Taranglnl, is to propagate bhakti bhava and Krishna 
, 

tatva in particular. Sri Krishna Leela Taranglnl Is a bhaktl oriented prabhanda rachana 

where It Is seen that the devine emotions are spread Including bhaktl In the devotees. 

Such a text does not recommend any Issue that brings disgrace to the devine 

character of Lord Krishna. Dancing on the plate was Introduced only to ploy to the 

sentiments of common man. So dancing on the edge Of the brass plate Is totally 

uncalled for. 

In the Taranga songs Itself, where ever the text demands. a variety of foot 

work with many variations are being shown. In many of the tarangas, there Is wide 
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scope for layavlnyasam and gatl prastharas. Most of the taranga pieces are very 

conducive for the elaborate abhlnaya In the form of a story or episode. When all 

the required elements are Incorporated and are In built In the tarangams. I think 

there Is absolutely no necessity of going out of the way In the name of Innovations. 

The addition of dancing on the edge of the brass plate does not add any 

dignity. grace or charm to the taranga performance. This act also effects the bhava 

of the song and deviates from the main concept of bhakti. 

Narayana Teertha was a great composer of nritta and nritya. Sri Krishna Leela 

Taranglnl Is a wonderful text that Is being rendered (sung) and performed (danced) 

since 17 th century - the time . from when it was composed. Such an old text 

when carried forward through generations in its pure form. with out diluting it would 

make a mark by itself on the cultural tradition of our country. The spiritual themes 

like this should not be commercialised. instead people should strive for and take 

care to preserve them In their purest form. to pass it on for the future generations . 

101 

• 



CHAPTER V 

• 

• 

102 
• 



, '., 
".~ .. ... 
• · 1: :t 

, 

• • 

, 

, 

, 
• 
, 

, 
, . 

, . 

I , 

· 
• I 

I 
, I 
, I 

I 

, 
! I , , 

INTRODUCTION: 

Sri Krishna Leela Tarangini is a master piece written in chaste and melodious 

Sanskrit, presenting the story of Sri Krishna as related in the Dasamaskandha of 

Bhagavatha, from the marriage of Devaki and Vasudeva to the wedding of Rukmini 

and Krishna. Sri Krishna Leela Taranginl Is a peculiar and wonderful combination of 

narrative and dramatic poetry. with dialogue. action. dance. and music. It has been 

classed and composed in a Yakshagana 1 pattern. a peculiar narrative. musical dance­

drame. Indigenous to Southern India, It is said to be longest opera in Sanskrit. This 

type of presentation had probably its origin in the Andhra country. 

Most Yakshaganas abound in brood humour and expressions of carnal love . 

which to the modern mind appear vulgar and indecent. But Sri Krishna Leela T arangini 

Is a happy exception to the rule. The whole work is full of dignity and feNour of 

devotion for Sri Krishna. presenting Brlakthi, in the way of Madhusudhana Saraswati 

and some other Adwaita Bhakthas2. Yati Narayana Teertha's Tarangini, has over the 

years formed an Integral part of the Kuchlpudl dance. 

1. This Is a work written in chaste Sanskrit. set to melodious music. in a story 

: form. from the marriage of Devaki and Vasudeva to the wedding of Rukimini and 
, , 
, 

, , 
• 

( 

• 

, 

• 

• 

, , 

, Sri Krishna. It is a beautiful combination of narrative. dramatic poetry with dialogue, 

action, dance and music. The composition has been enriched with remarkable dance 

sollukattus. The presence of these features odd to the dignity and charm of the 

composition. making the work suitable for dance - drama. providing ample scope 

for Abhlnoya. 

2. The words - "Atha Abhlnlyate-, appearing at the beginning of each Tarangam 

Indicate. that. the author had Intended the entire composition to be played or enacted 

on the stage. to the accompaniment of music and dance, 

3. At the beginning of each of the twelve Tarangams, the port of the story 

about to be presented.ls described In simple and short "Anushtubs· 3.ln the opening 

1 Vaksha - now known a. Jakkulu - a corruption of the original word Yaksha . Yakshagonas - The stories 
and deeds of Gods enacted by the Yakshas. 

2. According to SOmpradaya kula deeplka,conlprlslng Bllwamangala Matha Vrttanta,there ore few 
selected Krishna Bhakthaa In Indla,settled In different parts of the country. One such krl$hna Bhakttla 
lived In kosi by name Madhavanalo. It Is believed that Joyodeva wa$ on Incarnation ot Madhavanolo 
and Vatl Narayana Teertha an Incarnation of Jayadeva. These selected Krishna Bhakthas were called 
as Bilwamangalas. 
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section of the first Tarangam, the prescribed preliminary prayer to Vighneshwara and 

Invoking (Stuti) the Ishta Devata4 are seen. A gist or summary of the entire composition 

of Sri Krishna Leela Taranglnl followed by a summary of the first Tarangam,ls given 

at the beginning. According to the dance-drama tradition, this part of the text should 

be recited or sung by the sutra-dhara5. 

4. Sri Krishna Leela Taranglni is composed as a regular dance-drama, with 

set rhythm, syllables and jatls most suitable for dance. The entire work of Sri Krishna 

Leela Tarangini comprises the following : 

a) 155 Gitams (Songs) 

b) Short daruvus 

c) 348 slokas 

d) Gadyams and vachanas (link passages In prose). 

This reflects the presence of chaturvidhabhinaya in this work. This work when 

enacted Is done by adorning proper costumes, Indicating the character. This comes 

under Aharyabhinayg. The gadyams and vachanas, which serve as link passage to 

the story, are recited by the Sutradhara, in his own voice accounting to Vgchjkgbhlngyg. 

The dance or the action done by the characters, in the story, including the sollukattus 

(Nritta) Is the Angikgbhlngyg. The feelings and emotions expressed by various 

characters are classified under Sgtyjkgbhjngyg. All the above mentioned forms of 

chaturvidhabhinaya, Nritta (Pure dance) and Nritya are quiet essential for any 

Yakshagana. Sri Krishna Leela Tarangini has all these features in abundance. 

5. Another Important fea1ure, which Is indigenous feature, of this Yakshagana 

Is the -Daruvus· 6 employed by Narayana Teertha. According to Nori Narasimha Sastry, 

the word Daruvu, linguistically speaking is a corruption of the Sanskrit word 'Dhruva'. 

It Is not a retrain. It Is generally used to describe the entry of a character on 

the stage and serves as a short description of the character - Patra Pravesa, as 

it Is commonly called. 

6. Daruvu- It is also known as Dhruvagana. In this the Sahitya In songs Is fixed 

up to a particular tala. There is gati prastara in it. It is the oldest form In the South 

Indian dance. The original metre of the daruvu is not static. 

3. Anushtubs - Metres.consistlng of four padas of eight syllables each. the whole stanza consisting ot 
32 syllables. 

4. Ishta Devoto - The favourite deity. 
5. Sutra Ohara - One who manages the stage - The master ot ceremonies on the stage. 
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·Each and every character that we come across in Sri Krishna Leela Tarangini 

mark their entrance with "Pravesa Daruvu· 7. This Is a remarkable feature In Yakshagana. 

6. In th literary front, Narayana Teertha followed many characteristic features 

of the Telugu language. Introduction of AntyaPrasa and observance of the Prasa 

Nlyama, use of Andhra Yatl (Maltri)8, Prasa Yati etc, makes the entire composition 

of Sri Krishna Leela Taranglnl. rich In the literary aspect which Is an important feature 

of Yakshagana. Introduction of Dvlpada9 metre which is widely prevalent in the popular 

literature and composition of few songs In Manjarl Dvipada makes the songs most 

thrilling with deeper impact on the text. 

All these features, collectively make Sri Krishna Leela T arangini, a wonderful 

Yakshagana, which emphasises the philosophy of Bhakti or pure devotion. 

Yatl Narayana Teertha has made the narration crisp by picking out for his 

delineation in this dance-drama only the most telling episodes from the SrimadBhagavatham 

version of Sri Krishna's life and sport, condensed the story in quite a few places. 

and provided ample scope forthe full play of his musical genius and poetiC imagination. 

Important episodes are embodied In memorable stanzas and the entire presentation 

Is Intended to elevate the soul and merge it in supreme bliss . 

• 

Sri Krishna Leela Taranglnl Yakshagana begins with a traditional Invocation to 

lord Ganesa, I.e. the Mangalacharanam - Himaglritanaya Pat yam. This Is followed 

by a traditional Sonklrtana called the Todayamangalam 10 starting with the words 

.. Jaya Jaya·, which Is a dlvyanama sankirtana of Vinayaka, commencing with the 

Palla vi : Jaya Jaya Swomln java java 

Anupallavi : Jaya Jaya jltavairlvarga PracaQQa 

Jaya Jaya gaJamukha Jaya vakratuQ9a. 

The story narrated by the sutradhara will be either in the form of verses based 

on some raga which Is known as the Sandhlvachanam 11 or in a metre called dvipada. 

Usually, the raga will be the same as the one In which the character who enters 

the stage next, renders a poem or a daruvu. In this work. the pravesika daruvu is 

7. This Is sung at the time when on Important character enters the stage. It also depicts the mood 
of the character. 

8. It consists of the use of a similar vowel and consonant at the palce of yatl. a practice which Involves 
a number of complicated rules. 

9. A pattern of poetry like Kandam. Slsam etc. which Is commonly used In dance. 
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rendered In the popular ragas such as Saurashtra, Pantuvarall, Nadanamakrlya, Kalyani, 

Bhalravl. KambhoJI etc, depending on the rasa or the mood of the characters.12. 

The daruvus of kuchipudi are mostly in Madhyamakala and Drutakala. Vilambita 

laya 13 Is very rarely used. The tradition of selecting the ragas depending on the 

mood or rasa has been adopted by Narayana Teertha, In composing the Sri Krishna 

Leela Taranglni. It Is also a regular feature in all the Yakshaganas of South India. 

Among all the daruvus, those in the chaturasra triputa tala (Adl talam), and 

In the vllambita tala (A!a tala/Chapu tala) 14 have gained prominence by their being 

highly suitable for Abhlnaya. In some of the daruvus of this work, some charanas 

are sung In drutakala, changing from chaturasra gati to tisra gatL then to khandagati 

and Misra gati and then again back to chaturasra gati with padavinyasa and danced 

accordingly. This kind of employment of gatibheda, heightens the variety and effect, 

of the dance. Sri Krishna Leela Tarangini Yakshagana is Bhava - oriented and has 

a form peculiar to itself. 

In the olden days two varieties of Yakshagana tradition were prevalent In 

Andhra Pradesh. They are 

a) Harikatha Kalakshepam 

b) Dance - Dramas. 

a) HARIKATHA KAlAKSHEPAM: In the olden days Harikatha Kalakshepam was 

also considered as a Yakshagana. In this type of presentation, only one person enacts 

the entire story adorning various characters. The person narrating the story is called 

as Bhogavathar l5. 

In the earlier times, most of the works were written in Deva-Bhasha i.e. Sanskrit . 

The artistes then, were well versed in Sanskrit and as such they were able to enjoy 

the sacred spirit of vaggeyakaras, while giving the Harikatha performances. The 

Bhagavathars of the earlier times were adept not only in Sanskrit. but also in music . 

dance and advaita philosophy. 

10. It Is a common and collective prayer which exactly means a kind of song In the form of drama . 
In which the old of gods Is Invoked. 

11. It pl'ovldes a link between the past and the future .l.e. the story that has happened and the story 
that Is going to happen. 

12. In other Yakshaganas the pravesa daruvus of erotic themes Involving Sringara use Raktl ragas such 
as Athana.Mukharl.Husselnl.AnandaBhlaravl etc. 

13. Vllamblta laya Is mostly seen In the Kathakall of Kerala and Yakshaganas of Karnataka . 
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The Bhagavathar's were taught Bharata's Natya Sastra, Nadikeshwara's Abhlnaya 

Darpana and Bhanudatta Misra's Rasamanjari. They were also given rigorous training 

In nritta, nritya and abhinaya. Further, they were also given a good basic training 

in musical theory and practice, with particular reference to daruvus. 

During a Harikatha Kalakshepam. dressed in simple attire. the Bhagavathar 

narrates the entire story step by step. The slokas, the songs. the link passages or 

any part of the text, once rendered by the bhagavathar, is immediately followed 

by its explanation. in the local language, for the understanding of the common man 

by the bhagavathar himself. The Bhagavathars used to perform through out the night 

either in the temple premises or on a specially erected stage for the particular occasion. 

The Bhagavathar's used to enact popular puranic stories to keep up the religious 

and devotional atmosphere. 

Sri Krishna Leela Taranginl finds explicit ex;)ression through this type of 

Yakshagana, i.e. the Harikatha Kakshepam. Tarangini is more elaborate, descriptive 

and narrative in nature and so the Harikatha type of rendering is the most suitable 

one. During the performance ofTarangini in Harikatha pattern, the bhagavathar himself 

adorns various characters like Krishna, Balarama. Nandagopa, Kamsa, Vasudeva and 

female characters such as Devaki. Yashoda. Rukmini. gopikas 16 etc. 

The feelings, emotions and moods of the various characters are depicted by 

the bhagavathar himself. Each and every character in Tarangini Is introduced by 

a Pravesa daruvu in the text. 

The same pattern Is followed by the bhagavathar also. This type of depiction 

requires lot of variations and quick changes in the expression, both angika and vachika. 

While narrating the sequences, voice modulation is very important. This type of narration 

is very arduous, as the bhagavathar has to sing all by himself, explain the meanings, 

not only the superficial meaning but also the inner essence of each and every aspect 

In detail and has to dance rhythmically. This type of Yakshagana Is popular in South 

India In general and Andhra Pradesh In particular. 

- Is the second variety of Yakshagana tradition and 

this Is very popular among the artistes. This type of Yakshagana, evolved from time 

14. Kshetroyya In his Pada compositions has made use of chaputalo tor the elaboarte presentation of 
Abhlnaya. 

15. One who enacts the stories and deeds of Gods. 
16 Goplkas: The character of Radha was Introduced cleverly Into the story or Taranglnl by Yatl Narayana 

Teertha as a Gopl having expert knowledge or Sri Krishna's essential self as Paramatma 
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to time, with many Innovations. The troupe which was involved in enacting this type 

of Yakshagana was popular by name Kuchipudl Bhagavathulu17 or Kuchipudi 
Brahmana mela. 

In this type of dance-drama tradition, different characters are portrayed by 

various people, dressed according to the character. For example, the character of 

Krishna Is portrayed with the attire or costume of lord Krishna and so on. It Involves 

number of people. In some Yakshaganas, one person plays two to three roles, dressing 

according to the need of the character. 

In the olden days, the songs were sung by the character himself. Even the 

women characters were played by men. The drummer and the other musicians used 

to assist the characters on the stage In giving the musical support. Here, the entire 

story Is enacted dramatically. The element of drama Is also incorporated. This type 

of Yakshagana posses In abundance, the nritta. nritya. natya and abhlnaya. 

Vachikabhinaya also finds a prominent place in such dance-dramas. 

In the present day dance-dramas. the accompanying musicians sing for the 

various characters. 

During my visits to Ongole, Tlrupponduruttl and Madras. I came In touch with 

some scholars, who sold that Taranglnl was performed In this type. I.e. dance-drama 

type of Yakshagana some seventy years ag01S. But to our ill-luck. none of the scholars 

were a witness to such a type of dance-drama presentation of Taranglnl. So, there 

Is no evidence of Taranglnl being performed In dance-drama variety of Yakshagana. 

The text of Taranginl Is hence suitable for Harlkatha Kalakshepam and It was 

performed In the Harikatha style. for which my supervisor Dr. Nataraja Ramakrishna 

was an eye witness. 

However. Sri Krishna Leela Tarangini Is embodied with all the features of a 

dance-drama. hence it can also be enacted as a dance-drama. This can be done 

by a careful study of the text, by selecting Important songs. slokas and gadyas without 

a break In the story line up. Sri Krishna Leela Taranglnlls a bhaktl oriented text. where 

In repeated adoration of Lord. enumeration of the devine attributes to the Lord are 

seen only In gltams. 

17 The bhagavathulu used to depict the mythological characters. In brood day light. themsleves 
clourfully. This In Telugu Is called as Pagatt Vesha. The kuchlpudl Bhagovathos eamed a lot of fame 
by their Pagott Vesha and almost mode It their profession. some of the Kuchlpudl Bhogollothas formed 
a small group and named It as mela which Is the Btahmano Malo. 

108 

-



The gltams (songs) are only In praise of Lord Krishna. as sung by one character 

or the other. The story element Is secondary while the bhakti element is primary 

and more Important here. 

Only passing references to the story are made in the gitams. while linking the 

whole story by slokas and gadyams. The important happenings in the story are also 

mentioned In the slokas and gadyams Instead of the gitams. This shows that Narayana 

Teertha gave much Importance for elevating the bhakti aspect. rather than the story 

element. However. the story line Is also very interesting and is very conducive for 

presenting Taranginl In dance drama form . 

...... In some of the Padya Natakas 19 and Yakshaganas. various 

characters adopt the songs from the Taranginl and incorporate the songs according 

to the necessity and requirement of the character. Whpre ever a song in praise 

of Lord Krishna is required. the Taranglni songs are very much hendy. Especially. the 

character of Narada. both In Padya Notakas and some Yakshaganas . enter the 

stage. singing a song of Taranglnl In praise of Lord Krishna. This is almost a regular 

feature in almost every Padya Nataka. Such is the popularity of T aranga songs. 

Sri Krishna Leela Taranglnl. Is a text with a class of its own. very peculiar. with 

high literary value. very flexible In nature. conducive both for bhajana singers and 

for the dance artists. It Is left for the artists of the future generations. to construct 

Taranglnl In to a beautiful piece of Yakshagana in dance - drama style. 

Norl Narasimha Sastry had expressed then the hope that some day the dance 

- drama tradition (presenting the entire Tarangini on stage as a full - fledged play) 

would be revived and It would bring out once more the glory and the beauty of 

the great work as a -QRISYA KAVYA- . 

• 

18. The tradition says that both at Varahur and In Andhra desa. Yatl Narayana Teertha had during 
In his lifetime got the entire Taranglnl enacted on the stage. Sources like Swami Slvasankara Sostry 
have borne testimony to the tact that. tol as recently as the early part of this century. the entire 
play was presentedln open air audltorla. S\tJaml Slvasankara Sastry recalls with regret that this practice 
hod gone out ot Vogue over the last seventy years. 

19. Padya Natakas • Poetical Dramaa. 

109 



CHAPTER VI 

• 

110 

-



, 
, , 

• 

Sri Krishna Leela Taranglnl Is a delightful Bhaktl Prabhanda Rachana. The entire 

text Is bhakthl oriented stemmed from the vaishanvite cult that was prevalent during 

the time of Its composition. Based on the work presented In the earlier chapters, 

It may be said that this marvellous and excellent work of Yati Narayana Teertha, 

Is both a drlsya kavya and a sravya kavya. The Inclusion of both rakthl ragas and 

apoorva ragas and their usage according to the situation In his composition manifests 

the perfect knowledge of music he hod. The manner In which the anushtubhs, 

the yatl and the figures of speech are employed reflects the literary genius of Yati 

Narayana Teertha. The Interpretation of Advaita Vedanta exhibits the philosophical 

nature of thinking of the Saint Vaggeyakara. 

Based on the Intense study made on the life history of Yatl Narayana Teertha 

and other available facts, It can be sold that the family name of Teertha Vamsha 

(lineage) Is Tallavanhala. Basing the views on the str..Jcture and texture of Sri Krishna 

Leela Taranglnl It Is Justified that the various songs In the Twelve Tarangams were 

composed by Saint Narayana Teertha at different centres he visited during his sojourn 

to North and South. About the period of Narayana Teertha, atter all the observations 

are made It can be ascertained that he was born In 1675 AD and attained samadhl 

In 1745 AD. 

Though Teertha has composed Taronginl In Yakshagana pattern the waves 

(Taranga songs) that were flowing out of his lotus hands were definitely the outpourings 

of Yatl's Inner feelings. Yatl Narayana Teertha viewed Taranglni completely as a 

Dlvyanama Bhakthl Prabandha Rachana. The sollukattus in some of the songs, the 

Rasa 1110 episodes speaks of the dance orientation or a classic touch of dance given 

by the Yatl. The feeling that Yatl must be an accomplished dancer Is substantiated 

by the fact that the Saint poet had taught Taranglnl in Its full form to about sixty 

families In and around Addankl areas during his stay at that place. 

A lot of performance potential is concealed In the each of the varieties of 
• 

Taranglnl. In any category. whether It Is In Bhajana tradition or solo tradition or the 

Yakshagana tradition. a wide scope Is seen for the presentation of nritto, nritya and 

abhlnaya which constitute the main elements of dance, In Bhajana Samprodoyo 

tradition, though the dance Is performed for the expression of the bhava of the 

song and not for the exposure of the Individual's talent, an element of dance Itself 

signifies the presence of foot work, facial expressions etc. In this tradition, though 

the bhajan Is done for the elevation of the spirit of bhakthl. there Is wide scope 

for exhibiting one's talents In dance without deviating from the bhakthl element. 
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During a bhajana performance, the bhagavathar becomes unconscious of himself 

and sings and dances in ecstasy. But at one stage, the conscious person with In 

himself, stings him to give a controlled performance being aware of the rhythm and 

other related things. The sapta tala bhajans are specially performed for exhibiting 

the talent In the arts of dance and music, with bhakthl element already In built. 

Few Individuals and Institutions are working hard to see Sri Krishna Leela Tarangini 

on the pinnacle of glory. Individuals like Tlruppoonduruttl Sri V.venkateshan and others 

are trying very hard to give Swara notations to all the Taranga songs. Their efforts 

are partially successful. This Indicates a bright future for the bhajana tradition of 

Taranginl. 

The work on suladi sapta talas is very exclusive and first of its nature as far 

as my knowledge goes. The Agama tradition is very ancient system of dancing. Reviving 

such a system by itself Is very exciting. The dance composition for nrltta aspects, 

for the Suladi Sapta talas gives an Insight Into the Agama Nartana tradition. It elevates 

the hidden dancing potential and the wide scope created by the Teertha, for the 

nrltta. Nrltta Is an Integral part of the Suladl songs. The sollukattus are very complicate 

In nature and reflects the older tradition of jati construction. The practical description 

of movements given for most of the syllables covering all the seven talas serves as 

a guide to the future generation of performers. 

The Balagopala Tarangam Is another marvellous creation of Yatl Narayana 

Teertha. The effort put on this work reveals the wide scope for nrltta, nritya and 

abhlnaya.lt also reflects philosophical thinking of Yatl Narayana Teertha. The syllables 

such as Rehu rehu re rinkhana rlnkhana - Kahu kahure Kanjarl Kanjarl Indicate the 

Tandava type of dance style, while the syllables carrying delicate notes reflects the 

lasya type of dancing. This Tarangam is a beautiful combination of nrltta, nritya 

and abhinaya. There is wide scope for presenting the sanchari abhinaya for 

almost every stanza. Elaborate episodes on the life of Lord Krishna can be created 

for each line of the song. This stands as a test forthe creative talent of the choreographer. 

With this it Is justified that In the solo repertoire, the T aranglnl has earned a 

place for Itself, for it has got all the necessary elements of a solo dancing technique. 

such as the beautiful lyrics. scope for elaboration. wide scope for nrltta. much wider 

scope for abhinaya. 

Though. Sri Krishna Leela Taranginl is written In Yakshagana pattern. there Is 

no proper evidence of this being performed In that style. As Sri Krishna Leela Taranglnl 
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has got all the Ingredients required for the dance-drama. an attempt at creating 

a beautiful dance-drama can be made. It Is left for the future generation of performers, 

masters and the students of dance to make good use of such a beautiful text. which 

Is very flexible. yet rigid In style and structure and conducive for any form of presentation. 

Sri Krishna Leela Taranglnl Is an ocean which manifests Itself In so many ways 

and has been a source of Inspiration for generations and in my opinion it continues 

to be so for many more generations. 
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Tarangam means a wave. Sri Krishr a Leela Tarangini, an ocean is a great source 

of these Tarangams. The work of Yati Narayana Teertha , which is a relentless ocean 

has been a source of learning and inspiration for centuries and continues to be 

so for centuries. This work of 17 th century, is being carried forward through generations , 

due to the devoted and dedicated efforts of few individuals. These individuals are 

working very hard to preserve the cult of Yati Narayana Teertha, In their own way. 

Each of them adopted different modes and means to popularise, propogate 

and preserve the greatest Sanskrit opera Sri Krishna Leela Tarangini. 

In the following pages, the biographical sketches of such great personalities 

who are constantly stlving for the preservation of Teertha cult are taken up, for the 

benefit of future generation of dance students, artistes and research scholars . 
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Sri B.NATARAJAN 

Sri B.Natarajan was born on 21 st October 1921 at Pudukkotai (Tamil Nadu) 

in a Brahmana family of SirKazhi in Tanjavur district of Tamil Nadu. 

He is illustrious son of illustrious father Late Padmashri S.R.Balasubramanyom, 

the well known authority on chola art and architecture, whose monumental five volumes 

on chola temples and temple art, have won international acclaim and were widely 

regarded by scholars as the msot relaible source material for research. 

Educated at Chidambaram, Sri Natarajan took his Honours Degree in Mathematics 

In 1941 at the Annamalai University with a First class and toprank and his M.A. degree 

shortly afterwards. While at the Annamalai University, he came under the magic spell 

of the then Vice Chancellor, Hon'ble V.S.Srinivasa Sastri whom he reClards as his guru. 

He competed successfully at the All India Services examination in 1943 and 

joined the Indian Railway Traffic Service in 1944. He served the Indian Railways for 

Thirty Six years right from the period of the Second World War and the partition of 

India in 1947. He retired from the Indian Railways as the Chief of Traffic operations 
-

on the Southern Railway, Madras in October 1979. After his retirement. he has been 

devoting himself to the study Of Sanskrit, Tamil literature . MUSic. History and Archeology. 

Besides many articles in souvenirs etc. his major publications include • The city 

of the CosmiC Dance (1974) • and· Sri Krishna Leela Tarangini • by Narayana Teertha . 

With the Sanskrit text edited with the first ever transliteration and translation and 

a commentary in English (1988 - 1990) in two sumptuous volumes. 

Sri B.Natarajan was drawn to Yati Narayana Teertha and Sri Krishna Leela Tarangini 

In 1943, when he visited varahur and Tiruppundurutti and fascinated by the remarkable 
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music and philosophy of this distinguished Advaita Sanyasi. who was besides the 

Parameshtl guru of Saint Tyagaraja. Sri Natarajan felt that the wisdom and the beauty 

embodied in Narayana Teertha's Tarangini should be better known to the scholars 

and lovers of music, dance and philosphy not only in the Southern states of Tamil 

Nadu, Andhra Pradesh, Kerala and Karnataka. but in other states of India. where 

the Krishna cult has a considerable following and is a living tradition. Foreign scholars 

In Indology have also been depply attracted to Sri Natarajan's two volumes on 

Narayana Teertha's Sri Krishna Leela Tarangini. These two volumes have evoked 

considerable interest in USA, UK. Germany. Austria and other countires where the 

Tarangams are being made Increasingly popular both in dance and vocal recitals. 

A television serial with which Sri Natarajn was associated was also brought out recemtly 

by the well-known musician Sri K.J.Yesudas. On 26 th Feb 1996. Narayana Teertho's 

Aradhana day. Sri Natarajan co-ordinated a musical proramme over All India Radio. 

Madras and Tiruchirapalll In which several leading musicians rendered gitams trom 

the Tarangini spotlighting Narayana Teertha's Krishna Anubhavam. 

Sri Natarajan is one of the patrons of the Narayana Teertha's Aradhana comittee 

at Tlruppunduruttl and the Narayana Teertha Trust in Madras. He Is also the Vice­

President of Sri Krishna Gana Sabha. Madras - a leading cultural organisation devoted 

to the promotion of classical arts of music. dance and drama. 

-
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TIRUPPOONDURUTTI SRI. V. VENI(ATESAN 

Sangeeta vidhvan. Tiruppoondurutti V. Venkatesan. hails from a respectable family 

of musicians. Tiruppoondurutti Brahmasri Ganam Tirumalai Iyer. the great grand father 
• 

of V.Venkatesan . who was famous musician adoning a royal court of Tanjavur 

Maharaja. Sangeeta Vidhvan Brahmasri T.R.Viswanatha Bhagavatar. father of Sri 

V.Venkatesan. was a talented exponent of Harikatha Kalakshepam. 

Tlruppoonduruttl V.Venkatesan. even during his metrlculation had his intiation 

In to carnatiuc music from his father. a musician ohigh calibre and had his 

Gurukulavasam under him. Later he had further developed and acquired knowledge 

from Alathur Srinlvasa Iyer. After his association with him. his music got further polished. 

Now he is a senior" A· grade artistof the Madras Zone of All India Radio and Doordarshan 

Kendra. For forty years and more Sri VVenkatesan has given many concerts in many 

popular music sabhas of the south and north and allmost all the stations of All India 

Radio. 

Sri V.Venkatesan a retired employee of Indian Railways was induced in the 

service of Yatl Narayana Teertha by Late Dr V.Raghavan. the then secretery of 

Music Academy. Madras. When the Intrest over Narayana Teertha increased. he 
• 

formed a committee In 1965. Even prior to that. his father Sri T.R. Vlswanatha Bhagavatar 

wsa deeply Involved In celebrating the Narayana Teertha aradhana festival for 

five days. This is so because. Sri V.Venkatesan hails from the village. where Yati Narayana 

Teertha attained Samadhi. A special bond had tied the entire family. into 

dedicating themselves In the servlceof the great vaggeyakara. IN th erecent 

times due to paucity of fundsthe aradhana celebrations have been reduced to three 

days. though the trust Tlruppoonduruttl Sri Narayana Teertha Swamlgal Trustformed 

by Sri TV. Venkatesan Is based at Madras. most of the celebrations like. aradhana 

118 



celebrations of Yatl, Jayantl celebrations, Janmashtaml celebrations are being 

conducted at Tiruppoonduruttl, the place of Samadhl of Yati Narayana Teertha . 

Sri V.Venkatesan Is trying to keep up the tradition of celebrating the festivals 

Insplte of many odds. Though he had sold his ancestral house In TIruppoondurutti. 

to a family belonging tthe Christian community, during the time of the Festivals. 

the entire house Is being utilised by him for living and organisational purposes. This 

has been continuing for the past twelve years. Here one should aprlclate the generosity 

of the Christian family, In lending the house with out any hassels. This Is a way of 

serving Lord Krishna, as well as keeping the cult of Yati Narayana Teertha Intact. 

So pure Bhakti has no barriers of religion. 

Sri Tiruppoondurutti V.Venkatesan is working hard to propegatethe works of 

Yatl. by conducting festivals, organising various concerts where only songs from Tarangini 

are sung and releasing audio and video casettes on Taranglni. Dr Semmangudi 

Srinlvasa Iyer has helped the Narayana Teertha committee in 1973. In July 1996, the 

number of geethams with swara notations was increased to 100 and was published 

by the committee. All these efforts are fruitful because of the dedicated and devoted 

service of Tlruppoonduruttl Sri V.Venkatesan In trying to preserve the cult of the great 

Vaggeyakara. 
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SRI MYNAMPATI LAKSHMI NARASIMHA RAO 

Mynampati Lakshmi Narasimha Rao. is the son of Sri Narayana of Mynampadu. 

The Mynampati family is one such family. who are carrying the cultural legacy of 

Narayana Teertha . It is believed that Yati Narayana Teertha taught Tarangams 
• 

to the sixtty families in and around Addanki and Ongole areas. during his stay at 

Singarayakonda. Mynampati family is one such family. which received training in 

performing tarangams directly from Yati Narayana Teertha . 

Sri M.L.Narasimha Rao. even at the old age of 86 years. is one of the best 

Bhajana performers of this country. He has devoted his entire life for the propegation 

of Narayana Teertha 's cult. by performing only the songs from the Tarngini in every 

Bhajana performance. He was the head of the entire bhajana troupconsisting of 

twenty members. 

With deep desire todedicate himself for the preservation of Tarangini and to 

popularise the Tarangini to the world. a body was constituted in the name of Sri 

Narayana Teertha Kala Niketan and he was elected its correspondent under the 
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presldentship of Swami Sivasankara Teertha. who was eighth in the lineage of Teertha 

family. 

Under the name of Sri Narayana Teertha Kala Nlketan. he has been organising 

various celebrations such as the Jayanti and Aradhana celebrations. Janmashtami 

and other festivals. During such celebrations the entire troup sing the Tarangini in 

bhajanatradition. with deep devotionn towards Lord Krishna, Emphasising the 

importance of Samuhika Gana. to include the spirit of bhakti. among the devotees. 

The Neelamaraju family is another family which received training in Taranga 

performance directly From Yati Narayana Teertha. Sri Neelamraju Venkata Seshaiah 

is another popular bhajana performer who accompained Sri M.L.Narasimha Rao during 

his bhajana performances. 

The performance of Tarangini by M.L.Narasi. nha Rao was well appreciated by 

eminent persons like Saints Sri Kanchi Kamakoti,Srungeri and Pushpagiri. 

Pleased with the performances by the troup of Sri M.L.Narasimha Rao . Padmasri 

Natyacharya Dr Nataraja Ramakrishna. who was then. the president of AP Sangeeta 

Nataka Academy. made the recording of Sri Krishna Leela Tarangams for over twenty 

hours. 

Even at this ripe age . M.L.Narasimha Rao Is stiving hard for popularising the 

Narayana Teertha cult. by constantly working for unearthing the unknown facts about 

the life of Yati Narayana Teertha . 

As the correspondent of Narayana Teertha Kala Niketan. he coordinates the 

programmes that are organised at various centers such as Tirupoondurutti, Varahur. 

Madras etc. Sri M.L.Narasimha Rao is the only living legend of the generation. who 

is verymuch adept in and an authority on Sri Krishna Leela Taranginl. 
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JONNAlAGADDA SURYA ESHWARA PRASADA RAO 

Sri J.S.Eshwara Prasada Rao is the founder of Sri Narayana Teertha trust in 

Hyderabad and he is an eminent bhajana singer. specialised in Nritya Sankeertana 

Tradition and also a classical dancer of calibre. 

Born in 1995. as a child. he was deeply Involved in doing pujas. imitating Harikatha 

Bhagavatars and was also intrested in devotional discourses. In 1969. at the age 

of 14. he joined a Sanskrit class at "Sri Jayendra Saraswati Vidyalaya- at secunderabad 

and learnt the basics in Sanskrit for four and a half years under the Guru Brahmasri 

Visweswara Dongre Sastriji. a highly learned scholer. 

His advent in to bhajana tradition started off by finding a guru in Sri A.L. 

Krishnamurthy Bhagavatar, who was a desciple of Late Grahmasri Gopala Krishna 

Bhagavatar, of Pudukkottai. With an interest to learn variations in dance foot work 

for better control while dancing in Bhajan. he got trained under Smt. Shobha Naidu 

at the Kuchipudi Art Academy. 

Sri Eshwara Prasad was drawn towards Yati Narayana Teertha , in. 1983, when 

first, his guru Sri A.L. Krishnamurty Bhagavatar. took him to participate In the Aradhana 

festival of Sadguru Sri Narayana Teertha Yateendra at Vijayawada. From then onwards 

. there was no look bock for him and he got deeply involved with the cult of YatiNarayana 

Teertha . With the support of his Father in - Low. Sri DVRS Chalapati. who is also 

an ardent devotee odf Yati Narayana Teertha, Sri Eshwara Prasad. has given number 

of concerts basing on Sri Krishna Leela Tarangini. 

Sri Eshwara Prasad has started off a new mode of presentation of Bhajan which 

Is called as Nritya Sankeerthanams, which involves dance and nama sankeerthanams 
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as well. With this new Invent, he started popularising the Tarangini of Narayana Teertha 

with a deep desire, with In himself to make it known to the outer world. Inspired 

by Yati Narayana Teertha 's Taranglnl, he collected a lot of material on Teertha's 

life and his workand carried out extensive tours to all the places with which Yati 

Narayana Teertha was associated to have a better understanding of the Yati's life 

style and his great work Sri Krishna Leela Tarangini. 

The Nritya Sankeerthanams, through which Sri Eshwara Prasad is popularising 

Tarangini, do not require either practice or choreography. It is instantanious. The 

dance is more of expressing the bhava of the sonmg and to creat an episode, for 

the easy understanding of the song and involvement of audience into the bhava 

of the song. Generally, the stage for Nritya Sankeerthanams are temples and residences. 

At the be - hest of Sri DVRS Chalapati, the aradhana celebrations of Yati Narayrna 

Teertha . which was till then performed at Vijayawada (1987). was shifted to Hyderabad 

in 1988. under the total care of Sri J.S.Eshwara Prasad. It was then in 1988. that· 

Sri Narayana Teertha Trust was started. Through this trust. he is trying to propegate 

the Tarangams by conducting the Aradhana and Jayanti celebrations of Yati Narayana 

Teertha every year. 

Apart from devoting himself for the propegation of Tarangiini. he also performs 

various other bhajans. during the divyanama bhajans. Radha Kalyanam.Seeta 

Kalyanam and Dolotsavams. He has travelled extensively to various centers In India. 

such as Nagpur. Bombay. Madras Deihl Bangalore. Lucknow. Vizag. Pudukkottoi. 

Vijayawada etc. to partiCipate In bhajana programmes. An employee of BHEL. he 

has to his credit titles such as • Abhlnaya Chakravarthl" - Madras - 1995 and ·Sangeeta 

Havabhava. Nritya, Bhaktl Paravasya Chakrovarthy" - Hyderobad - 1996. 

*** 
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