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Chapter I

Introduction

A5y (A 767 ATC=F FHATTHI |
QTS Fraaerie @ TH: ATfcdsh T 1911
angikam bhuvanam yasya vacikam sarvavanmayam |
aharyam candrataradi tam numa: satvikam sivam 11111

abhinaya-darpana (I, 1)1

Meaning —

Salutation. We bow to the Satvika Siva, whose Angika is the world, Vacika is the entire
language, and whose Aharya is the moon and the stars?.

Dance and Music are arts which have been given a divine origin in Bharat. These twin
arts developed and became an integral part of Bharat’s culture with a pre-conceived aim of
devotion to God for spiritual realisation. The knowledge of Dance and music coupled with
devotion alone can lead one to taste the joy of spiritual bliss.

In Bharat, Lord Shiva himself is considered as the God of Dance and God is conceived
of as Nadabrahma — Embodiment of (musical) sound. Through musical meditation or
Nadopasana, one can attain celestial bliss. Similarly, Dance as a pure offering of art at the feet

of the Divinity is considered the best path to attain the Almighty.

1Ghosh, Manomohan. Nandikesvara’s Abhinayadarpana: A Manual of Gesture and Posture
Used in Ancient Indian Dance and Drama. Calcutta: Manisha Granthalaya Private
Limited, 1997: 77.

’lbid, 36.



In the Rig-Veda, the ancient scripture, we find a reference to Usa, the Goddess of Dawn,
as personified in the form of a beautiful danseuse or ‘Nyzu’. Not only the Vedas, but also most
of the epics and works of literature provide a wide range of references regarding the dancing
and singing Divinities and the Dancing, playing of musical instruments, and singing of the
celestial nymphs.

The human body experiences pleasure and satisfaction in Dance, in its rhythmical
movements, as it releases inner tensions and exercises the body. Not only human beings but
even birds and animals Dance; the peacock and the lyre-bird are famous Dancers! Humans
express their thoughts through Dance. Through close observation of these arts, it is possible to
grasp and understand the political, economic, administrative, cultural and other aspects of the
society and the environment of the particular period when it was performed.

Dance goes back in human history but its functions varied from being religion-oriented
to pure entertainment; its styles and forms have been equally varied.

Indian dancing (Bharatiya Natya) has several constituent parts which make the subject
complex, rich, perfectly balanced and beautiful. In order to appreciate its beauty, it is necessary
to understand its constituent parts. Dance is classified as Margi or sacred to the gods and danced
for them; and Desi is the dance for the pleasure of humans. Classical Indian Dance (Bharatiya
Narya) has 3 main components: Narya, Nrtta and Nrtya.

Natya is the dramatic element of a stage performance.

Nrtta is pure Dance in accordance with rhythm and tempo, visualized by the abstract
gestures of the body and hands and by extensive and precise footwork. Dance exhibits the
beauty of the form, grammar and technique and need not always involve a theme.

Nrtya consists of a theme and the Dance narrations involve intricate hand gestures and

facial expressions.



It is also important to know Tandava and Lasya.

Tandava was first Danced by Siva, the lord of Dance and on His orders was taught to
Bharatamuni by Tandu. It was to be performed during the Purvaranga or the preliminaries of
a play. According to the Nagyasastra, Nytta or Tandava is suitable for both the sex. The same
set of 108 Karapas are meant for both the male and the female dancers. There are no separate
movements for Lasya and Tandava®. To assume that the two forms of Tandava and Lasya are
masculine and feminine forms is to limit their potential. Tandava covers the entire gamut of
Dance which expresses strong and vigorous action and feelings, whether danced by male or
female Dancers. Bharata’s description of the Tandava as performed during the Purvaranga has
female Dancers.

Lasya is the Sukumara or the graceful, delicate and gentle form of Dance dominated by
Srrigara Rasa whose nearest equivalent is love. It can be danced by males as Krsna Danced
with the Gopis or milkmaids of Vinrdavana.

According to the twentieth chapter of Nagyasastra, The Lasya has a form similar that
of the Bhara, and it is to be acted by one person. Its action is to be imaginary like that of the
Prakarana and should relate to many Psychological States*. Twelve types of the Lasya are also
discussed in this chapter. Thus, Bharata defines Lasya as a dramatic art and also describes
twelve types of the Lasya that are dramatic actions expressing the gentler emotions. Bharata

has not associated Lasya with gender. Bharata thinks of Lasya not as a dance form but as a kind

3Cf. Dr. Padma Subrahmanyam’s book titled Bharata’s Art: Then and Now. Ed.1. Madras:
Bhulabhai Memorial Institute Bombay and Nrithyodaya, 1979, page no. 36.

“Ghosh, Manomohan. Natyasastra (A Treatise on Ancient Indian Dramaturgy and
Histrionics): Ascribed To Bharata-Muni. Vol.1. (Chapters I-XXVII). Varanasi:

Chowkhamba Samskrtam Series Office, 2007: 374.
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of minor drama that employs dance movements, and he does not attach to it a gender identity
by reserving it for women®.
Tandava and Lasya according to Sargita Saramyta is —

TATAAT TS A JAH LA |

AYIEaHad d384 o 34T T ||

YL ATIHTATIH G q10ed T4 |

ATATEATEA THATh LA A ||
qTUEd qUHAT ThEd A THAH |

yattalalayanispannam nartanam nrttamiritam |

madhuroddhatabhedena taddvayam ca dvidha puna: I
madhuram lasyamakhyatamuddhatam tandavam smrtam |
lasanallasyamityuktam srrigararasajivanam 11

tandavam tanduna proktamuddhatam $ambhunirmitam 1°

Meaning —

The nartana which is derived out of tala and laya is known to be called as nyttam. That
two is again two fold by the names of madhura and uddhata. Madhuram is called lasya and
uddhatam is called tandava. It is called lasya because the artist/performer moves hither and
thither which is solely dependent on $rrngara rasa. The tandavam which is uddhatasm in nature

created by sambhu was narrated by tandu muni, so that it is known as tandava.

®Bose, Mandakranta. Speaking of Dance: The Indian Critique. New Delhi: D.K.Printworld (P)
Ltd., 2001: 23.
®V. Raghavan, Introduction, The Sasigita Saramyrta of King Tulaja of Thanjavir. Edited by S.

Subrahmanya Sastri, Madras: The Music Academy, 1942: 45.



Tulaja- I’s Sarngita Saramrta does not specify gender difference mode of executing the
‘Adavu’ patterns. There is no such evidence available in Sangita Saramyta. In my opinion as
the same set of 108 Kararas of the Natyasastra are meant for both the male and the female
dancers similarly the same set of all the Adavus of Sangita Saramrta are meant for both the
male and the female dancers. Thus, like the 108 Karapas of the Natyasastra, all the Adavus of
Sangita Saramyta are suitable for both the sex.

Tulaja- I’s Sangita Saramrta is a most important work on Nrtta. There are several
treatises available on Dance, especially during the 17 century, on regional traditions with
specific techniques of Dance practice. But Sargita Saramrta is the first scientific treatise to

codify and methodologically give the Adavus of Sadir which were in vogue in the 17" century.

Research Questions —

King Tulaja- I's Sangita Saramyta describes nearly thirteen groups of Adavus or the

basic Dance units. Now here question arises that what are those Adavus mentioned in Sarigita

Saramprta? How they are described in Sarngita Saramyta? Does it also provides the Sollukazrus
(rhythmic syllables) for each Adavu?

At present Bharatanatyam teachers and dancers/artists follow certain group of Adavus.
Here it is important to note that all schools of Bharatanatyam use some standard Adavus and
have very slight differences. Thus the question of which school | am following becomes
irrelevant and the description of the present practising Adavus can be generalised for all schools
of Bharatanatyam. Thus, what are the descriptions of the present practicing Adavus? How are
they executed? How are the Adavus mentioned in Sargita Saramrta are practised today? Are
there any similarities in the Sangita Saramrta Adavus and the present practicing Adavus? How

are they different? What are those changes that have happened in course of time in the

5



execution of these Adavus as mentioned in Sangita Saramrta? Do the Sollukaszus (rhythmic
syllables) used for the present practicing Adavus differ from those mentioned in Sargita
Sarampta?

The Thesis will attempt to answer these questions and these answers will help us to
bridge the gap and make us understand what was prevalent between the Chola period, when
the Nagyasastra of Bharatamuni was in use, and the time of the Thanjaviir Quartette, who
codified the present Adavus practice and repertoire of Bharatanatyam.

An attempt is made to compare the thirteen groups of Adavus or the basic Dance units
of Sangita Saramrta with the present practice of Adavus. Sargita Saramyta also provides the
definitions of the Bhramaris and Dasavidha Mandalas. | have also compared Dasavidha
Mandalas and Bhramaris of Sangita Saramrta with the present practice. The subject proposed

by me is a new one and no research work has been done before on this subject.

History of the development of Bharatanatyam

Bharatanatyam is a classical dance form of Tamil Nadu where it evolved, developed
and flourished. Presently it is learned and performed globally. The sculptural evidences from
the 5™ century onwards show that the classical dance style (Margam) had the outward knee
position, the “Ardhamandali”, as its salient feature. It is a striking feature of contemporary
Bharatanatyam.

The art of dancing practised by Devadasis (handmaidens to God or Dancing Girls who
were dedicated to temples to serve the gods) was known by different names right from the
period of Sangam age, Chola, Nayaka and up to the Maratha period of the 19" century and

finally got rechristened as ‘Bharatanatyam’ in the 20" century.



In the Sangam age and the Chola period, the art of dancing was known as Kuttu, Adal,
Natyam, Dasiagtam. During the Nayaka period it was termed as Naryamu, Kelika, Cinnamelam.
During the Maratha rule (A.D.1674-1854) it was known as Sadir Nautch. In Maratht language
Sadir means ‘To present’. In the court when the dancer was announced before the King, it
appears that the term Sadir became current and the nomenclature Sadir Nautch came into
vogue. According to Arudra, Sadir is derived from the Telugu word ‘Caduru’ which means an
elevated platform. The dance performed on an elevated platform Caduru affa or Sadiratfam
thus becomes ‘Caduru’.

During the time of Raja Sarfoji Il (A.D.1798-1832), four famous court musicians and
dancers, the sons of a Naffuvanar Subbarayan, court musician of King Tulaja-1, contributed in
shaping the Bharatanatyam recital. They were Chinnayya, Ponnayya, Shivanandam and
Vadivelu. They came to be known in history as the Thanjavir Quartette. They had received
inspiration and training from the composer Muthuswami Dikshitar. As the court musicians of
King Tulaja-I, they taught many renowned dancers and musicians.

King Tulaja-1, composed the Sarngita Saramrta in Samskrtam which deals with the
technique of Bharatanatyam, or more precisely speaking, Sadir, had what evolved by this time.
It is possible that the Thanjavir Quartette brought about certain artistic changes and
innovations to an existing tradition and as creative artistes added beauty to Margam or classical
dance programmes. Thus the codification of the Bharatanatyam recital was started in this
period by the Thanjavir Quartette. Presently the teachers, practioners brought changes to the

present Bharatanatyam performances, wherever it was required, based on the occasion.



It is accepted that Bharatanatyam is based on the Natyasastra of Bharatamuni and the
Abhinayadarpapa of Acharya Nandikesvara. On the subject of Nytya, the general outline is
the same but the details vary in the text of these two authors’.

Nandike$vara’s Abhinayadarpana is the first text which deals with Dance (Nytya and
Nrtta) as an independent art. We can find a full and independent treatment of Dance (Nrtya and
Nrtta) along with its principles for the first time only in Abhinayadarpana. Later writers of the
treatises on Dance (Nrtya and Nrtta) proper followed this analysis. Nandike$vara for the first
time also talks about a female Dancer — danseuse and her characteristics whereas in
Nagyasastra an actor — hero is discussed. This may be the reason why most of the

Bharatanatyam teachers and dancers/artists follow Abhinayadarpaza.

King Tulaja - I (A.D. 1728-36)

Tulaja-1, is popularly known as the author of ‘Sangita Saramyrta’ — an outstanding
treatise on the theory and practice of music. He was not only a musicologist of outstanding
merit, but was also an expert in the field of Dance too as he composed fine Yaksaganas like
‘Sivakamasundari Parinaya Nafaka’® and ‘Rdja Ranjana Vidya Vilasa Nataka’. He also
wrote several Padas in Samskrtam, Marathi and Telugu. He had sound knowledge in other
branches of learning and was an authority in different fields such as Jyotisa, Ayurveda,
Dharmasastra and politics. King Tulaja-I, and his Sarngita Saramrta are discussed in detail in

the next chapter.

’Singha, Rina and Reginald Massey, Indian Dances: Their History and Growth. London:

Faber And Faber, 1967 24.



Sangita Saramyta

Sangita Saramyta an outstanding treatise on the theory and practice of music also has
a valuable addition of a Dance chapter called ‘Nretaprakarapa’. It has a valuable section
apportioned to the practice of the Dance called ‘Srama Vidhi> which describes nearly thirteen

groups of Adavus or the basic Dance units. The names of the Adavus are given in Samskrtam,

Tamil, and Telugu, with their description and the relevant Sollukazzus (rhythmic syllables).
This brings us very close to the present-day practice of Bharatanatyam, which too as is natural,
IS undergoing some changes.

Such a codification of the basic Dance units or Adavus of Sadir (Bharatanatyam) Dance
matching well with the oral Dance tradition for the first time in a scientific treatise, seems to
be a significant contribution of Tulaja — I, to Bharatanatyam Dance. King Tulaja — I, and his

treatise Sangita Saramrta are discussed in detail in the next chapter.

Adavus
Adavus are the basic Dance units in Bharatanatyam. The word itself is thought to derive
from the Tamil Adu, meaning to Dance. Adaivu means a combination (Serkkai) in Tamil. It is
a combination of steps and gestures in Dance. The term Adavus seems to have come from
Adaivu.
Dr. Kanak Rele has defined Adavus as,
“The basic rhythmic unit of Dance within a specific tempo and time structure

that involves composite movements pertaining to Nrtta™®.

8Dr. Kanak Rele — Ed. — Hand book of Indian classical dance Terminology — Nalanda dance

research centre — Bombay — 1992 — p. 34.



Kuthanul, an early Tamil work on Dance written prior to the Silappadika@ram refers to
Adavus. Kuthanul gives a detailed description of Adavus Koothu, as a forceful Dance involving
the feet, the body and the limbs, performed in various tempos and is devoid of Bhava or
expression®. The term Adavus is also found in the medieval Tamil work
Bharatasenapatiyam°.

In the Natyasastra of Bharatamuni, units of Dance are referred to as Karanas. The
fourth chapter of the Nagyasastra is devoted to the Karanas. It refers to the 108 Kararas, the
Dance units, which are formed by the combined movements of the hands and the feet. The
Nagyasastra further prescribes that foot movements used for the exercise of Sthanas and Caris
and the application of Nrtta Hastas prescribed for Dance in general also apply to these
Karanas.

Adavus have some semblance with the Kararas of the Nagyasastra. 1t is possible that
the Adavus in Bharatanatyam, may have evolved from the Kararas. One cannot categorically
say that the Adavus are direct descendants of the Karapas as Dance is a dynamic art and
constantly undergoes changes and variations. Yet one can see the relation and common points
between them. The Adavus of Bharatanatyam have like the Kararas, the Sthanaka - the basic
standing position; the Cari - the movement of the leg and the feet; and the Nr#ta Hasta - the

decorative hand gesture.

®Mohan Khokar — Dancing Bharatanatyam: a manual on Adavus the basic ‘Dance-Units’ of
the art. Bharatiya Vidya Bhavan — Bombay — 1975: 12-13.
©Ct. Dr. Padma Subrahmanyam’s article — ‘Dance Notation of Adavus’ published in a book

titled Bharatanatyam — by Sunil Kothari. Marg Publications — Mumbai — 2007: 44.
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Scholarship on Sarigita Saramyta

The scholarship available on the Sangita Saramrta of King Tulaja-1, is scarce and
Pandit S. Subrahmanya Sastri’s edited version of Sargita Saramrta of King Tulaja of
Thanjavur is the only published manuscript available for reference. It was published by the
Music Academy, Madras, in 1942 with an introduction by V. Raghavan. The Dance chapter of
the Saramprta is given in the introduction itself in this published manuscript by V. Raghavan.
He also makes it clear that the original manuscript of the Dance-chapter, viz. the big Telugu
codex, underwent a revision and enlargement and thus, some leaves of it were taken out and
were found lying separately and were mistaken to be a separate work of Tulaja-I, titled
Nagyavedagama. This published manuscript reveals that some words or lines are missing. The
same is reflected in my thesis. Dr. S. Seetha in Tanjore as a Seat of Music talks about the
Nayaks and the Marathas, King Tulaja-1’s musical compositions, Yaksaganas and Sarngita

Saramyta.

Scholarship on Adavus

Dancing Bharatanatyam, a Manual on Adavus the basic ‘Dance-Units’ of the Art by
Mohan Khokar gives details of the Adavus, syllables and Hastas used. Definition of Adavus
along with the photos have also been given in Mrinalini Sarabhai’s book titled Understanding
Bharatanatyam. A small work probably can be called a booklet by celebrated Bharatanatyam
Dancer Rathna Kumar of around thirty to forty pages titled Adavus, Basic Dance units of
Bharatanatyam — a unique Dance notation have line drawings of Adavus. Message in
Movements, essence of Bharatanatyam by Anita Shanmuganathan also gives details of the

Adavus.

11



Another book titled Bharatanaryam by Sunil Kothari has an article by Padma
Subrahmanyam titled “Dance Notation of Adavus”. This article gives the classification of the
present Adavus, technical terms involved and a notation system on the lines of staff notation of
western music. It also gives the description of Adavus along with the photographs. Another
book titled Bharatnatiyam How to... by Jayalakshmi Eshwar gives the detailed description of
Adavus along with the photographs, technical terms and Tala notations. But neither Mohan
Khokar nor Mrinalini Sarabhai nor Rathna Kumar nor Anita Shanmuganathan nor Padma
Subrahmanyam nor Jayalakshmi Eshwar have attempted a comparative study of the Adavus of
Sangita Saramrta with the present practice. They have not discussed the BAramaris and
Dasavidha Mandalas of the Sangita Saramprta. Further they have not attempted a comparative
study of these with the present practice.

The works of Sucheta Chapekar and Swarnamalya Ganesh gives the Samskrtam names
of the Adavus with their Tamil and Telugu equivalents as already mentioned by King Tulaja-
I. They have not attempted a comparative study of the Adavus of Sangita Saramrta with the
present practice along with the photographs and Tala notations. The unpublished thesis of V.
S. Radhika gives the English translation of the Sloka: of Adavus of Sargita Saramrta and in
short compares them with the present practice. But V. S. Radhika has not given the details for
the proper execution of the present practicing Adavus along with the Tala notations and the
photographs. Neither has she given the Siro Bhedah (head-gestures), Dysti Bhedak (glances),
Hasta Mudra/ (hand gesture), Mandala Bhedah (standing postures), Sthanaka Bhedah (resting
postures) and Pada Bheda/ (feet movement) for every Adavus as used in the present practicing
tradition of Bharatanatyam nor has she discussed the BAaramaris and Dasavidha Mandalas of
the Sangita Saramrta. She has also not attempted a comparative study of these with the present

practice.
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Thus, my work is different from the scholarship available. In the present work I will be
studying the Adavus of Sangita Saramrta exclusively as a Bharatanatyam Dancer. | will
attempt to read, analyse and compare the nearly thirteen groups of Adavus or the basic Dance
units with the present practising tradition of Bharatanatyam. | will also compare the Bhramaris
and Dasavidha Mandalas of the Sangita Saramrta with the present tradition of practice. My
study will focus on the form and technique of Nrtta as mentioned by King Tulaja-I, in the
Dance chapter of Sangita Saramyta called ‘Nrttaprakarapa’. Also I will try to relate my

analyses to the present practice.

Methodology and Chapter Plan -

The methodology for this research involves ethnographic study, library method and
critical analysis. Ethnographical study is informed by historical information. Library method
involves reading published works. Critical analysis is informed by socio-cultural study.

The thesis consists of four chapters. The Introduction and Conclusion frame the two
intermediate chapters. The second chapter talks about Thanjavir, and the Marathas of
Thanjavur. It also talks about King Tulaja I, author of ‘Sangita Saramrta’, his other works
and discusses in detail the Sangita Saramrta.

The third chapter comprises the main argument of the thesis and compares the thirteen
groups of Adavus or the basic Dance units as mentioned in Sargita Saramrta of King Tulaja
— |, with the current practising tradition of Bharatanatyam. An attempt is made theoretically to
provide details for the proper execution of the current practising Adavus or the basic Dance
units, along with their different varieties. An attempt is also made to provide the Tala notations

along with the photographs of the Adavus. This chapter also compares the Bhramaris and
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Dasavidha Mandalas of the Sangita Saramyta with the present practising tradition. An attempt
is also made to give the photographs of the Bhramaris and Dasavidha Mandalas.

This comparative study of the Adavus provides information about the form, technique,
culture, tradition, style, and society and educates us about what was prevalent at that time when
Sarngita Saramyta Was written and its importance.

The Concluding Chapter discusses the relevance of the Adavus as mentioned in Sargita
Saramyta of King Tulaja — I, in the contemporary Dance trends. It also discusses the relevance
of the Dance texts in contemporary times. The conclusion is an open-ended one that invites

further scholarship on the subject.
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Chapter 11

The Marathas of Thanjavar

Though the modern practice has clear influences from the Chola and Nayak dynasties
both based in Thanjavir, for the purposes of this thesis I am concentrating only on the Maratha
dynasty because Tulaja — I, and his Sarigita Saramprta are best studied in the Maratha context.
This chapter discusses the Maratha kings of Thanjaviir and their court poets, scholars, Vidvans
in field of music, dance, art and literature.

The chapter also discusses the author of Sangita Saramrta- King Tulaja - I; his works
and most importantly his treatise Sarngita Saramrta. The Mss of the Sarngita Saramprta in the
Sarasvati Mahal Library are also discussed. The chapter also provides an Introduction to the
Enlarged Svara Chapter of the Sarngita Saramrta (in the Telugu Mss. Nos., 10787, 10800 and
10801, and the Devandagari Mss. No. 10789.); an Introduction to the Dance Chapter of the

Sarngita Saramyrta; and a detailed Introduction to the 14 Chapters of the Sarigita Saramyta.

Thanjavar

There was a great temple building activity in South where Dasi Attam (old version of
Bharatanatyam) flourished. The Rajarajeswaram or the Brihadisvara Temple (11" century) at
Thanjavar is where the first self-conscious efforts of documenting the Bharatanatyam
movements were made both in stone reliefs and wall paintings. Later the Thanjavir Brothers
(17" century) gave Bharatanatyam its present form.

Thanjavur (10-47°N. Lat. 79-10°24”E. Long) is a district located in the fertile Kaveri

delta of Tamil Nadu State!. The headquarters of Thanjaviir of the same name, lies about 322

ICf. Seshadri, A.K. Sri Brihadisvara: The Great Temple of Thanjavur. Vellore, Tamil Nadu:

Nile Books, 1998: 01.
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Km to the South-West of Chennai. Thanjavir is directly connected by rail or road from Chennai
via Kumbakonam and is the eighth largest town of the state. Thanjavur is the outcome of the
fusion of three different influences viz., the Tamil Cholas (for over four hundred years, from
850 to 1279 A.D., they ruled over a vast empire which extended beyond the seas.), the Telugu

Nayaks and Marathas and lastly the impact of the British.

The Marathas of Thanjaviir

Vijayaraghava, the last Nayak ruler, fell in the fatal war with his external enemy, the
Nayaks of Madura. The triumphant Madura Nayak appointed Alagiri as the Governor of
Thanjavur. Venkhaji alias Ekoji - 1, aided by the Sultan of Bijapur made himself the master of
the weak situation at Thanjavir under Alagiri. Thus the Maratha rule was established by about
1676 A.D. in Thanjaviir by Ekoji - 1.2 He was succeeded by Sahaji — 11, in 1684 A.D. Sahaji —
I1, was proficient in several languages such as Telugu, Samskrtam, Marathi, Persian and Hindj,
he was also a great Scholar in Sarngita and Sahitya. He composed hundreds of Padas in praise
of Lord Thyagesa of Tiruvarur and other deities in Samskrtam and Telugu. He was also well
known for his patronage to the many distinguished composers of Padas, Yaksaganas, dramatic
works, musicians and musicologists who adorned his court.

During Sahaji — II’s time, Bhagavata Mela Natakas and Bharata Nagya were performed
in many villages in and around Thanjaviir. He also inaugurated a new style of Prabandha®
composition which had both musical and dramatic significance. The best examples of this new

style of Prabandha composition are the four Prabandhas by Sahaji — II, the Sankara Pallaks

2Cf. Dr. S. Seetha, Tanjore as a Seat of Music (During the 17", 18" and 19" Centuries).
Madras: University of Madras, 1981: 64.
3Prabandha literally means a Kavya or a poetical composition. For the detailed description and

classification of Prabandha see Appendix — IV.
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Seva, Visnu Pallaki Seva, Paficaratna, and Tyagardja Vinoda Citra wherein the dramatic,
literary, musical and dance elements are employed together beautifully.

Thanjavur became a culturally multilingual area during the rule of the Marathas as
Maharashtra saints from the north came and established several Magas in Thanjavir and
inaugurated the Bhajana and Kirtana Paddhati in the south.

It has been said that the three brothers Sahaji - 11, Sarabhoji — I, and Tukkoji — I, alias
Tulaja— 1, ruled the kingdom jointly at one stage. They were great promoters of arts and letters.
It is said that Sahaji — |1, became a Yogi towards the end of his life. He was succeeded by his
brother Serfoji — I, alias Sarabhoji - I. Like his illustrious brother Sahaji - II, Sarabhoji — I, was
also a great scholar and was hailed as ‘Vidya Bhoja’.# He continued his patronage to art and
letters, music and dance.

Sarabhoji — |, was succeeded by his brother Tukkoji alias Tulaja — I, in A.D. 1728.
Tulaja — I, was succeeded by his eldest son Ekoji - Il. During Ekoji - II’s time Thanjavar
politically suffered a series of setbacks consequent to the internal dispute among the imposters
ascending the throne. Even under such politically unsafe and chaotic conditions, Ekoji — I,
kept the cultural fragrance of Thanjavir afresh. Like his learned father, Ekoji - Il, was also a
scholar and had a commendable knowledge of Samskrtam, Marathi and Telugu. He was a great
admirer of the art of dance and had in his court a highly accomplished and famous danseuse
Muddmanga.® She was an expert in varieties of dances such as Jakkini, Padacali, Tu//al® and
Abhinaya. King Pratapasimha, the son of Tukkoji alias Tulaja — I, and Uma, ascended the

throne in 1739. He encouraged Samskrtam, Marathi, Telugu and Tamil languages and had

4Cf. Dr. S. Seetha, Tanjore as a Seat of Music (During the 17", 18" and 19" Centuries).
Madras: University of Madras, 1981: 86-88.
°Ibid, 95-97.

STuj/al refers to a type of dance popular in Kerala.
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several learned men, poets, musicians and composers in his court. His court continued as the
seat of music, dance, drama and literature. His court was ornamented with a highly talented
dancer by name Muddu Palani. She was highly proficient in the art of Bharata Sastra, a great
Scholar in Telugu and authoress of ‘Radhika Santwanamu’’ and ‘Saptapadalu’.

Pratapasimha was himself a distinguished Scholar in Marathi. He is said to have
composed 12 dramas in Marathi on Puranic themes®. The compositions like Svarajati, Varna
and Kirtana were composed in large numbers during his reign. He was succeeded by his son
Tulaja— 11, in A.D. 1763. Tulaja — 11, was considered as a great linguist of his time.

The period of the Musical Trinity — Sri Tyagaraja, SrT Syama Sastri and SrT Muthusvami
Diksitar, coincided with that of Tulaja — I, and Sarabhoji - 11. $¢1 Rama Brahmam, the father
of Saint Tyagaraja was the expounder of the Ramayana in Tulaja - II’s court. The foremost
musician of Tulaja - II's court was Sonti Venakataramanayya, the esteemed guru of Sri
Tyagaraja.®

In the realm of dance, eminent Natyacaryas such as Gangaimutu and Subbaraya
Oduvar, the father of the four illustrious brother of Thanjaviur, namely, the Thanjavir quartette
— Cinnayya, Ponniah, Sivanandam and Vadivelu®, were given an honoured place in the galaxy
of his court musicians. Subbaraya Oduvar composed a number of Varpas, Svarajatis, and other

compositions like the ‘Salamu’ in praise of Tulaja - 1. King Tulaja — I, presented the building

"Muddu Palani, Radhika Santwanamu. Vijayawada: Emesco Books, November, 1997.

8317 A. Krishnaswamy Mahadick Rao Saheb, Compiler and Editor, Loka Geet. T.S.M. Series
No. 17, 1950: 06.

Cf. Dr. S. Seetha, Tanjore as a Seat of Music (During the 17", 18" and 19" Centuries).
Madras: University of Madras, 1981: 102.

The Thanjaviir quartette — Cinnayya, Ponniah, Sivanandam and Vadivelu later became

composers, dancing Masters and court Vidvans of Thanjaviir.
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which is situated opposite the Great Temple or Brihadisvara Temple at Thanjavur and still
known as ‘Nayruvacavadi’ to Subbaraya Oduvar and his descendants as a free gift.

Another famous Nagfuvandr who was brought to Thanjaviir by Tulaja — II, was Sri
Mahadeva Annavi of Tirunelvely. He was famous for his Kirtanas, and Varpas in Tamil and
Telugu. The two dancing girls named Vanajaksi and Muttumannar, who had accompanied him
to Thanjaviir, performed the dance in the court of Tulaja — |1, while Mahadeva Naytuvanar sang
the Varpa beginning with the sahitya ‘Bhosala Tulajendra Raja’ and did Nagruvangam. Tulaja
— |1, presented the Nayfuvanar with a big house in West Main Street at Thanjavir besides the
ten Velis of Nafijai lands as Sarvamanya.**

Bhagavata Mela Natakas received full patronage at the hands of King Tulaja — 11, and
his son Sarabhoiji - II. The expenditure incurred for the maintenance of these artists was met
from the royal treasury. During Tulaja - II’s time, Thanjaviir became the centre of fine musical
dramas such as Bhagavata Mela, the Sangita Mela, and Bharasa natya, vocal and instrumental
music of a high standard. Tulaja — 11, was himself a Vina player, a good Scholar in Samskrtam,
Telugu and Maratht and was highly proficient in Sasigita and Sahitya.

Sarabhoji - 11, son of Tulaja — II, was too young to administer the country, thus Tulaja
- II’s step brother Amarasimha who was the son of a concubine of Pratapasimha ascended the
throne in A.D. 1787 till Sarabhoji — 11, attained age to govern the kingdom. Tulaja — II, had
apprehensions regarding Amarasimha’s loyalty and hence requested his dear friend Bishop
Schwartz to look after the safety and wellbeing of his adopted son Sarabhoji - I1.

Sarabhoji — I, ascended the Thanjavir throne on 30" June 1798. Sarabhoji — II, like
Amarasimha entered into a treaty with the East India Company on 25" October, 1799. Despite

of limited powers and financial resources, king Sarabhoji — 11, effected the overall development

11Cf. Dr. S. Seetha, Tanjore as a Seat of Music (During the 17", 18" and 19" Centuries).

Madras: University of Madras, 1981: 100.
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of Thanjavir, especially in the artistic and literary fields.

Dance teachers like Subbaraya Nattuvanar, his sons, Cinnayya, Ponniah, Sivanandam
and Vadivelu and many dancing girls adorned the court of Sarabhoji - 11. They composed a
number of Pada Varpas, Sabdas in praise of Lord Brihadi§vara and also in praise of the king.
They systematised the art of Bharatanatya by composing special dance compositions. Sarabhoji
— 11, presented them with birudas, palanquins and special royal favours.

Expert instrumentalists also lived at this time. Sarabhoji — |1, organised the Thanjavir
Band for the first time and collected western musical instruments too. He himself learnt western
music and received printed lessons on western music from great music masters in London.
Thus, the salient feature of the eastern and western culture have been brought together to create
a harmonious synthesis by Sarabhoji - I1. It is said that more than 360 musicians were attached
to his court.

The Bhagavata Mela Natakas were enacted regularly during his time. The Thanjaviir
quartette enacted Manmatha Naraka regularly in the Big Temple. The enactment of dramas in
the Natakasala was a regular feature during Sarabhoji — 11, time. The court actors and dancers
who took part in these received an Inama of Rs. 20.12 Not only Bharata Natya was popular in
his court, but also the Western and Hindustani dances. The Lavani singing had become very
popular during the Maratha rule and many Lavant singers flourished. Sarabhoji — II, was the
author of many Lavani pieces, Kathas and Natakas as well.

Sarabhoji — 11, composed special dance compositions in Marathi for the Bharaa Narya
programme and authored many a sabda, varpa, pada, svarajati, abhinaya pada, tillana, gita,
prabandha, kavuttuvam, alaru (puspanjali), jatis and korvais. He also wrote many fine works

such as Devendra Kuravanji and Trstalli Tirthayatra Lavant.

12Cf. Dr. S. Seetha, Tanjore as a Seat of Music (During the 17", 18" and 19" Centuries).

Madras: University of Madras, 1981: 107-116.
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Sarabhoji — I, patronised the famous exponents of dance (Naffuvanars) namely
Gangaimuttu, Sabhapati, Subbayan, Mahadeva Annavi, Ponniah, Vadivelu, Cinnayya and
Sundari. He also gave monthly salary in cash and kind to court Vidvans. Besides the Bharasa
Natya in all its classic purity, he encouraged Kuravai, Kuravanji, Modi dance, Kinjini,
Terukkazttu, dummy horse shows and fifty varieties of Pinnal Kolagram.

Sarabhoji — II, himself an able Scholar in almost all the disciplines, a linguist, became
highly proficient in Samskrtam, Telugu, Marathi, English, German and French languages, an
ingenious composer of many celebrated works and above all the architect of the internationally
renowned library — a rich legacy left behind to posterity by Sarabhoji - II. This library carefully
preserves the works of Nayak and Maratha rulers, their court composers and such other
numerous treatises, meticulously collected by the Scholar king Sarabhoji - 1. As a tribute to
him, this temple of learning has been appropriately named after him as the “Thanjavir
Maharaja Serfoji’s Sarasvati Mahal Library” (TMSSML).

Sivaji - I, the son of Sarabhoji — I, was the last Maratha Raja to rule over Thanjaviir.
The manuscript entitled ‘Sivaji Stsamulu’ describes the talents and accomplishments of Sivaji
- 11. The Thanjaviir quartette - Cinnayya, Ponniah, Sivanandam and Vadivelu were his favourite
court Vidvans who composed a number of dance compositions with Sivaji — I, as the Kriti
Nayaka. Sivaji — 11, encouraged Tamil and Telugu in particular. Sivanandam authored many
Padas in Tamil, Javalis, Tana Varnas, Chouka Varnas, Sabdas and addressed them to his
patron. Tamil dramas such as Pandikeli Vilasa Natakam by Narayana Kavi, Madana Sundara
Prasadana Santana Vilasa by Arunacala Kavi, Bharafa Ammanai by Krsnan were produced
during his reign.'® Sivaji — II, was a lover of Lavanis and was himself a ‘Savayi’ and acted as

the final judge in Lavant contests held in the court.

13Cf. Dr. S. Seetha, Tanjore as a Seat of Music (During the 17", 18" and 19" Centuries).

Madras: University of Madras, 1981: 116-121.
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The Marathas continued the legacy of the royal patronage to art and literature, the
cultural and musical traditions of the Nayaks and Telugu as the court language. Maratha rulers
not only mastered South Indian languages but also became the exponents of art and literature.
Most of the Maratha kings such as Sahaji - 11, Tulaja - |, Pratapasimha and Serfoji — II, and
their renowned court composers were men of letters, musicologists and composers of several
inspiring works. It was during the Maratha period that the ‘Dasi Affam’ came to be called as

‘Sadir’ which is presently known as Bharatanatyam.

King Tulaja — I, the author of ‘Sarngita Saramrta’

Tulaja - 1, alias Tukkoji, of the Maratha dynasty of rulers of Thanjaviir, has earned an
honoured place in the history of music by his monumental work, ‘Sarngita Saramrta’. King
Tulaja - 1, who ruled over Thanjaviir between the years 1728-1736 A.D., was one of the most
noteworthy Kings who have done great service to music both on Laksya and Laksara. He was
the third son of Ekoji - I, and the youngest brother of Sahaji — 11, and Sarabhoji - 1. During the
period when his elder brothers were ruling, he was acting like a Viceroy, at Mahadevapattana,
a fort-town near Mannargudi, on the South-west.

The innumerable musical compositions comprising Padas, Sallam Darus, Svarajatis
and Padyas in praise of him bear testimony to his musical attainments. That he was the son of

Ekoji — I, and Dipambika, is mentioned in unmistakable terms in the Sahityas of the Padas as

Tehea JASTaa(el Tsheg o1 | TSAELH Tsheadd | ekendra tulajendrapala ekendra

tulajabhipa | rajanutasarasa ekendrasuta 1* and so on.

14Cf. Dr. S. Seetha, Tanjore as a Seat of Music (During the 17", 18" and 19" Centuries).

Madras: University of Madras, 1981: 88-89.
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‘Kamakalanidhi’ of Nellore Sivaramakavi, refers to Tulaja — |, as a liberal giver of
gifts to musicians. He followed his brothers, Sahaji — Il, and Sarabhoji — I, in giving liberal
gifts to scholars, learned Pandits and poets. Himself a great musician and composer of merit,
he extended a tangible amount of patronage for the growth of Samskrtam and Telugu learning
and music both in its scientific and practical aspects. He was interested in the pursuit of
scientific knowledge in music is evident by his treatise where he has dealt with the scientific
basis of the art.

Tulaja — 1, was not only a musicologist, musician, composer, an erudite scholar in
Samskrtam, Telugu and Marathi, but also a master of other difficult sciences and different
fields such as Ayurveda, Jyotisa, Dharmasastra and Politics. It is said that during his stay at
Mahadevapattana, he wrote the medical work ‘Dhanvantarisaranidhi’®®.

The Hindustani Sarngita Paddhati became popular in the Thanjaviir court during his
period. The manuscript D. No. 446 consists of a variety of Padas in Samskrtam, Telugu and
Marathi with the name of Tulaja — I, and dedicated to Sri Candramoulisvara of Tiruvarur.
There are also Padas by the court poets eulogising the three brothers.

Tulaja— I, was an eminent author of fine Yaksagandas too. His Nataka in Telugu entitled
‘Sivakamasundariparinaya’*’ is an excellent piece of work and proves his expertise and
adroitness in the field of dance too. It deals with the story of Paramesvara’s marriage with
Parvati. This Telugu Yaksagana was also written during his stay at Mahadevapattana, the

temple of Sri Adi Varahasvami was built and he himself installed the deity and performed the

BTanjore Library New Descriptive Catalogue No. 11069. Tulaja describes Mahadevapattana
in three verses here.

BMss. D. No. 447 — T.S.S.M.L.

YTanjore Library Telugu Descriptive Catalogue Nos. 633-5. The play was produced during the

festival of Adi Varahasvami at Mahadevapattana.
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Utsava. This town is still famous for the festivals in connection with the Adi Varahasvami
temple. This Telugu Yaksagana ‘Sivakamasundariparinaya’ was first enacted in Adi
Varahasvami temple.

“This musical play reveals the commendable scholarship of Tulaja — I, in Telugu,
Puranic lore and mastery of literary composition and also reflects the philosophical bent of his
mind.”*® This play was enacted as a dance-drama in the temple on the occasion of the festival
and in the presence of the Adi Varahasvami is evident by the introduction of Patrapravesa
Darus and Jatis at the end of them.!®

Tulaja — 1, has to his credit another Naraka in Samskrtam, named ‘Rajaranjana Vidya
Vilasa Nataka’.?° This Nataka is an allegorical play based on the philosophical concept of the
individual soul merging with the supreme by conquering the six enemies of Jiva such as Kama
(Lust), Artha (Money), Krodha (Anger), Moha (Infatuation), Lobha (Miserliness) and Mada
(Intoxication). The introductory lines of this play are highly descriptive of Sahaji’s
accomplishments and mention himself as the brother of Sahaji — 11, and the author of the Naraka

in Question.
ATEHE TS STALTST TS qASTHG TS0

TS fargfereTs arese |

8Dr. S. Seetha, Tanjore as a Seat of Music (During the 17", 18" and 19" Centuries). Madras:
University of Madras, 1981: 90-92.
¥For the details of Ragas used in the Nataka, see see Ibid, 91-92.

2Marathi Amanath Bundle — D. No. 836. Also published in the T.S.S.M.L. Vol. XII, 1958.
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§ahamaharaja sarabharajanyanuja tulajamaharajapranita
rajarafijana vidhavilasa natakam 121

The play enunciates and extols the greatness of Advaita Tatva. The colophon to the work states

that it was composed to give pleasure to Lord Siva and the learned.

NEES RIECIEKIGRICER G IR F IR

TFAA G THAATHSE] |
rajaranjanavidhavilasanatakam paramatmapriyate

sakalavidvanmude sakalasreyasesstu 122

The style of the play is fluent and with the introduction of Darus, Dvipadas, Sisamalu and other
forms of Kanda Padyas are manifested fully in this Naraka. Another unique feature about the
musical conception of the play is that the names of the Ragas are well matched with the
characters appearing in the Darus, highlighting the contextual appropriateness. For example
the arrival of the character ‘Moha’ or ‘illusion’ is portrayed by Daru set to Mokana Raga and
Ananda’s (joy) arrival is indicated in Anandabhairavi Raga Daru. The Daru announcing the
Darsana of God Sankara is appropriately set in Sankarabharana Raga.

Tulaja — I, has also shown respect to Jayadeva Kavi, the author of Gita- Govinda in the

introduction of both his plays and has included his name in the list of poets (Kavistuti).?®

21Cf. Dr. S. Seetha, Tanjore as a Seat of Music (During the 17", 18" and 19" Centuries).
Madras: University of Madras, 1981: 92.
221hid, 93.

2%Ibid, 93-94.

25



In the three of his works?*, Tulaja — I, refers to his son Ekoji - 11, in one of which, the
Vakyamyta, he refers to EKoji — 11, as Yuvaraja®. This shows that the literary activity of Tulaja
— 1, extended over his whole life?. The two important Samskrtam poets and distinguished
scholars in the court of Tulaja — I, were Ghanasyama and Manabhatta. The former composed
an allegorical drama entitled ‘Navagraha Caritra’?’ written after the model of the Yaksagana.
There seems to be ample scope for music and dance in this drama. There are Patra-Pravesa
Darus marking the entrance of Kancuki, Indra and dancers. It must have been intended by the
composer to be enacted as a dance-drama and Ragas like Nata, Gaula, Gummakarmbhojz, Padi,
Ahirt and Revagupati have been used.?® Ghanasyama was also one of Tulaja - I’s ministers.
Manabhatta was reputed for his collection of numerous works of literature and maintaining a

good library during Tulaja - I’s reign.

24Dhanvantarivilasa Thanjavir Library Catalogue No.11066; Inakulardjatejonidhi No. 11323;
and Vakyamrta No. 11324.
25This Ekoji - 11, son of Tulaja - 1, figures as the composer of the following musical plays found

in Mss. in the Thanjavir Library:

No. 695. Marathi ... Kamalamba-Tyagesa parinaya
606. Marathi ... Sakuntala
663/202. Maratht ... Anusuyd-upakhyana
60/521. Telugu ... Vighanesvarakalyana (Telugu Catalogue Nos. 606-9)

26\/. Raghavan, Introduction, The Sangita Saramyta of King Tulaja of Tanjore. Edited by S.
Subrahmanya Sastri, Madras: The Music Academy, 1942: 03.

2'D. 4689, Des. Cat. Of Samskrtam MS — T.S.S.M.L.

28Cf. Dr. S. Seetha, Tanjore as a Seat of Music (During the 17", 18" and 19" Centuries).

Madras: University of Madras, 1981: 90.
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The Works of Tulaja -,

The following works of Tulaja — I, are known from Mss. preserved in the Sarasvati
Mabhal Library, Thanjavir: °

1. Sangita Saramrta. Music, the work now offered in print.

2. Dhanvantarivilasa. Medicine. Mss. Nos. 11066-9, Thanjaviir New Descriptive
Catalogue. It mentions Tulaja - I’s son Ekoji — I1, and says that it was written at the request of
the latter.

3. Dhanvantarisaranidhi. Medicine. Mss. Nos. 11069-72. It was written at
Mahadevapattanam.

4. Mss. No. 11189 represents a fragment of a medical work of Tulaja - 1.

5. Inakulardjatejonidhi. Jyotisa. Mss. Nos. 11323-6. It refers to Tulaja - I’s son Ekoji
— 11, and minister Sivarayadhavarina.

6. Vakyamyta. Jyotisa. Mss. Nos. 11327. It refers to Ekoji — I, as Yuvaraja.

7. Dharmasarasangraha, a Dharmasastra Nibandha (digest) in 12 chapters. Mss. Nos.
18750-2.

8. Rajadharmasarasangraha, an epitome in 22 chapters of the Rajadharma portion of
the Mahabharata. Mss. Nos. 18753-5.

The Thanjaviir New Descriptive Catalogue confuses Nos. 7 and 8 and clubs them into
one work.

9. Mantrasastrasangraha. Mss. No. 17661. It contains 2 chapters; there are two
colophons mentioning King Tulaja - 1, as its author; the page-arrangement is confused and the

codex is mixed up with a collection of Stotras. The work contains Mantras for several deities,

29Cf. V. Raghavan, Introduction. The Sangita Saramrta of King Tulaja of Tanjore. Edited by

S. Subrahmanya Sastri, Madras: The Music Academy, 1942: 05-07.
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curative Mantraprayogas with several medical formulae, the last having lists of herb-names in
Samskrtam with Tamil equivalents.

10. Ramadhyanapaddhati. Mss. No. 21358 (Old Burnell Catalogue No. 8726). A hymn
on Rama in 28 verses in a musical metre.

From the New Thanjavir Catalogue No. 10671, it would appear that Tulaja — I, wrote
a work on Natya called Nagyavedagama; but it will be shown below that it is really the Narya
chapter of Tulaja - I's Sargita Saramrta.

11. Bahulakathacuranika. Marathi. Mss. No. 2125.Vahi 120. See Thanjaviir Maratht
Catalogue, Vol. Ill.

12. Padas. In the Thanjavir library I was able to find some songs composed by Tulaja

- 1. They are contained in the collection of Marathi Mss, Vahi 61, Paner 23 (3Tgd <2, 919

33), Mss. No. 1743 [Marathi Catalogue, Vol. 111, Varga, 18" — Vahyas (Fg]T)]. The songs are

copied in a small notebook in Devanagari script and are in Samskrtam, Marathi and Telugu.

The Mss. Contains in all 19 Padas, of Tulaja - I, Ksetrajna, Gangadhara etc. Of these —

No. 1 - Is a Khyala in Sankarabharana on Siva, in Samskrtam, beginning &=Tsg

HaTfera g=atsgd dhanyo s ham sadasiva dhanyo s ham. The Mudra occurs here thus:

wgTed qasi=xqieid mahadeva tulajendrapiijita.

No. 2 — The Raga is not given; the beginning is &=Tsg T ATHEAIN A< dhanyo

s ham tava namasmaranena $adkara. Mudra: Eﬁl@lﬁmﬂ?ﬁ tulajendrapalaka.

No. 3 — Raga Kapi; Tala Adi; Maratht; on Tyagaraja at Tiruvarur. Tulaja — I, refers to
Ekoji (father or son) as the recipient of Tyagaraja’s grace.

No. 17 — A Telugu Pada is Bhairavi with Tulaja’s Mudra.
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Besides these, the Mss. Contains two Padas on Tulaja - I, No. 5 in Kalyani, Telugu and
No. 8 in Pantuvaralr.
13. Sivakamasundariparinaya, a Yaksagana in Telugu. Mss. Nos. 633-5, Thanjavir

Telugu Descriptive Catalogue, pp. 267-8. In the introductory portion, Tulaja — 1, is twice

mentioned  as  author:  STERQASIIEIATIHA. ........... TR B AR I BV DESE R e

bhasuratulajaksifisakrta............ SivakamasundariparinayartpaNatakamu.

The Sangita Saramyta

Sangita Saramrta of Tulaja— |, was written in 1735 A.D. It is of highest importance as
it purports to take the contemporary dance and music on its practical side and incorporate the
Laksanas of Ragas and the theory of dance as they prevailed in Tulaja - I’s time. In the Ragas
described by him, Sancaris are given and appropriate Taya, Gita, Prabandha and Suladi are
cited as authorities for his views. In the dance chapter called ‘ Nrttaprakarana’ of Tulaja - I’s
Sangita-work, the Sarngita Saramyrta, apart from the description of the subjects such as
Natyamandapa Laksana, SabhaNayak Laksana, Patraguna and so on, the remarkable and
highly productive contribution is that it has a topic called ‘Practice’, - Sramavidhi. It gives the
Tamil and Telugu equivalents to the Samskrtam names of the different categories of dance
units or Adavus. These descriptions perhaps represents the era immediately preceding to that
of the Trinity. A study of the Sargita Saramrta definitely helps us to understand the dance and

music of pre-Trinity period.

Mss of the Sangita Saramyta
Mss of the Sangita Saramrta are available only in the Sarasvati Mahal Library,

Thanjavir and even the Mss. available here are all incomplete. It may be that Tulaja — I, did
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not complete his Raga and Prabandha chapters. Tujaja— I, speaks of his Melas as 21 in number,
but the chapter on Ragas, is incomplete and stop after taking up the 19" Mela for description.
Unfortunately none of the Mss. goes beyond this portion. The Prabandha-chapter also seems
to be incomplete as Tulaja — I, promises here to describe a few Prabandhas which are well-
known, but the text suddenly comes to a stop after the treatment of a single Prabandha, the
Srivardhana.®°

According to the New Descriptive Catalogue of the Thanjaviir Library, there are 18
Mss. of this work, Nos. 10786-10803. But after closely examining these V. Raghavan came to
the conclusion that there are really only 13 Mss. of the work. He further adds that Mss. Nos.
10787, 10800 and 10801 represent only three parts of a single palm-leaf Telugu Mss. of the
Sangita Saramrta. He says that this Telugu Mss. is a valuable one since, besides containing in
the end part of the dance chapter of the Sarngita Saramyrta, it has, at the beginning, a revised
and in some parts enlarged version of some parts of the work, notably of the Svara chapter.
This revised material at the beginning is written in leaves which stand separate.

The rest of the Mss. are on paper and in Devanagart and represent portions of the
Sangita Saramrta:*

Nos. 10786 and 10788: up to the end of the Raga chapter.

No. 10789: up to Svaras; this, as pointed out above, has an enlarged Svara chapter,
with an abridged Sruti section in the beginning, as in the Telugu Mss. noted previously.

No. 10792: Prakirnaka chapter.

No. 10794: Prakirnaka chapter incomplete.

No. 10793 and 10797: Prabandha chapter incomplete.

0Cf. V. Raghavan, Introduction. The Sagita Saramrta of King Tulaja of Tanjore. Edited by
S. Subrahmanya Sastri, Madras: The Music Academy, 1942: 07-009.

1bid, 08.
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No. 10795 and 10796: Vadya chapter incomplete.
No. 10798: Tala chapter incomplete.
No. 10799: up to Jatis and part of the Raga chapter.

No. 10803: A fragment at the beginning.

Introduction to the Enlarged Svara Chapter of the Sarngita Saramyta
(In the Telugu Mss. Nos., 10787, 10800 and 10801, and the Devandagari Mss. No. 10789.)

Besides containing in the main part the text of the Sarigita Saramrta including a portion
of its dance chapter, the Telugu Mss. has a few additional leaves in the beginning in which the
sections on Sruti and Svara (including Vina) are irregularly written and are found in a revised
version. The Sruti-portion, when compared with the printed text, appears abridged in some
places and enlarged in others®. This abridged Srutiprakarana is also found in the Devandgari
Mss. 10789.

Next in the Telugu Mss. is a section on Virza which when compared with the
Devandagari Mss. No. 10789, shows that the matter represents an enlarged version of the Svara
chapter. While the Telugu Mss. gives the matter in some disorder, the Devandgari Mss. gives
it in better order.®

In the Devanagari Mss. of this Svara chapter, the author gives the description of a Vina

under the heading Tulajendra Vina Prasansa®* and names the instrument as Tulajendra Vina.

(TASTEATOTTILIT)
TET HATHATITH A LTTSTT T39I |

2Cf. V. Raghavan, Introduction. The Sasgita Saramrta of King Tulaja of Tanjore. Edited by
S. Subrahmanya Sastri, Madras: The Music Academy, 1942: 10-11.
%3For the enlarged Svara chapter, see lbid, 11-21.

*1bid, 19.
31



T TASTLISTeg o Fiehiaar ||
iAo T ST T aoRdTad: | §30 - ||
(tulajendravinaprasamsa)
yasyam melakriyayasavisesospi na drsyate |

seyam tulajarajendravineti parikirtita 11

$rutivinadayo yatra lina: syu: tatphalaptita: | seyamO - 11*°

Introduction to the Dance Chapter of the Sarngita Saramrta

Previously it was not known that the Sargita Saramrta of Tulaja — |, has a chapter on
Dance. It was considered that on Natya, Tulaja — 1, wrote a separate work called
Natyavedagama, under no. 10671 and the cause of this impression was the insufficient analysis
and hasty description in the New Descriptive Catalogue of the Thanjaviir Library.® After
examining Natyavedagama, V. Raghavan found that Mss. is a fragment of a treatment of Narya
by Tulaja — I, which could only form part of his Sarngita Saramrta. Thus the Mss. represent a
fragment of the Nrttaprakarana, dance-chapter, of Tulaja - I’s Sangita-work, the Sarngita
Saramyta.

V. Raghavan’s further examinations revealed that the Telugu codex of the Sangita
Saramprta, frequently mentioned above, has, as a matter of fact, a text having a dance-chapter.
He also found and says that “originally there was only one Mss. of the dance-chapter, viz. The
big Telugu codex, but that, even as some portion of it representing the Svara-chapter underwent

a revision and enlargement, the dance-chapter also underwent a process of textual inflation and

%Cf. V. Raghavan, Introduction. The Sasgita Saramrta of King Tulaja of Tanjore. Edited by
S. Subrahmanya Sastri, Madras: The Music Academy, 1942: 19- Verse-1.

%1bid, 21-22.
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that for this purpose, some leaves of it were taken out and lines added to. It is these latter
‘inflated’ leaves that were found lying separately and were mistaken to be a separate work.”
The process of text-inflation was done for the purpose of bringing the text in greater

contact with current terms and practice. Thus the very opening of the chapter, which contains
a set of verses giving the table of contents, was given an additional set of verses setting forth a
revised table of contents, in which the most noteworthy addition made is the gesticulation of
Darus and Padas. After the description of the subject of dance in general and of the members
of the troupe and danseuse and other miscellaneous topics, the text has the topic called
‘Practice’, - Sramavidhi. This portion was taken up for inflation and the inflated leaves have
valuable contribution dealing with ‘Practice’ as figures in Nautch-tradition, giving the
Samskrtam names with their Tamil and Telugu equivalents, notably of the varieties of ‘foot-
beats’, Pada-Kugrana or ‘Adavu’.®’
Here V. Raghavan says that —

“This makes the text unique since here one finds a systematic textual

correlation of the Nautch which shows the fact that this tradition again does

not stand aloof and that its vernacular terminology does not alienise it or

make it a text-less novelty.”
Tulaja — 1, in Sangita Saramyta uses Sangitaratnakara, also uses the Sangitamuktavali (of
Devana or Devendra) to an equal measure and uses the Nrttaratnavali (of Jayasena) to small
extent, Mss. of which are available in the Thanjavur Library.

According to V. Raghavan a second revision and inflation of these leaves also took

place as at the end of the latter ‘inflated leaves’, there are three leaves beginning abruptly in

the topic of ‘Sabha Sannivesa’, describing this topic and then the ‘Sabha Nayak’ and then

87Cf. V. Raghavan, Introduction. The Sangita Saramrta of King Tulaja of Tanjore. Edited by

S. Subrahmanya Sastri, Madras: The Music Academy, 1942: 23.
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inflating the topic of the entry of the danseuse and the ‘Nandi Puspanjali’. The Dance Chapter

of the Sangita Saramprta is discussed in detail in the next chapter of this thesis.

Introduction to the 14 Chapters of the Sarngita Saramyrta

Though I have not thought it necessary to give a detailed description of every chapter
of Sangita Saramyta, | nevertheless in my brief description of them have attempted to give the
reader a sense of Tulaja — I’s mind at work. So, in an effort I am balancing information with
space constraints. | judiciously quote what | think the key passages in these chapters to bring
out the flavour of Tulaja — I’s writing. For this section | have also taken information from V.
Raghavan’s excellent introduction to the printed form of Sangita Saramrta.

1t chapter

The 1% chapter called ‘Sruti Prakarana’ begins with Mangala Sloka: and it contains
the genealogy of the Bhonsle family.3®

Bhonsle family
|
Maloji
|
Sahaji who was the mainstay of the
Sultan of Bijapur. This Sahaji x Jija — Another wife Tukkamba
|
| |
Sambhoji Sivaji the great Ekoji
Ekoji acquired the Kingdom of Cola, i.e., Thanjaviir.
Ekoji x Dipambika
|
| | |

Sahaji Sarabhoji (1) Tulaja (1)
Founder of the the author of the
Agrahara of SahajiRajapura or Sangita Saramrta.

Tiruvisanallur on the banks
of the Cauvery, for scholars
from all parts of the country.

3Cf. V. Raghavan, Introduction. The Sangita Saramyta of King Tulaja of Tanjore. Edited by

S. Subrahmanya Sastri, Madras: The Music Academy, 1942: 53-82.
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This chapter talks about music as a means to Moksa. Nada and its varieties are also
discussed. Ahata Nada is the subject of study here. Then the Sruti, different Sthas, the twenty
two Srutis with various quotations, from Sarangadeva, Matanga, Vi§vasavu, Tumbiru, Kohala,
etc. are discussed in detail.*®

2nd chapter

The 2" chapter titled ‘Suddha Svara Prakarana’ deals with the Suddha Svaras. It says
that out of the twenty-two Srutis are the seven Svaras born. The relation between Srutis and
Svaras is not that between Vyakti and Ja#i which would amount to saying that one is the
embodiment of the other; nor even Vivarta such as in the face getting reflected in a mirror, for
in that case the reflection becomes a mere illusion; it may be said that just as milk transforms
into curd, Srutis transform into Svaras; much better would it be to say that the Srutis manifest
(Abhivyakti) the Svaras, even as light manifests a pot in darkness; the last two views are
Matanga’s.

The chapter also discusses the explanation and etymology of the names of the Svaras,
sadja, etc., as given by Matanga; and the etymology and derivation of the word Svara as given
by Kallinatha. It also deals with the Jatis of the Srutis and its varieties.*

3rd chapter

The 3 chapter called ‘Vikrta Svara Prakarana’ deals with the seven Suddha Svaras
in its three fold aspect of Sthanas, twelve Vikrta Svaras, Vadi, Vivadi, Anuvadi and Samvadi

and lastly the Kula, Jati, Varna, Rasa, deities, metres and Rasas of the seven Svaras.*

%9For details, see The Sangita Saramyta of King Tulaja of Tanjore. Edited by S. Subrahmanya
Sastri, Madras: The Music Academy, 1942: 01-09.
“Olbid, 10-13.

“1For details, see Ibid, 14-16.
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4t chapter

The 4" chapter titled ‘Gramamiircchana Tana Prakarana’ describes the different
Gramas, its Mircchanas, and two kinds of Tanas. The chapter also tells that Grama is a group
of Svaras forming the basis of Mircchanas. Three Gramas — sadja and Madhyama: Gandhara
the third which has ceased to be current in the world. sadja Grama is made up of Suddha Svaras
and Madhyama Grama of Vikrta Svaras.*?

5% chapter

The 51 chapter is titled ‘S@dharana Prakarana’ though most of the materials are from
Sarangadeva, differentiation is shown for Jari and Svara Sadharana. This chapter reproduces
from Sangitaratnakara 1, pp. 63-5. Two kinds, Svara Sadharana and Jati Sadharana are
discussed. Four kinds of Svara Sadharana, as pertaining to Kakali, Antara, sadja and
Madhyama are mentioned. Jati Sadharana is also discussed.*®

6" chapter

The 6™ chapter is entitled ‘Varpalankara Prakarana’ in which Varna is defined as
Ganakriya, four kinds of Varnas, Alankaras with illustrations are given. This chapter also
reproduces from Sangitaratnakara |, pp. 65-73. The chapter defines Varna as Ganakriya. Four
kinds of it: Sthat, Arohi, Avarohi and Sancari are described.

The Alankara is also defined. Alankaras of Sthat Varna are seven; of Arohi twelve; of
Avarohi twelve; of Sancari twenty five; and seven more. Total sixty three are mentioned.
Description and illustration of these are given. Use of Alankaras is also mentioned in this

chapter.*

*2For details, see The Sangita Saramyta of King Tulaja of Tanjore. Edited by S. Subrahmanya
Sastri, Madras: The Music Academy, 1942: 17-24.
“1bid, 25-26.

44See for details, 1bid, 27-34.
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7t chapter

The 7" chapter ‘Jati Prakarana’ deals with seven Suddha Jatis and eleven Vikyta Jatis.
Thirteen characteristic elements of Jatis are explained. There is a reproduction from
Sangitaratnakara |, pp. 74-138 in this chapter. Here seven Suddha Jatis; eleven Vikrta Jatis;
total eighteen are described.*

8t chapter

The 8" chapter is ‘Giti Prakarana’ which speaks of Kapala, Kambala Gitis, etc. About
Kapalas and Kambala there is a verbatim reproduction from Sangitaratnakara, 1, pp. 141-
148.%6

9t chapter

The 9" chapter titled ‘Mela Prakarana’ discusses the Mela Prakaranas with definition,
origin and development of Ragas, classification into Raganga, Bhasanga, Kriyanga, etc.
Discussion on the two Gramas leaving out Gandhara Grama and the ten Laksanas of a Raga
are made. He also enumerates twenty one Melas.*’

10t chapter

The 10" chapter entitled ‘Raga Prakarana’ deals with the Ragas. It deals with one
hundred and nine Ragas in all. It is the most important and noteworthy chapter in his work.
The chapter provides the description of Sri Raga; enumeration of its Janyas, Sampiirna, sadava
and Audava. Tulaja — |, says that to show what Prayogas would be appropriate and what not in
each Raga, he would quote illustrations in each Raga from old compositions, Gita, Prabandha,

Thaya and Alapa.

*For further studies refer, The Sangita Saramyta of King Tulaja of Tanjore. Edited by S.
Subrahmanya Sastri, Madras: The Music Academy, 1942: 35-60.
“®lbid, 61-64.

47See for details, 1bid, 65-71.
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Tulaja — 1, defines Caturdandr as the four ‘Dandas’: Gita, Prabandha, Thaya and
Alapa. This chapter is incomplete; further description of Saranga, its Janyas, and the treatment
of Todi Mela and Kalyani Mela with their Janyas are missing.*®

11t chapter

The 11" chapter titled  Vadya Prakarana’ deals with Vadyas in which the newly found
information is the description of SuddhaMela Vina. As usual the Vadyas are classified under
four groups viz., Tata, Susira, Avanaddha and Ghana. More details regarding varieties of Vina,
its technique of play, posture and acts on Vina play etc., are given.*

12t chapter

The 12" chapter titled ‘Prabandha Prakarana’ describes Gitas and its varieties, six
limbs of a composition, Suladi Gitas, Prabandhas, etc. The noteworthy feature of this chapter
is that the works of Pundarika Vitthala and Venakatamakhi are used here as examples. A couple
of Gitas from “Purandaradasa” are also cited and the question of their accord with the Suladi
is discussed. The composition of a scholar and composer Nyasapacarya by name is quoted.
This chapter is incomplete.>

13t chapter

The 13" chapter called ‘ Tala Prakarana’ deals with Tala, Marga and Desi its varieties,
constituent Angas, etc. About one hundred and twenty five Desi Talas are enumerated and
defined. The chapter says that the Tala is the basis of everything. They are of two kinds: Marga
and Desi. It has two kinds again: Nisabda and Sasabda. There are four kinds of each Nisabda

and Sasabda. There are four Margas of Tala: Dhruva, Citra, Vartika and Daksira. Two kinds

“BFor further studies refer, The Sangita Saramyta of King Tulaja of Tanjore. Edited by S.
Subrahmanya Sastri, Madras: The Music Academy, 1942: 72-111.
“lbid, 112-142.

OFor details, see Ibid, 143-159.
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of Tala again: Caturasra and Tryasra called respectively Caccatpura and Cacaputa.
Illustration of some Talas according to this classification is given.

Three kinds of Laya: Druta, Madhya and Vilambita are mentioned. Sama, Srotogata
and Gopuccha Yatis are described. Three Grahas: Sama, Atita and Anagata are given. Desi
Talas, Adi Tala etc. one hundred and twenty five in all are enumerated and defined.

According to V. Raghavan, this whole chapter is a reproduction of the
Sangitaratnakara with the omission of the detailed description of the Marga Talas in the
middle of the chapter and of the Prastara and Nastoddista in the end.>!

14t chapter

The last and 14" chapter is called ‘Prakirnaka Prakarana’ in which four kinds of
voice, Gayaka Guna-Dosas, classification of singers, groups of singers etc. are discussed in
detail. This chapter is a reproduction of Sangitaratnikara.>

Thus, the study of Sangita Saramrta throws light on what was prevalent during 17"
century in the field of music and dance as King Tulaja - I, himself says in his chapters that he
will deal only with what is found in practice. For instance — In the 9" chapter titled ‘Mela
Prakarana’ King Tulaja - 1, says that — “he would deal in his work only with those Melas
which are found in practice and have come to be known by names”.

The Sangita Saramyta is an outstanding treatise on the theory and practice of music
and dance. Its study helps us to connect with the past and construct the history of the
development of music and dance. It holds great significance for the musicians and dancers of

contemporary times.

SIFor details, see The Sangita Saramyta of King Tulaja of Tanjore. Edited by S. Subrahmanya
Sastri, Madras: The Music Academy, 1942: 160-171.

*2|pid, 172-187.
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Chapter 111

A comparative study of the Nrttaprakarana

This is the thrust chapter of my thesis. This chapter discusses nearly thirteen groups of
Adavus or the basic dance units as mentioned in a valuable section apportioned to the practice of
the dance called ‘Srama vidhi’ in a dance chapter called ‘Nrttaprakarana’ of Sangita Saramrta.
This chapter illustrates a comparative study of these Adavu groups of Sargita Saramyta which
was in vogue during King Tulaja - I’s time with that of the present practicing tradition. This chapter
also discusses the Bhramaris and Dasavidha mandalas as described in ‘Nrttaprakarana’. There
is also a comparative study along with the photographs of these Bhramaris and Dasavidha
mandalas with the present practice.

Under the heading “Srama vidhi” (practice) King Tulaja - I, has given a detailed
description of the various Adavu groups as practiced during his time. The practice of the Adavus
as described here is more or less similar to the oral tradition of the Sadir (Bharatanatyam) dance.
This valuable section also gives “the Samskrtam names with their Tamil and Telugu equivalents,
notably of the varieties of foot-beats™?, called Padakuttana in Samskrtam and called Adavu in the
practicing tradition of the art form.

King Tulaja — I, uses Samskrtam Sloka: to define the ‘Adavus’ and give their Samskrtam
names with their Tamil and Telugu equivalents. This is may be to make his work approachable to

as many people as possible. Post Vijayanagar Fall, many Telugu artists migrated from Telugu

v. Raghavan, Introduction. The Sasigita Saramrta of King Tulaja of Tanjore. Edited by S.

Subrahmanya Sastri, Madras: The Music Academy, 1942: XXIII.
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speaking country to Tamil speaking country during Nayak rule and settled in and around Thanjaviir
and also south to Thanjaviir. They were given grants and continued to pursue their art forms in and
around Thanjavir. Telugu also became as much native and spoken language of the people as
Tamil. Thus, may be to connect to the local people King Tulaja — I, used the local terms in their
own language for example words like Bhramarilu (Telugu) and Tazfimezra (Tamil) etc. | feel that
King Tulaja — I, wanted to connect to the local people but at the same time he wanted his writing
to be approachable or to be understood by as many people as possible. Thus, he gave the definition
of the ‘Adavus’ in Samskrtam. In order to reach out to the peoples beyond language barrier, King
Tulaja — I, gave the definitions of ‘Adavus’ in Samskrtam.

In Bharat, the common language followed in the dance texts remained Samskrtam right
from the Bharata till modern times. Medieval and Post-medieval texts on dance discussed regional
dance styles, local traditions and used local terminology but were written in Samskrtam for
posterity. All lakspza grantha: on dance are in Samskrtam. Here, I would like to quote Mandakranta
Bose, she says -

“In keeping with this widening of cultural domains, many texts on music and
dance appeared at this time (from about the 10" or the 11" century until about
the 15™ century), but it is impossible to tell whether any appeared in regional
languages, and if so, how many, for despite the acceptance of regional cultural
forms, regional languages were still not accepted as vehicles for works designed

for posterity, for which Samskrtam remained the only language.””

2Bose, Mandakranta. Speaking of Dance: The Indian Critique. New Delhi: D.K.Printworld (P)

Ltd., 2001: 03.
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The following is the description of the various Adavu groups mentioned in the treatise
Sangita Saramrta along with its corresponding Adavu group practiced in the oral tradition. | have
also given the details for the proper execution of the Adavus as practiced today along with the
photographs and Tala notation for the better understanding. | have used the mirror image for the
photographs. The pattern followed in this chapter is that — first the Tala notation with the graphic
representation and Sollukazzus (rhythmic syllables) of the adavus are given followed by a detailed
theoretical description and then the photographs. | have given the Siro Bhedah (head-gestures),
Drsti Bhedah (glances), Hasta Mudrah (hand gestures) and Mandala Bhedah (standing postures)
according to Abhinaya Darpana of Acharya Nandike$vara for every Adavu as used in the present
practicing tradition of Bharatanatyam. | have also given the Sthanaka Bhedah (Simple Standing
Postures) wherever required according to Abhinaya Darpana of Acharya Nandike$vara and also
Pada Bhedah (feet movements) wherever required according to Nagyasastra as used in the present
practicing tradition of Bharatanatyam. Thus, | have followed Abhinaya Darpapa of Acharya
Nandikes$vara and only for the description of Pada Bhedah (feet movements) wherever required |
followed Nagyasastra. We need to remember here that all the fundamental Adavus are executed in
the three speeds i.e. Vilambita or Chouka (slow), Madhya (medium) and Druta (fast) and then

back to second speed i.e. Madhya (medium) and the first speed Vilambita (slow).
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1. Samakugrana — Tagradavu

AGHISATHTETH T TTEF: |

ITETIT Fge AT Faq qgeaTgdd || Fad THLEAH |

AeFaTeTHa qearadd I: |

SITELOH — A= T |
Suddhamandalamasthaya theyyatheyyeti patakai: |
padabhyam kuttanam bhimau bhavet tattadavahrayam 11 bhavettat samakuttanam |
vilambadiprabhedena tadevavartate puna: |

udaharanam - theyyathai iti |
Meaning —
Adopt Suddha Mandala® position and then when the feet are tapped on the ground to the
accompaniment of the rhythmic mnemonics “theyyathai”, it is called Taffadavu. Otherwise it is
called Samakugrana. The Adavu is repeated by considering the speeds like Vilamba (slow) etc.

For Instance — theyyathai

3In the same chapter, King Tulaja — I, has described Suddha Mandala as while keeping the feet on
the sides maintain a space of Vitasti (measurement of about 9 inches) between the front
parts of the feet. It is known as Suddha Mandala where in both the hands are placed on

the Kati (waist) in one line, looking straight, according to the scholars.
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Samakugrana — Tagradavu — In the present practice it is called Tagfadavu. The word Tagu
means to strike. This Adavu has basic stance (4ra or Ardha Mandi) and in this strike the floor
flatly with the whole sole in various rhythms.

Aramandi - In Aramandi the body should be erect with the feet apart and the legs bent at
the knees at an angle of about 120 degrees. The knees should be on the sides and should not come
in front. Knees have to be in line with the rest of the body. The feet rest on the floor again with an
angle of about 120 degrees between them. The distance between the heels is about four fingers.
This Aramandi with the specific position of the body, legs, and feet as described above can be
referred to as the basic stance of Bharatanatyam. It occurs mostly in all the Adavus and movements.

In this Adavu adopt the basic stance with arms on the waist and keeping the head in Sama
(level) and eyes looking in front i.e. Sama Drsti (glance at the level of your eyes), raise the right
foot and then strike it hard on the floor. Repeat the same with the other foot. Thus, the feet are
made to strike or beat on the floor with the flat sole alternately, starting with the right foot first.
This is to be repeated in all the three speeds as mentioned above. The So//iz or syllables used is
“Tai Yya Tai Yy1.”* We must remember in this Adavu that every time the foot is raised, should be
taken high up so that the heel hits the seat. While one foot is raised, body should remain in the

starting posture. Thus, the dancer should not shift the body weight to the either sides.

“For this Adavu ‘Taiya Tai’ syllables are used by Jayalakshmi Eshwar in her book titled
Bharatnatiyam How to..., page no. 59-68; and ‘Tai ya tai’ syllables are mentioned by
Rathna Kumar in her work titled Adavus, Basic Dance units of Bharatanatyam — a unique

Dance notation, page no. 10.
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In some schools, with the basic stance, arms are extended horizontally with the forearms
and hands being slightly curved towards the front. The Hasta Mudra adopted by the hands is
Pataka gesture and this position is called as Naryarambha.

Scholars like V. S. Radhika in her unpublished thesis have said that the Tafradavu
conforms to the textual interpretation of Samakugrana but in my opinion it partially conforms as
it is performed in Ara or Ardha Mandi instead of the Suddha Mandala.

There are eight variations in this Adavu. Some schools have only six variations. The
following are the details and photographs of the different varieties of the Tagfadavu for proper
execution:

1%t Tagradavu

Tala — Adi (Caturasra Jati Tripura Tala)

Sollii — TaT o T (Tai Yya Tai Yyi)

Angas—-100

Starting Position

Aramandi
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This starting position is same for all the eight variations of Tagradavu.

Tala Notation for 1%t Tagradavu: —

Symbol: - Laghu =1

Symbol: - Dhrutam =0

+ 2 2 + 2=8

15t Tagradavu — Strike the foot once.
Raise the right foot and strike it at “Tai Yya”, then raise the left foot and strike it at “Tai

Yy1”. Keep repeating this, once with the right foot then with the left.
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Photograph: -

Siro Bheda: Sama; Drsti Bheda: Sama; Mandala Bheda: Ayata

These details are same for all the eight variations of Tagradavu.

2"d Tagradavu
Tala — Adi (Caturasra Jati Tripura Tala)

Sollii —F TaT o AT (Tai Yya Tai Yyi)

Angas—-100
Tala Notation for 2" Tagradavu: —
Symbol: - Laghu =1
2 + 2 2 + 2 2 + 2 2 + 2=16




Symbol: - Dhrutam =0 Symbol: - Dhrutam =0

2 + 2 2 + 2=8 |2 + 2 2 + 2=8

2nd Tagradavu — Strike the same foot twice.

Raise the right foot and strike it twice. Next raise the left foot and strike it twice.

3" Tagradavu
Tala — Adi (Caturasra Jati Tripuza Tala)

Sollii —f TIT & AT o (Tai Yya Tai Yya Tai)
In third speed i.e. Druta (fast) speed - &f of AT (Tai Tai Tam)

Angas—-100
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Tala Notation for 37 Tagradavu: —

Symbol: - Laghu =1

Symbol: - Dhrutam =0 Symbol: - Dhrutam =0
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The same Adavu is practised by some schools in Rupaka Tala (Caturasra Jati Rupaka
Tala) as follows:

Angas—-01

Symbol: - Dhrutam =0

3rd Tagradavu — Strike the same foot thrice.
In this Adavu the Sollii is “Tai Yya Tai Yya Tai”. Strike the right foot at the same place
three times in succession. Repeat the same with the left foot. In the third speed i.e. Druta (fast)

speed the Sollii becomes “Tai Tai Tam” but the execution of the foot remains the same.
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4™ Tagradavu

Tala — Adi (Caturasra Jati Tripuza Tala)

Sollii — TAT o TATA TATA (Tai Yya Tai Yya Tai Yya Tai)

In third speed i.e. Druta (fast) speed:-

For the right foot — & &7 #I' (Ta Ka Ddhi Mi)

For the left foot - & 3T 5] (Ta Ka Jha Nu)

Angas—-100
Tala Notation for 4" Tagradavu: —
Symbol: - Laghu =1
2 + 2 2 + 2 2 + 2 2 + 2=16
d, L2} d, L2} d, 3T d, ,
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Symbol: - Dhrutam =0 Symbol: - Dhrutam =0

2 + 2 2 + 2=8 2 + 2 2 + 2=8

4t Tagradavu — Strike each foot four times.

For this Adavu the Sollii is “Tai Yya Tai Yya Tai Yya Tai”. Strike the right foot at the same
place four times in succession. Repeat the same with the left foot. As in the third Tasfadavu here
also the Solliz changes in the Druta (fast) speed. Thus, in the third speed i.e. Druta (fast) speed the
Sollii becomes “Ta Ka Ddhi M1” for the right foot and “Ta Ka Jha N@” for the left foot. The

execution of the foot remains the same i.e. striking four times on each foot.

5% Tagradavu

Tala — Adi (Caturasra Jati Tripuga Tala)

Sollii — 4 TAT o TAT o o o (Tai Yya Tai Yya Tai Tai Tam)

Angas—-100
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Tala Notation for 5" Tagradavu: —

Symbol: - Laghu =1

Symbol: - Dhrutam =0 Symbol: - Dhrutam =0
2 + 2 2 + 2=8 2 + 2 2 + 2=8
é‘, w-r ﬁ-, w-r é‘) a’) aT J

5% Tagradavu — Strike each foot five times.

The Sollii used here is “Tai Yya Tai Yya Tai Tai Tam”. Strike the right foot at the same
place five times in succession but the time taken by the syllables “Tai Tai Tam” should be the
same as that taken by the syllables “Tai Yya Tai Yya”. In other words “Tai Yya Tai Yya” and “Tai

2

Tai Tam” both set of syllables is to be rendered in four beats of time. This means for “Tai Tai
Tam” the speed is increased. Repeat this with the left foot.
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6" Targradavu
Tala — Adi (Caturasra Jati Tripuza Tala)

Sollii — 7 o ATt o AT (Tai Tai Tam Tai Tai Tam)

Angas—-100
Tala Notation for 6! Tagradavu: —
Symbol: - Laghu =1
2 + 2 2 + 2 2 + 2 2 + 2=16
d, ; d, ; dar ; ; ;

Symbol: - Dhrutam =0

2 2 + 2=8

Repeat by starting with the left foot.



6™ Tarradavu — Strike each foot six times.

In this Adavu strike each foot six times and give a gap after every three strike. Solli for this
Adavu is “Tai Tai Tam, Tai Tai Tam”. Raise the right foot and strike it at each of the syllables “Tai
Tai Tam”, then give a gap and again raise and strike the right foot at each of the syllables “Tai Tai

Tam” and now again give a gap. Repeat the same with the left foot.

7% Tagradavu
Tala — Adi (Caturasra Jati Tripura Tala)

Solli — & T dd o o dT (Tai Tai Ta Tat Tai Tai Tam)
Right foot: - Right foot - & o & (Tai Tai Ta)
Left foot — I (Tat)
Right foot - o o &T (Tai Tai Tam)
Left foot: - Left foot - f o o (Tai Tai Ta)
Right foot — dd (Tat)

Left foot - & o T (Tai Tai Tam)

Angas—-100
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Tala Notation for 7" Tagradavu: —

Symbol: - Laghu =1

Symbol: - Dhrutam =0

Repeat by starting with the left foot.
7" Tagradavu — Strike the foot total seven times i.e. first right foot three times, then the left foot
one time and then again right foot three times.

Till now from 15t to 6" Tagradavu right and left foot is practiced separately but in this 7t

Tartadavu, the introduction of left foot is made. In other words there is a change in this step i.e.



three times hit the right foot, once the left foot and again three times the right foot. The details are
mentioned below:

The Solliz used in this Adavu is “Tai Tai Ta Tat Tai Tai Tam”. Raise the right foot and
strike it at each of the syllables “Tai Tai Ta”, then raise the left foot and strike it at “Tat”, and then

b= 2

again strike the right foot at each of the syllables “Tai Tai Tam”, then give a gap. Repeat the same

starting with the left foot and using the right foot only to strike at “Tat”.

8" Tagradavu

Tala — Rupakam (Caturasra Jati Rupaka Tala)

Solli — &Y & & fg & (Tai Tai Tai Tai Di Ddhi Tai)

Angas—-01
Tala Notation for 8" Tagradavu: —

Symbol: - Dhrutam =0
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Symbol: - Laghu =1

Repeat by starting with the left foot.
8t Tagradavu — Strike both foots alternatively seven times.

In this Adavu Strike both foots alternatively seven times and then gives a gap. Solliz used
for this Adavu is “Tai Tai Tai Tai Di Ddhi Tai”.

In this 8" Tagradavu the beats are alternatively distributed to right and left legs. The speed
for the last three syllables should be the same as the last three syllables of the 5™ Tagradavu. In
other words starting with the right foot, strike both foots alternatively seven times. The first four
syllables or Sollukaztu - “Tai Tai Tai Tai” are in Vilamba (Slow speed) and the last three Sollukazzu
- “Di Ddhi Tai” should be rendered in Madhya (medium) speed. Repeat the same starting with the

left foot first.
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Conclusion —

Hence, the way of execution of the Tagradavu partially conforms to the textual
interpretation of Samakugrana as it is performed in 4ra or Ardha Mandi instead of the Suddha
Mandala® as described by King Tulaja — I. The Sollukazzu varies as King Tulaja - I, has mentioned
the Solliz for Samakugrana to be “theyyathai” and at present the Sol/liz used for Tagradavu is “Tai
Yya Tai Yy1”. In fact for all the eight varieties of Tagradavu, there is a different Solliz in usage.

While discussing with the senior scholars and teachers who are well-versed, | found that Tamil

language does not have ¥ (Tha) & (Dha) alphabets. Thus, this change in So//ii is may be because

in Tamil language the alphabets 2T (Tha) € (Dha) are not there. Thus, the alphabets on which we

put stress are not found in the Tamil language. This may be the reason for the change in the
pronunciation of the Solli.

In Sangita Saramrta “theyyathai” Sollii is used may be for the better understanding of the
stress and pauses to be made while executing a step. Thus, making a learner or a performer

understand the stress and execute that stress by hitting or striking hard with full energy.

SFor the definition of Suddha Mandala as described by King Tulaja — I, see page no. 253-254 of

this chapter.
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2. Khanatpadakuttana — Kuttadavu

Rramr arfoeee qeraTed areay |

H TATHRTed [ ST @ACATSRed ||

(F=9)
nikhaya parsnimekaikam prthakpadena tadanam |
sa patakakaranvitam syat khanatpadakuttanam 11

(kuttadavu)
Meaning —
Striking hard the heels one by one, then hitting with feet separately while maintaining the
Pataka Mudrah (gesture) is called Khanatpadakutrana.

(Kuttadavu)

Khanatpadakuttana — Kuttadavu — King Tulaja — 1, used the term Kuttadavu but the
description seems to be matching with the part of the next category of Adavu mentioned in the
treatise called Nagritagradavu. In the present practicing tradition, we have an Adavu by the same
name i.e. Kuttadavu and it is also called by its syllables ‘Ta Ttai Ta Ha’. Kuttu is performed in
the Aramandi posture by both the feet simultaneously in all the variations of this group of Adavu.
When the ground is stamped by the toes while the heel is raised is ‘Kutta’.

The feet are made to strike the ground alternately with its flat sole and then there is a slight
jump on the toes. While jumping, the weight of the body is balanced on the toes of both the feet
and then the right foot is made to strike the ground with its flat sole while the left foot is still in the

same position, i.e., balanced on the toes. Repeat this starting with the left foot. As per the practicing
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tradition, the Sollukaszu or syllables used for this Adavu are ‘Ta Ttai Ta Ha Dhi Ttai Ta Ha’.® The
Sollukazzu remains the same for each variety of the Adavu. Tripataka hands are used for this Adavu.
The following are the different varieties of the Kuttadavu or Ta Ttai Ta Ha along with the
photographs:

15t Kuttadavu or Ta Ttai Ta Ha

Tala — Adi (Caturasra Jati Tripuza Tala)

Sollii —d o dT § & ¥ T & (Ta Ttai Ta Ha Dhi Ttai Ta Ha)

Angas—-100

Starting Position

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Tripataka; Mandala Bheda: Ayata
This starting position is same for three variations of Kutt@davu or Ta Ttai Ta Ha. The

starting position for the fourth variation of Kutzadavu or Ta Ttai Ta Ha is mentioned later.

®For different syllables used, see Eshwar, Jayalakshmi. Bharatnativam How to... Delhi: B. R.
Publishing Corporation (A Division of BRPC (India) Ltd.), 2002: 179-206; and Kumar,
Rathna. Adavus, Basic Dance units of Bharatanatyam — a unique Dance notation. Page no.
24-26; and Khokar, Mohan. Dancing Bharatanatyam: a manual on Adavus the basic

‘Dance-Units’ of the art. Bombay: Bharatiya Vidya Bhavan, 1975: 42-45.
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Tala Notation for 1%t Kuttadavu or Ta Ttai Ta Ha: —

Symbol: - Laghu =1

2 + 2 2 + 2 2 + 2 2 + 2 =16
q, : o : ar : g :
Symbol: - Dhrutam =0 Symbol: - Dhrutam =0
2 + 2 2 + 2 =8 2 + 2 2 + 2 =8
fer, ; o ; ar ; 8 ;

I 3383

Symbol: - Laghu =1
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Symbol: - Dhrutam =0 Symbol: - Dhrutam =0

2 IR

Symbol: - Laghu =1

d, ; o ; ar ; g, ;

i33d
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Symbol: - Dhrutam =0 Symbol: - Dhrutam =0

2 + 2 2 + 2=8 2 + 2 2 + 2 =8

Repeat by starting with the left side.
1t Kuttadavu or Ta Ttai Ta Ha — Stand in Aramandi position with both the hands in Tripataka,
erect and facing each other in front of the chest. At ‘Ta’ stamp the right foot at the same place and
at the same time extend the right arm to the right side with the palm of the hand facing up (Utzana)
while the left arm is placed near the chest with its palm facing the floor (Adhomukha). The head is
turned to the right to look at the right hand. For ‘Ttai’, the reverse of ‘Ta’ is done. At ‘Ta’ jump
slightly on both feet with the heels raised and at the same time make the head straight and tilt it
little down and look at the right hand positioned in front of the chest. With this give a slight jerk
in the right hand. At ‘Ha’ stamp the right foot, turn the right hand to make the palm face up and
the left hand to make the palm facing the floor, this should be done simultaneously for both the
hands. Straighten the head and look straight in front. Now repeat the entire movement by starting
with the left foot with the syllables ‘Dhi Ttai Ta Ha’.

Now at ‘Ta’ stamp the right foot, take the right arm across the chest horizontally towards

the left corner with the right hand fully stretched straight with the arm and the left hand retaining
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its position in front of the chest. Here also both the hands are in Tripataka. At ‘Ttai’ stamp the left
foot at the same place and at the same time bring the right hand with palm facing the floor in front
of the chest and stretch the left arm with palm facing up to the left side and turn the head to look
at the left hand, as in the case of ‘Ttai’ in the above paragraph. For ‘Ta’ and ‘Ha’ repeat as for ‘Ta’
and ‘Ha’ in the above paragraph and as shown in the photographs. Now repeat the entire movement
by starting with the left foot along with the syllables ‘Dhi Ttai Ta Ha’.

Now at ‘Ta’ take a slight jump on both feet with the heels raised and brings both the hands
in front of the chest in Tripataka with the palm of both the hands facing up. Keep the body and
head straight and look straight in front. At ‘Ttai’ strike the right foot on the ground with its flat
sole and stretch the right hand completely towards the right side placed parallel to the leg and bend
the body towards right side. The palm of the right hands should be in Tripataka erect making
ninety degree at the wrist. Turn the head to the right to look at the right hand. For ‘Ta’ repeat as
for ‘“Ta’ of this paragraph and ‘Ha’ will be the opposite of ‘Ttai’ of this paragraph.

Now at ‘Dhi’ take a slight jump on both feet with the heels raised as in the case of ‘Ta’ of
the above paragraph but here the right hand is stretched vertically towards the front upper right
corner with the palm of the hand erect in Tripataka making a ninety degree at the wrist and turned
away from oneself, i.e., facing outwards (Paranmukha). The left hand is in front of the chest with
the palm in Tripataka, erect and in line with the right hand. The palm of the left hand also turned
away from oneself. Turn the head towards right side upper corner to look at the right hand. At
“Ttai’ stamp the right foot with the flat sole on the ground and also turn the palm of the right hand

inwards, i.e., facing towards one self (Unmukha) and turn the palm of the left hand to face up.
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Straighten the head and look straight in front. For ‘Ta’ do the opposite of ‘Dhi’ of this paragraph
and for ‘Ha’ do the opposite of ‘Ttai’ of this paragraph.

Now repeat the whole sequence described in four paragraphs above starting with the left
foot.

Photographs for 1%t Kutt@davu or Ta Ttai Ta Ha: —

=

Siro Bheda: Paravrtta; Drsti Bheda: Sama; Both Hasta Mudrah: Tripataka,
Mandala Bheda: Ayata

Siro Bheda: Adnomukha; Dysti Bheda: Avalokita; Both Hasta Mudrah: Tripataka,
Mandala Bheda: Ayata
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Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Tripataka,
Mandala Bheda: Ayata

Siro Bheda: Parivahita; Drsti Bheda: Sacr; Both Hasta Mudrah: Tripataka,
Mandala Bheda: Ayata

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Tripataka,

Mandala Bheda: Ayata
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Siro Bheda: Paravrtta and Adhomukha; Dysti Bheda: Avalokita,;
Both Hasta Mudrah: Tripataka; Mandala Bheda: Ayata

Siro Bheda: Utksipta; Dysti Bheda: Sama; Both Hasta Mudrah: Tripataka;
Mandala Bheda: Ayata

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Tripataka; Mandala Bheda: Ayata
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2" Kuttadavu or Ta Ttai Ta Ha
Tala — Adi (Caturasra Jati Tripuza Tala)

Sollii —d o aT § & ¥ T & (Ta Ttai Ta Ha Dhi Ttai Ta Ha)

Angas—-100

Tala Notation for 2" Kutta@davu or Ta Ttai Ta Ha: —

Symbol: - Laghu =1

2+ 2 2 + 2 2 + 2 2 + 2 =16

d, ; o ; ar : 8 :
Symbol: - Dhrutam =0 Symbol: - Dhrutam =0

2 + 2 2 + 2 =38 2 + 2 2 + 2 =38
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2+ 2 2+ 2 2+ 2 2 + 2 =16

d, , o , ar ; 3 ;
Symbol: - Dhrutam =0 Symbol: - Dhrutam =0

2 + 2 2 + 2 =8 2+ 2 2 + 2 =8

o, ; o ; ar ; g,

,m
;
4
;

53
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Symbol: - Dhrutam =0 Symbol: - Dhrutam =0

Symbol: - Laghu =1

2 + 2 2 + 2 2 + 2 2 + 2 =16

d, ; oo ; dr ; g, ;
Symbol: - Dhrutam =0 Symbol: - Dhrutam =0

2 + 2 2 + 2 =8 2 + 2 2 + 2 =8

@-’ 1 Cﬁ- ) aT ) g’ H

PR EX]

Repeat by starting with the left side.
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2nd Kuttadavu or Ta Ttai Ta Ha — In this Adavu ‘Ta Ttai’ will always have two Tripatika
hands at the chest facing each other. At “Ta’ hit the right foot and at “Ttai’ strike the left foot. On
both these syllables ‘Ta’ and ‘Ttai’ always quickly look first at the Tripataka hand and then in
front. “Ta Ha Dhi Ttai’ is the same as in the 1% paragraph of 15t Kut¢tadavu or Ta Ttai Ta Ha for
‘Ta Ttai Ta Ha’. For ‘Ta Ha’ repeat the movement of ‘Dhi Ttai’ of this paragraph. Repeat this
movement on the left side starting with the left foot first.

Now ‘Ta Ttai’ will again be the same i.e. with two Tripataka hands at the chest facing each
other and right foot hitting the ground at ‘Ta’ and left foot stamping the ground at ‘Ttai’. Again on
both the syllables ‘Ta’ and ‘Ttai’ quickly look first at the Tripataka hand and then in front. ‘Ta Ha
Dhi Ttai’ is the same as in the 2" paragraph of 15t Kutz@davu or Ta Ttai Ta Ha for ‘Ta Ttai Ta
Ha’. For ‘Ta Ha’ repeat the movement of ‘Dhi Ttai’ of this paragraph. Now repeat this movement
starting with the left foot first.

Repeat the whole movement as described in both the paragraphs above starting first with
the left foot.

Photograph for 2" Kuttadavu or Ta Ttai Ta Ha: —

g

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Tripataka; Mandala Bheda: Ayata

The other photographs of this variation are same as for the 15t Kutzadavu or Ta Ttai Ta Ha.
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3rd Kuttadavu or Ta Ttai Ta Ha
Tala — Adi (Caturasra Jati Tripuza Tala)
Sollii —d ot a1 § & ¥ @ & (Ta Ttai Ta Ha Dhi Ttai Ta Ha)
Angas—-100

Tala Notation for 379 Kuttadavu or Ta Ttai Ta Ha: —

Symbol: - Laghu =1

Symbol: - Dhrutam =0

2 + 2 2 + 2 =8
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Symbol: - Laghu =1

Symbol: - Dhrutam =0

2 + 2 2 + 2 =8 2 + 2 2 + 2 =8

Repeat by starting with the left side.

3rd Kuttadavu or Ta Ttai Ta Ha — Stand in Aramandi with both the hands erect in Tripatdka
facing each other in front of the chest. At ‘Ta’ strike the right foot on the same place and at the
same time bend the body towards right side placing the right hand near the side of the right knee
with the palm of the right hand facing outwards (Paranmukha). The left hand will remain at the

same place of the beginning position, i.e. erect in Tripataka in front of the chest. Turn the head

74



towards the right side to look at the right hand. Now staying at the same position as described
above, at ‘Ttai’ strike the left foot. At ‘Ta’ jump slightly on both feet with the heels raised and at
the same time bend the body on the left side taking a quick and big vertical sweep with the right
hand placing it above the head in Tripataka with palm still facing outwards. Turn the head up to
look at the right hand which is placed above the head. At ‘Ha’ strike the right foot on the same
place with the flat sole and at the same time bring the right hand down again at the same position
as described at ‘Ta’ above, that is near the side of the right knee with the palm facing outwards in
Tripataka Mudrah (gesture). Lower the heel of the left foot. Bend the body towards right side and
turn the head towards the right side to look at the right hand. Throughout the whole sequence of
‘Ta Ttai Ta Ha’ as described above, the left hand remains at the same position as in the beginning
of the Adavu i.e. erect in Tripataka in front of the chest. Now repeat the whole movement starting
with the left foot with the syllables ‘Dhi Ttai Ta Ha’.

Now at ‘Ta’ strike the right foot at the same place, stretch the right hand vertically towards
the front upper right corner with the palm of the right hand facing inwards. At the same time bend
the body towards right side and turn the head towards right side to look at the right hand. The left
hand in Tripataka is in front of the chest with the palm of the left hand facing upwards. Now
staying at the same position as described above strike the left foot at ‘Ttai’. At ‘Ta’ jump slightly
on both feet with the heels raised and at the same time bring the body at its normal position i.e.
straight. Turn the palm of the right hand outwards and the palm of the left hand towards the floor
with a slight jerk on the right shoulder. Keep the head in the same position as ‘Ttai’ i.e. turned
towards the right side to look at the right hand. At ‘Ha’ strike the right foot with flat sole and turn

the right palm again inwards and left palm again facing upwards. Keep the head straight to look
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straight in front. Repeat the whole movement starting with the left foot along with the syllables
or Sollukagzu ‘Dhi Ttai Ta Ha’.

Now repeat the entire sequence of movements as described in the two paragraphs above
starting with the left foot first.

Photographs for 39 Kutzadavu or Ta Ttai Ta Ha: —

Siro Bheda: Paravytta and Adhomukha; Drsti Bheda: Avalokita,;
Both Hasta Mudrah: Tripataka; Mandala Bheda: Ayata

Siro Bheda: Parivahita; Drsti Bheda: Sact, Both Hasta Mudrah: Tripataka;
Mandala Bheda: Ayata
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Siro Bheda: Utksipta; Dysti Bheda: Sama; Both Hasta Mudrah: Tripataka;
Mandala Bheda: Ayata

%

Siro Bheda: Utksipta; Drsti Bheda: Sama; Both Hasta Mudrah: Tripataka,
Mandala Bheda: Ayata

Siro Bheda: Sama; Dysti Bheda: Sama; Both Hasta Mudrah: Tripatika,

Mandala Bheda: Ayata
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4™ Kuttadavu or Ta Ttai Ta Ha

Tala — Adi (Caturasra Jati Tripuza Tala)

Sollii —d o a1 § & ¥ T & (Ta Ttai Ta Ha Dhi Ttai Ta Ha)

Angas—-100

Starting Position

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Tripataka,
Mandala Bheda: Ayata

Tala Notation for 4™ Kuttadavu or Ta Ttai Ta Ha: —

Symbol: - Laghu =1
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Symbol: - Dhrutam =0 Symbol: - Dhrutam =0

Repeat by starting with the other side.

4™ Kuttadavu or Ta Ttai Ta Ha — Stand in Aramandi with both the hands in Tripataka facing
upwards, in front of the chest. In the same position, slide to the left diagonal on the Sollii ‘Ta’. At
‘“Ttai’ strike the left foot back, to come to the original starting position and at the same time give a
slight jerk on the left shoulder. At ‘Ta’ strike the right foot back i.e. near the left foot. Thus, both
foots back in the starting position. At the same time extend the right arm in Naryarambha to the
right side with the palm of the hand facing the floor (Adhomukha) in Tripataka. The head is turned
to the right to look at the right hand. Left hand remains at the same position as in ‘Ttai’ i.e. in front
of the chest in Tripataka with palm facing upwards. At ‘Ha’ strike the left foot at the same place
and at the same time extend the left arm in Naryarambha position to the left side with the palm of
the hand facing the floor in Tripataka. Turn the head to the left side to look at the left hand.

Now at ‘Dhi’ take a slight jump on both feet with the heels raised and brings the right hand
back to the starting position i.e. in front of the chest in Tripataka but with the palm facing the floor.
The left hand remains at the same place as in ‘Ha’ of the above paragraph but the palm of the left
hand is turned away from oneself. Lower the head little and look at the right hand positioned in
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front of the chest. At “Ttai’ strike the right foot at the same place with flat sole and at the same
time turn the palm of the right hand upwards and the palm of the left hand facing the floor.
Straighten the head and look straight in front. At ‘Ta’ repeat the movement as in ‘Dhi’ of this
paragraph and for ‘Ha’ repeat the movement as in ‘Ttai’ of this paragraph.

Now repeat the entire movements as described in the two paragraphs above starting with
the other side.

Photograph for 4" Kutt@davu or Ta Ttai Ta Ha: —

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Tripataka; Mandala Bheda: Ayata

Siro Bheda: Paravrtta; Drsti Bheda: Sama; Arms in Natyarambha;
Both Hasta Mudrah: Tripataka; Mandala Bheda: Ayata

The other photographs of this variation are same as for the 1%t Kutzadavu or Ta Ttai Ta Ha.
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Conclusion —

The Sollii for this Adavu has not been mentioned by Tulaja — I, in the treatise. The
description of Khanatpadakuttana as given in the treatise also does not coincide with the
Kuttadavu or Ta Ttai Ta Ha of the practising tradition. The description of this Adavu given by
Tulaja — 1, seems to be part of the next category of Adavu mentioned in the treatise called
Nagtitagradavu. Thus, the way Kuttagavu or Ta Ttai Ta Ha is practised and Sollii used today is

completely different from what Tulaja — I, has described in Sarngita Saramrta.
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3. Parsvakuttana; Pasrcatkuttana — Nattitagradavu

fAfere arftoraraTst Sraarssafeaad |
qree qiE T T ATigagearadd |

qrsdgeTa AT ||

SETELIH — Foqa=AT |

o T TCTZATGE e, |

Fg AETqA: TEATHEAH L AH || T (?) AT{gageq ||

qd: AT THAT TEFeTHad: |

TATA AL HE T FLATITLHIAT: ||
niksipya parsnipadabhyam tripatakakaranvitam |
tadanam bhuvi yattat syat nattitattadavahayam 11
parsvakuttanasamjnakam |1
udaharanam - thai tathaiyya |
kriyate yadi tatpasrcadudha......................... |
kuttanam laksyatattvajfiai: pasrcatkuttanamiritam 11 poragha (?) nattitattadavu 11
purata: parsvata: pasrcat padakuttanabhedata: |

tatravantaraBhedassyu: karavyaparasamyuta: 1
Meaning —
Keeping the hands in Tripataka Mudra (gesture) throwing the heels and the legs while
beating on the gound should be known as Nattitatzradavu. It is also known as Parsvakuttana.

(Natritartadavu)
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For instance — thai tathaiyya

When the same process is done from the back................

The scholars call such Kugrana as Pasrcatkuttana.

It also can be called as Poragha (?) Nattitagradavu.

Tapping in front, on sides and back along with the hand movements may give rise to several

kinds.

Parsvakuttana; Pasrcatkugtana — Nagtitagtadavu - In the practicing tradition this Adavu is
known as Nagradavu. The term Nagru means to stretch. In this set of Adavus the use of the heels is
made for the first time i.e. Aficita feet variations are introduced. For this Adavu adopt the basic
stance — Aramandi with arms in Nagyarambha (both arms stretched on the sides in the shoulder
level with a little inward curve from the elbow) position but the Hasta Mudra (hand gesture)
adopted by the hands should be Tripataka. Maintaining the Aramandi stretch the right leg with
Aficita foot either sideways or forward to place on the ground with its heel and then bring it back
to its original position by stamping the ground with its flat sole. The same movement is to be
repeated with the left foot.

The different ways of leg extensions either towards front, or sideways or backwards will
result in many variations of Nagfadavu. There are eight variations generally practised under this
category. The rhythmic syllables employed in the practising tradition are the same for each variety
of the Adavu. They are ‘Tai Yuma Tat Tat Tai Yuma Ta Ha’. The following are the variations in

this group of Adavus:
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1%t Nagradavu
Tala — Adi (Caturasra Jati Tripuza Tala)

Sollii — IH dd dd d g T &l (Tai Yuma Tat Tat Tai Yuma Ta Ha) !

Angas—-100

Starting Position

Siro Bheda: Sama; Drsti Bheda: Sama; Arms in Naryarambha;
Both Hasta Mudrah: Tripataka; Mandala Bheda: Ayata

This starting position is same for four variations of Nazradavu. The starting position for the other

four variations of Nagradavu is mentioned later.

"For this Adavu, ‘Taiyum Tat tat Taiyum Tam’ syllables are used by Jayalakshmi Eshwar in her
book titled Bharatnatiyam How to..., page no. 71-102; ‘Tai yum tat tha tai yum ta ha’
syllables are mentioned by Padma Subrahmanyam in her article titled “Dance Notation of
Adavus” published in a book titled Bharatanatyam by Sunil Kothari, page no. 50-54;
‘Taiyum tatta taiyum ta’ syllables are mentioned in a book titled Dancing Bharatanatyam,
a Manual on Adavus the basic ‘Dance-Units’ of the Art by Mohan Khokar, page no. 20-
25; and ‘Tai yum ta ta tai yum ta ha’ syllables are used by Rathna Kumar in her work titled

Adavus, Basic Dance units of Bharatanatyam — a unique Dance notation, page no. 12-14.
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Tala Notation for 1%t Nagradavu: —
Symbol: - Laghu =1

2 + 2 2 + 2 2 + 2 2 + 2 =16

d, A ad o d, A ar 3l

= S

15t Nagradavu — Stand in Aramandi with arms in Naryarambha position and hold Tripataka Hasta
Mudra (hand gesture) facing downward (Adhomukha). At ‘Tai’ extend the right leg to the right
side, with the heel on the floor and the foot inclined at an angle of about forty five degrees. At the
same time turn the right palm away from oneself i.e. facing outwards (Paranmukha) and turn the
head to look at the right hand. At “Yuma’ bring the right leg back to its initial position by stamping
the ground with its flat sole. At the same time turn the palm to face downwards or to face the floor
(Adhomukha) and turn the head to look straight in front. Repeat the same on the left side using the
syllables ‘Tat Tat’. Repeat the whole set of Adavu on the right and left side again using the syllables

‘Tai Yuma Ta Ha’.
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Photographs for 15t Nagradavu: —

Siro Bheda: Sama; Dysti Bheda: Sama; Arms in Nagyarambha;
Both Hasta Mudrah: Tripataka; Mandala Bheda: Ayata

Siro Bheda: Paravrtta; Drsti Bheda: Sacr; Arms in Naryarambha;
Both Hasta Mudrah: Tripataka; Mandala Bheda: Pratyalidha

2"d Nagradavu
Tala — Adi (Caturasra Jati Tripuga Tala)

Sollii — IH dd dd d gH T &l (Tai Yuma Tat Tat Tai Yuma Ta Ha)

Angas—-100
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Tala Notation for 2"¢ Nagradavu: —

Symbol: - Laghu =1

2 + 2 2 + 2 2 + 2 2 + 2 =16
d, A od od d, A ar 3
j/ e .. 2 e - e - e
TATET K
Symbol: - Dhrutam =0 Symbol: - Dhrutam =0
2 + 2 2 + 2 =8 2 + 2 2 + 2 =8
a, A adq ad d, IH ar g

i L R i . @),m_i... @),m_i... 8
2nd Nagradavu — This Adavu is similar to the 15t Nagradavu but repeat twice on each side.

Photographs are same as in the 15 Nagradavu.

3" Nagradavu

Tala — Adi (Caturasra Jati Tripuga Tala)

Sollii - JH T dd o JA T &7 (Tai Yuma Tat Tat Tai Yuma Ta Ha)

Angas—-100
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Tala Notation for 3™ Nagadavu: —

Symbol: - Laghu =1

2 o+ 2 2+ 2 2+ 2 2 + 2 =16
d, A adq adq d, A ar gr
i, j,L e
%
Symbol: - Dhrutam =0
2 o+ 2 2 + 2=8| 2 + 2 2 + 2 =8
d, Iq ad ad d, A ar T

3" Nagradavu — Repeat the sequence for ‘Tai Yuma Tat Tat’ as in the 15t Nagradavu, that is, once
to the right side and then to the left. Then for the syllable ‘Tai’ take the right foot behind the left
and strike the toes on the ground, at the same time bend the body slightly to the right and bring the
right hand in the same Tripataka pose with the palm facing downwards (Adhomukha) near the
right side of the chest. At the same time bend the head slightly towards right side to look at the
right hand. For ‘Yuma’ raise the left foot and strike it flat at the same place. At the same time
straighten the body and head, turn the palm of the right hand upwards (Uttana) and look straight
in front. Then, for ‘Ta Ha’ repeat the action as described in the case of ‘Tai Yuma’ in the 1%

Nagradavu. Repeat the entire sequence starting with the left foot.

88



Photographs for 3" Nagradavu: -

Siro Bheda: Parivahita;, Dysti Bheda: Avalokita; Left arm in Naryarambha;
Both Hasta Mudrah: Tripataka; Mandala Bheda: Back Svastika

Siro Bheda: Sama; Drsti Bheda: Sama; Left arm in Natyarambha;
Both Hasta Mudrah: Tripataka; Mandala Bheda: Back Svastika

The other photographs of this variation are same as in the 1t Nagfadavu.

4™ Nagradavu

Tala — Adi (Caturasra Jati Tripuga Tala)

Sollii — IH dd dd d gH T &T (Tai Yuma Tat Tat Tai Yuma Ta Ha)

Angas—-100
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Tala Notation for 4™ Nagradavu: —

Symbol: - Laghu =1

2 + 2 2 + 2 2 + 2 2 + 2 =16
d, A od od d, A ar 3
\j/ — e — P R .
A3 KT K3
Symbol: - Dhrutam =0 Symbol: - Dhrutam =0
2 + 2 2 + 2 =8 2 + 2 2 + 2 =8
, A ad ad d, IH ar Ql

NEEPEREPR)
Repeat by starting with the left side.

4™ Nagradavu — This Adavu is similar to the 3™ Nagradavu but repeat each step twice. Photographs

are similar to the 374 Nagradavu.

5" Nagradavu
Tala — Adi (Caturasra Jati Tripuga Tala)

Sollii - FH T dd o JA T &7 (Tai Yuma Tat Tat Tai Yuma Ta Ha)

Angas—-100
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Starting Position

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Katakamukha,
Mandala Bheda: Ayata

Tala Notation for 5™ Nagradavu: —

Symbol: - Laghu =1




5% Nagradavu — Adopt Aramandi and keep both the hands near the chest with Kazakamukha
Hasta Mudra (hand gesture) and the head is erect with the eyes looking straight in front. This is
the starting position for this Adavu. At ‘Tai’ extend the right leg straight in front with the heel
touching the ground and do not bend the knee. At the same time bend the body forward and extend
both the hands in Alapadma Hasta Mudrah (hand gesture) to bring them near and above the
extended right foot and also adjust the face to look at these hands. Retain the same pose and at
“Yuma’ raise the left foot and strike it at the same place. Then for ‘Tat’ come back to the starting
or initial pose by striking the right foot at its original place and look straight in front. Retain the
same pose and at ‘Tat’ raise the left foot and strike it at the same place. For ‘Tat Tat’ there can
also be a slight inward pull of the shoulder followed by its return to the normal position
accompanied by a glance first at the shoulder and then straight in front. After completing ‘Tai
Yuma Tat Tat’ in this way follows it by doing the sequence ‘Tai Yuma Tat Tat’ as in the 2"
Nagradavu for the syllables ‘Tai Yuma Ta Ha’ here. Repeat the entire sequence by starting with
the left foot.

Photographs for 5" Nagadavu: —

Siro Bheda: Adhomukha; Drsti Bheda: Avalokita; Both Hasta Mudrah: Alapadma;
Mandala Bheda: Pratyalidha
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Siro Bheda: Sama; Dysti Bheda: Sama; Both Hasta Mudrah: Katakamukha;
Mandala Bheda: Ayata

The other photographs of this variation are same as for the 15t Nagradavu.

6" Nagradavu

Tala — Adi (Caturasra Jati Tripuza Tala)

Sollii - JH T dd o JA T 8T (Tai Yuma Tat Tat Tai Yuma Ta Ha)

Angas—-100

Starting Position

=+

Siro Bheda: Sama; Drsti Bheda: Sama; Left arm in Natyarambha;
Both Hasta Mudrah: Tripataka; Mandala Bheda: Ayata

Reverse this position to start from the left side.
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Tala Notation for 6™ Nagradavu: —

Symbol: - Laghu =1

2 + 2 2 o+ 2 2+ 2 2+ 2=16
d g ad oIl d, A o &

6" Nagradavu — Stand in Aramandi with left arm in Nazyarambha position and hold Tripataka

Hasta Mudra (hand gesture) facing downward (Adhomukha). Keep the right hand near the chest

with Tripataka Hasta Mudra (hand gesture) erect with the palm facing to the left side and the head

is erect with the eyes looking straight in front. This is the starting position for this Adavu. At ‘Tai’

extend the right leg to the front with the foot resting on the heel and do not bend the knee. At the

same time bend the body in front and extend the right arm to bring the right hand in Tripataka

Mudra (gesture) above the right foot. Retain the same pose and at ‘Yuma’ raise the left foot and

strike it at the same place. Then at ‘Tat’ take the right foot behind the left and strike the toes; at
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the same time make the body erect, take the right hand right above the head and turn the face
upwards to look at it. Retain the same pose and at ‘Tat’ raise the left foot and strike it at the same
place. At the same time straighten the head and look straight in front. Then repeat the movement
as described for ‘Tai Yuma Tat Tat’ as in the 2" Nagradavu with the right foot, so as to complete

the phrase ‘Tai Yuma Ta Ha’. Repeat the whole movement starting with the left foot.

Photographs for 6™ Nagadavu: —

Siro Bheda: Adnomukha; Dysti Bheda: Avalokita; Left arm in Naryarambha;
Both Hasta Mudrah: Tripataka; Mandala Bheda: Pratyalidha

Siro Bheda: Udvahita; Drsti Bheda: Ullokita; Left arm in Naryarambha;
Both Hasta Mudrah: Tripataka; Mandala Bheda: Back Svastika
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Siro Bheda: Sama; Dysti Bheda: Sama; Left arm in Naryarambha;
Both Hasta Mudrah: Tripataka; Mandala Bheda: Back Svastika

The other photographs of this variation are same as for the 15t Nagradavu.

7" Nagradavu

Tala — Adi (Caturasra Jati Tripuza Tala)

Sollii - JH T dd o JA T 8T (Tai Yuma Tat Tat Tai Yuma Ta Ha)

Angas—-100

Starting Position

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Katakamukha;
Mandala Bheda: Ayata

For the 8t Nagradavu also, this starting position is same.
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Tala Notation for 71" Nagradavu: —

Symbol: - Laghu =1

2+ 2 2+ 2 2+ 2 2 + 2=16
d g@w dd daq A A ar g

e,

7" Nagradavu — Adopt the starting position as in the 51" Nagadavu. At ‘Tai’ extend the right leg
to the right side and strike the right heel on the ground without bending the knee. At the same time
bend the body to the right side and extend the arms with Alapadma Hasta Mudra (hand gesture)
in a line more or less parallel to the extended right leg; at the same time turn the head to look at
the right hand. At ‘Yuma’ keep the same pose but raise the left foot and strike it flat at the same
place. At ‘Tat’ turn the body and the head to the left, turn the right foot to rest it on the toes without

bending the knee, the hands in the same position take the Katakamukha Mudra (gesture) and look
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at the left hand which is now to the front of and above the head. The weight of the body is now
transferred completely on the left foot with its knee still bent. Retain the same pose and at ‘Tat’
raise the left foot and strike it flat at the same place. Follow this by doing the sequence of syllables
‘Tai Yuma Tat Tat’ as in the 5" Nagradavu with the right foot for syllables ‘Tai Yuma Ta Ha’

here. Then repeat the entire sequence by starting with the left foot.

Photographs for 7t Nagadavu: —

Siro Bheda: Paravytta and Adhomukha; Dysti Bheda: Avalokita;
Both Hasta Mudrah: Alapadma; Mandala Bheda: Pratyalidha

Siro Bheda: Utksipta; Drsti Bheda: Ullokita; Both Hasta Mudrah: Katakamukha,
Mandala Bheda: Prerita

The other photographs of this variation are same as for the 5™ Nagradavu.
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8" Narradavu
Tala — Adi (Caturasra Jati Tripuza Tala)

Sollii — IH dd dd a gH T &l (Tai Yuma Tat Tat Tai Yuma Ta Ha)

Angas—-100
Tala Notation for 8™ Nagradavu: —
Symbol: - Laghu =1
2 + 2 2 + 2 2 + 2 2 + 2 =16
d, IH ad ad d, IH ar g

d ‘ —hi = i
Symbol: - Dhrutam =0 Symbol: - Dhrutam =0
2 + 2 2 + 2 =8 2 + 2 2 + 2 =8
d, IH7 ad ad d, LE) ar g

8" Nagradavu — Adopt the posture as in the 5™ Nagadavu. At ‘Tai’ extend the right leg to front

without bending the knee; at the same time bend the body forward and extend the arms vertically
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with Alapadma Hasta Mudra (hand gesture) with the right hand near and above the toe of the right
foot and the left hand above the head. The head is bent to look at the right hand. At “Yuma’ retain
the same pose but raise the left foot and strike it flat at the same place. Then, at ‘Tat’ take the right
foot behind the left and strike the toes on the ground; while doing this bring the arms gracefully
above and when they are extended fully to the top join the hands; this joining is done by changing
the right hand from Alapadma to Musti Hasta Mudra (hand gesture) and the left hand from
Alapadma to Sici Hasta Mudra (hand gesture) and by gripping the index figure of the left hand
with the Musri (fist) formed by the right hand; also turn the head a little up to look at the joined
hands. At ‘Tat’ retain the same pose but raise the left foot and strike it with the flat sole at the same
place and at the same time straighten the head and look straight in front. Now for ‘Tai’ jump
slightly at the same place, making the body erect, joining the feet and striking the ground with both
the soles together, keeping the arms in Naryarambha posture with hands in Katakamukha Mudra
(gesture). At the same time turn the head to look at the right hand. Then, at ‘“Yuma’ strike the left
foot flat and raise the right foot at the level of the knee (Ekapdda), cross the Alapadma hands at
the chest level and keep the head straight and look straight in front. Then, at ‘Ta’ and ‘Ha’ lower
the raised right foot and gradually sit down on raised heels and with the keens spread out; at the
same time keep the arms again in Natyarambha posture with hands in Pataka Hasta Mudra (hand
gesture) and palms facing downwards (Adhomukha); while doing this, keep the head straight and

look straight in front. Repeat the entire sequence by starting with the left foot.
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Photographs for 8™ Nagadavu: —

Siro Bheda: Udvahita; Drsti Bheda: Ullokita; Left Hasta Mudra: Sict;
Right Hasta Mudra: Musti; Mandala Bheda: Back Svastika

&
s ~
A

\{

)
X

Siro Bheda: Sama; Drsti Bheda: Sama; Left Hasta Mudra: Sicr,
Right Hasta Mudra: Musti; Mandala Bheda: Back Svastika
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Siro Bheda: Paravrtta, Dysti Bheda: Sama; Both arms in Nafyarambha;
Both Hasta Mudrah: Katakamukha; Mandala Bheda: Sthanaka; Sthanaka Bheda: Samapada

Siro Bheda: Sama; Dysti Bheda: Sama; Both Hasta Mudrah: Alapadma;
Sthanaka Bheda: Ekapada

Siro Bheda: Sama; Drsti Bheda: Sama; Both arms in Naryarambha;
Both Hasta Mudrah: Pataka; Muzhumandi
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Conclusion —

The rhythmic mnemonics or Sollukaszu for this Adavu varies as king Tulaja — I, has

mentioned the So/liz for Natitagtadavu to be ‘ZoTZAT (“thai tathaiyya®) and at present the Sollii

used for Nagradavu is ‘ot IH dd dd o gH T &7 (‘Tai Yuma Tat Tat Tai Yuma Ta Ha’). For

all the eight variations of Nasradavu the Solli is same. While discussing with senior scholars and

teachers, | was informed that Tamil language does not have & (Tha) € (Dha) alphabets. Thus,

this change in Solliz is may be because in Tamil language there isno & (Tha) €T (Dha) alphabets.

Thus, the alphabets on which we put stress are not found in Tamil language. This may be the reason
for the change in the pronunciation of ‘Thai’ alphabet. In fact at present the Sol/iz used for
Nagtadavu is completely different from what has been mentioned in Sarngita Saramrta.

There is also a slight difference in the term used for this Adavu as king Tulaja — I,
mentioned this as Nattitattadavu and in usage it is known as Nagfadavu. But the way of execution
of Nagradavu complies with the description of Nagtitattadavu mentioned in the treatise.

Thus, except for the change in Sollukazzu and slight change in term, the Adavu conforms to

the textual interpretation mentioned in the Sarngita Saramprta.
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4. Padaparsrvakuttana — Dhitithai Adavu
T areaTEaTT fefadesagasy |
FAHATT TTEATALEAH L ||

e fafadggareaa |
T Aigd fafad seq

T ITEIA T IR F LR |

T, HET ALTSHAAT: ||
kuttanam padaparsrvabhyam dhitithaisabdaptrvakam |
sacakravartanam padaparsrvakuttanamiritam 11
tatsyat dhitithaikuttanahvayam 11
Salayakai sahita dhitithai adavu

atra padapracaratripatakakarakarmata: |

utpadyante...Bheda laksyajiasammata: 11|
Meaning —
Uttering ‘Dhi Ti Thai’ words, tapping on the sides and moving around is called

Padaparsrvakuttana. That should be Dhitithai Kugrana.

The Dhitithai Adavu is mixed with Shalayyaka.

In this Adavu maintain the Tripataka Mudra (gesture) and make the foot movement.

Scholars accept many varities in this...........

Padaparsrvakuttana — Dhitithai Adavu - This Adavu in present practice is called Makuza

or Tirmana Adavu. Makuga means crown and Tirmana means to conclude. The Tirmana Adavu
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is a movement ending a group of movements and thus used generally in the concluding portion of
the dance sequences. It is usually repeated thrice as an ornamental ending. The Adavu is also called
by its syllables ‘Dhi Dhi Tai’ or ‘Gi Na Tom’ or ‘Dhari Kita Thom’ or by ‘Tai Dhi Dhi Tai’ or
‘Tha dhina Gi Na Tom’ or ‘Kita Thaka Dhart Kita Thom’. In the present day practice it is
performed in the Aramandi position by placing the right foot in front in A7icita Pada, then the left
foot which is still in the starting position is made to strike the ground at the same place with flat
sole following which the right foot (Aficita) is brought back to the original position. The Sollukazzu
used for this Adavu is Dhi Dhi Tai or Gi Na Tom or Dhari Kita Thom by using Tripataka Hasta
Mudra (hand gesture) or combination of Pataka and Alapadma Hasta Mudra (hand gesture)
respectively. Basically this particular Adavu is Tisra Gamana.

In the present day practice most of the schools follow the system of practicing Pakka
Adavu or Ta Tai Tai Ta (discussed later in this chapter) instead of Padaparsrvakugtana —

Dhitithai Adavu after Nagradavu.

1% Tirmana Adavu or Tha dhina Gi Na Tom

Tala — Rupaka (Caturasra Jati Rupaka Tala)

Sollii - ¥ T 1 7 A1, & & o O T 7 A1, T & T F & 77 Y 7 A (Tha dhina

Gi Na Tom; Tha Ka Tha dhina Gi Na Tom; Tha Ka Dhi Ku Tha dhina Gi Na Tom)

Angas—-01
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Starting Position

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Tripataka;
Mandala Bheda: Ayata

Tala Notation for 1% Tirmana Adavu or Tha dhina Gi Na Tom: —

Symbol: - Dhrutam =0

B
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Symbol: - Dhrutam =0

Symbol: - Laghu =1
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Symbol: - Laghu =1

Symbol: - Dhrutam =0

Repeat by starting with the left side.
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1% Tirmana Adavu or Tha dhina Gi Na Tom — This Adavu develops in four stages, each
of which can be rendered independently. All of them can be rendered together also in a sequence
one after the other. The rhythmic syllables for these are:

(a) Dhi Dhi Tai or Gi Na Tom; (b) Tai Dhi Dhi Tai or Tha dhina Gi Na Tom; (c) Tai Tai
Dhi Dhi Tai or Tha Ka Tha dhina Gi Na Tom; (d) Tai Tai Tai Dhi Dhi Tai or Tha Ka Dhi Ku Tha
dhina Gi Na Tom. Generally the execution of this Adavu starts from Tai Dhi Dhi Tai or Tha dhina
Gi Na Tom till Tai Tai Tai Dhi Dhi Tai or Tha Ka Dhi Ku Tha dhina Gi Na Tom in a sequence
one after the other®. They are executed as follows: -

(a) Dhi Dhi Tai or Gi Na Tom is done as follows: - Stand in the basic stance of
Bharatanatyam i.e. Aramandi with the hands erect in Tripataka in front of the chest and look
straight in front. At ‘Dhi or Gi’ extend the right leg forward putting the heel on the ground and do
not bend the knee. The left leg remains at its original position. At the same time extend the right
arm straight in front i.e. parallel to the extended right leg with the palm facing upwards in
Tripataka Hasta Mudra (hand gesture) and slightly bend the body forward and look straight in
front. At ‘Dhi or Na’ keep the same position of the legs and feet but stamp the left foot with the

flat sole at the same place and bring the right hand back to its original place near the chest with the

8For this Adavu, ‘Tadhing Gina Thome, Takka Tadhing Gina Thome, Takka Dhikku Tadhing Gina
Thome’ syllables are used by Jayalakshmi Eshwar in her book titled Bharatnatiyam How
to..., page no. 305-316; and ‘Tadhing Gina Tom, Taka Tadhing Gina Tom, Taka Dika
Tadhing Gina Tom’ syllables are mentioned by Padma Subrahmanyam in her article titled
“Dance Notation of Adavus” published in a book titled Bharatanatyam by Sunil Kothari,

page no. 76.

109



palm still facing upwards in Tripataka Hasta Mudra (hand gesture). At the same time straighten
the body and look straight in front. At “Tai or Tom’ bring the right leg back to its starting position
and stamp the right foot with its flat sole on the ground. At the same time take the right hand,
stretching the arm fully to the back of the body and turn the body to the right and back and turn
the head back to look at the right hand. Then with a horizontal sweep of the right hand and with
the turn of the body in front, come back to the starting position. Now do ‘Dhi Dhi Tai or Gi Na
Tom’ again by starting with the left side.

(b) Tai Dhi Dhi Tai or Tha dhina Gi Na Tom is done as follows: - Adopt the starting posture
as in (a) above. At ‘Tai or Thadhina’ stamp the right foot with its flat sole at the same place and
jerk the right hand a little to the front and with this jerk the left hand a little to the back, both the
hands being in Tripataka Hasta Mudra (hand gesture) erect in front of the chest and look quickly
first at the right hand and then in front. Some teachers prefer to have Tripataka Hasta Mudra (hand
gesture) facing downwards in Naryarambha posture on the sides for ‘Tai or Thadhina’. Then do
‘Dhi Dhi Tai or Gi Na Tom’ as described in (a) above.

(c) Tai Tai Dhi Dhi Tai or Tha Ka Tha dhina Gi Na Tom is done as follows: - Adopt the
starting posture as in (a) above. At ‘Tai or Thaka’ stamp the left foot with its flat sole at the same
place and jerk the left hand a little to the front and with this jerk the right hand a little to the back,
both the hands being in Tripataka Hasta Mudra (hand gesture) erect in front of the chest and look
quickly first at the left hand and then in front. For the second ‘Tai or Thadhina’ do as in the (b)
above or the opposite of the first ‘Tai or Thaka’ of this paragraph. This is followed by ‘Dhi Dhi
Tai or Gi Na Tom’ which is done in the same way as described in (a) above but starting with the

left leg. The whole movement can be repeated on the other side.
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(d) Tai Tai Tai Dhi Dhi Tai or Tha Ka Dhi Ku Tha dhina Gi Na Tom is done as follows: -
The first ‘Tai or Thaka’ is done as in (b) above. The second ‘Tai or Dhiku’ is done as first “Tai or
Thaka’ in (c) above. Then at third ‘Tai or Thadhina’, extend both the hands in Naryarambha
posture on the sides, the palms remaining in Tripataka Hasta Mudra (hand gesture) facing
downwards. Then bring either both the hands or only the right hand, back to the starting position
and do ‘Dhi Dhi Tai or Gi Na Tom’ as described in (a) above. The whole movement can be
repeated on the other side.

‘Dhi Dhi or Gi Na’ in all the above cases is normally rendered in twice the speed of the

rest of the sequence.

Photographs for 1% Tirmana Adavu or Tha dhina Gi Na Tom: —

Siro Bheda: Sama; Drsti Bheda: Sama; Arms in Naryarambha;
Both Hasta Mudrah: Tripataka; Mandala Bheda: Ayata
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Siro Bheda: Sama; Dysti Bheda: Sama; Left arm in Naryarambha; Right arm extended in front;
Both Hasta Mudrah: Tripataka; Mandala Bheda: Pratyalidha

ki

Siro Bheda: Sama; Drsti Bheda: Sama; Left arm in Naryarambha;
Both Hasta Mudrah: Tripataka; Mandala Bheda: Pratyalidha

Siro Bheda: Paravrtta;, Drsti Bheda: Sama; Left arm in Naryarambha;

Right arm extended behind; Both Hasta Mudrah: Tripataka; Mandala Bheda: Ayata
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Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Tripataka;
Mandala Bheda: Ayata

2" Tirmana Adavu or Kita Thaka Dhart Kita Thom

Tala — Rupaka (Caturasra Jati Rupaka Tala)

Sollii - T ¥ &l fhe e, ¥k e g GO P N, o & DT e ¥«

fohe U1 (Kita Thaka Dhari Kita Thom; Thaka Kita Thaka Dhari Kita Thom; Tha Ka Dhi Ku Kita

Thaka Dhari Kita Thom)

Angas-01

Starting Position

Siro Bheda: Sama; Drsti Bheda: Sama; Arms in Natyarambha;
Both Hasta Mudrah: Patika, Mandala Bheda: Ayata

113



Tala Notation for 2" Tirmana Adavu or Kita Thaka Dhart Kita Thom: —

Symbol: - Dhrutam =0

Symbol: - Laghu =1
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Symbol: - Laghu =1

Symbol: - Dhrutam =0

Symbol: - Laghu =1
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Symbol: - Dhrutam =0

Repeat by starting with the left side.
2" Tirmana Adavu or Kita Thaka Dhari Kita Thom — This Adavu also develops in four stages,
each of which can be rendered independently. All of them can be rendered together also in a
sequence one after the other. The rhythmic syllables for these Adavus are similar to those used for
the Tha Dhina Gi Na Tom Adavus:

() Dhi Dhi Tai or Dhar Kita Thom; (b) Tai Dhi Dhi Tai or Kita Thaka Dhari Kita Thom;
(c) Tai Tai Dhi Dhi Tai or Thaka Kita Thaka Dhar1 Kita Thom; (d) Tai Tai Tai Dhi Dhi Tai or Tha

Ka Dhi Ku Kita Thaka Dhari Kita Thom. Generally the execution of this Adavu starts from Tai
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Dhi Dhi Tai or Kita Thaka Dhart Kita Thom till Tai Tai Tai Dhi Dhi Tai or Tha Ka Dhi Ku Kita
Thaka Dhari Kita Thom in a sequence one after the other.® They are executed as follows: -

(a) Dhi Dhi Tai or Dhari Kita Thom is done as follows: - Stand in Aramandi with arms in
Natyarambha position on the sides and hold Pataka Hasta Mudra (hand gesture) facing
downwards. At ‘Dhi or Dhart’ extend the right leg forward resting it on the ground with its heel
and do not bend the knee and keep the left leg in its starting position. At the same time move the
left hand to the back with the palm in Pataka Hasta Mudra (hand gesture) still facing downward
and turn the head towards left and back to look at the moving left hand. When doing this movement
the body gets turned a little to the left and the right arm gets extended to the front. Thus, both arms
become horizontal. At ‘Dhi or Kita’ stamp the left foot at the same place and bring the moving left
hand fully overhead and look up at it and thereafter bring it near and above the left shoulder, turn
the wrist and also change the Hasta Mudra (hand gesture) from Pataka to Alapadma and look
towards the front. At ‘“Tai or Thom’ bring the right leg back to its starting position and stamp the
right foot with its flat sole on the ground and complete the movement of the left hand by bringing
it or shooting it straight down in front a little lower than the level of the knees in the same

Alapadma Hasta Mudra (hand gesture) and also bend the body slightly to the right and front and

9For this Adavu, ‘Kittatakka Dhari Kitta Thome, Tak Kittatakka Dhari Kitta Thome, Takka Dhikku
Kittatakka Dhari Kitta Thome’ syllables are used by Jayalakshmi Eshwar in her book titled
Bharatnatiyam How to..., page no. 319-330; and ‘Kitataka Tari Kita Tom, Ta Kitataka Tari
Kita Tom, Ta Dhi Kitataka Tari Kita Tom’ syllables are mentioned by Padma
Subrahmanyam in her article titled “Dance Notation of Adavus” published in a book titled

Bharatanatyam by Sunil Kothari, page no. 76-77.
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look in front; with this the right arm also regains its original position, i.e. Naryarambha position
on the side holding Pataka Hasta Mudra (hand gesture) facing downward. While doing this whole
movement on the syllables ‘Dhi Dhi Tai or Dhart Kita Thom’ as described above the right arm
stays in the Naryarambha position with Pataka Hasta Mudra (hand gesture) facing downward and
moves only along the body. Some teachers prefer to bring the left hand straight towards the right
front corner at ‘Tai or Thom’ instead of straight down in front. At the same time they prefer to
bend the body and head towards left side and look at the right front corner.

Then repeat the Adavu on the other side, i.e. by beginning, at ‘Dhi or Dhar1’, with extending
the left leg forward and setting the right hand in motion and the left hand will move only along the
body in the Natyarambha position with Pataka Hasta Mudra (hand gesture) facing downward.

(b) Tai Dhi Dhi Tai or Kita Thaka Dhari Kita Thom is done as follows: - The starting
position is the same as in (a) above. At ‘Tai or Kita Thaka’ stamp the right foot at the same place
and at the same time bring the right arm to the front still in Natyarambha position with Pataka
Hasta Mudra (hand gesture) facing downward and keep the left arm in the starting position i.e. in
Natyarambha position on the sides with Pataka Hasta Mudra (hand gesture) facing downward.
With this give the right hand a slight jerk i.e. slightly draw the right shoulder in and push it back
to the original position. At the same time give a subtle twist at the wrist and look first at the right
palm and then in front. Then do ‘Dhi Dhi Tai or Dhart Kita Thom’ as in (a) above. Repeat the
whole movement on the other side, i.e. by beginning, at ‘Tai or Kita Thaka’ with stamping the left
foot and taking the left arm to the front and for ‘Dhi Dhi Tai or Dhar1 Kita Thom’ syllables setting

the right arm in motion.
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(c) Tai Tai Dhi Dhi Tai or Thaka Kita Thaka Dhart Kita Thom is done as follows: - At ‘Tai
or Thaka’ stamp the left foot at the same place and at the same time bring the left arm to the front
in Natyarambha position with Pataka Hasta Mudra (hand gesture) facing downward and keep the
right arm in the starting position i.e. in Natyarambha position on the sides with Pataka Hasta
Mudra (hand gesture) facing downward. With this give the left hand a slight jerk i.e. slightly draw
the left shoulder in and push it back to the original position. At the same time give a subtle twist
at the wrist and look first at the left palm and then in front. Retain the same pose and at ‘Tai or
Kita Thaka’ raise the right foot and strike it flat at the same place and at the same time give a slight
jerk to the right hand, combining it with right shoulder movement i.e. slightly draw the right
shoulder in and push it back to the original position and give a subtle twist at the wrist of the right
hand and look first at the right palm and then straight in the side. Then do the opposite of the ‘Dhi
Dhi Tai or Dhar1 Kita Thom’ as in (a) above i.e. by beginning at ‘Dhi or DharT’ with extending the
left leg forward and setting the right hand in motion and the left arm in the Naryarambha position
with Pataka Hasta Mudra (hand gesture) facing downward will move only along the body. Repeat
the whole movement on the other side.

(d) Tai Tai Tai Dhi Dhi Tai or Tha Ka Dhi Ku Kita Thaka Dhart Kita Thom is done as
follows: - The starting position is the same as in (a) above. At ‘Tai or Tha Ka’ do the same as in
(b) above for the syllables ‘Tai or Kita Thaka’. Retain the same pose and at ‘Tai or Dhi Ku’ raise
the left foot and strike it flat at the same place and give a slight jerk to the left hand, combining it
with left shoulder movement i.e. slightly draw the left shoulder in and push it back to the original
position and give a subtle twist at the wrist of the left hand and look first at the left palm and then

straight in the side. Retain the same pose and at ‘Tai or Kita Thaka’ raise the right foot and strike
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it flat at the same place and give a slight jerk to the right hand i.e. slightly draw the right shoulder
in and push it back to the original position and give a subtle twist at the wrist of the right hand and
look first at the right palm and then in front. Then, at ‘Dhi Dhi Tai or Dhart Kita Thom’ do the
same as for the syllables ‘Dhi Dhi Tai or Dhart Kita Thom’ in the (a) above. Then repeat the entire
sequence by starting with the other side. ‘Dhi Dhi or Dhari Kita’ in all the above cases is normally
rendered in twice the speed of the rest of the sequence.

Each of the above mentioned Adavus i.e. (a), (b), (c) and (d) can be repeated starting with
the other side either separately or together in a sequence one after the other.

Photographs for 2"Y Tirmana Adavu or Kita Thaka Dhari Kita Thom: —

=Y

Siro Bheda: Sama; Drsti Bheda: Sama; Left arm in Natyarambha;
Right arm extended in front in Natyarambha; Both Hasta Mudrah: Pataka;
Mandala Bheda: Ayata

Siro Bheda: Paravrtta; Dysti Bheda: Sama; Arms in Naryarambha;

Both Hasta Mudrah: Pataka; Mandala Bheda: Pratyalidha
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Siro Bheda: Sama; Drsti Bheda: Sama; Right arm in Nagryarambha;
Left Hasta Mudra: Alapadma; Right Hasta Mudra: Pataka; Mandala Bheda: Pratyalidha

=

Siro Bheda: Sama; Dysti Bheda: Sama; Right arm in Naryarambha;
Left Hasta Mudra: Alapadma; Right Hasta Mudra: Pataka; Mandala Bheda: Ayata

Conclusion —

The present practice of Dhi Dhi Tgi Adavu or Makuga or Tirmana Adavu is in close
conformity with the textual interpretation of King Tulaja —I, except the slight modification in the
syllables or Sollukagzu. The syllable for this Adavu mentioned in Sarngita Saramyta is ‘Dhi Ti Thai’
whereas at present the syllable used is ‘Dhi Dhi Tai’. This change in Solli is probably due to the

fact, as | said earlier, and as told by the senior scholars and teachers, that in Tamil language the
alphabets on which we put stress such as & (Tha) and & (Dha) are not found. This may be the
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reason for the change in the pronunciation of ‘Thai’ syllable. In fact, the correct pronunciation as
‘Thai” will give energy to the step. It sounds really good when rendered in Vilamba and Madhya
Kala (Speeds) whereas when it is rendered in a continuous manner in Dhruta Kala (Speed), it
becomes hard to pronounce and does not sound good. In the present day practice there is an
addition in the syllables for every variation of this Adavu as is mentioned earlier i.e. ‘Tai Dhi Dhi
Tai’, “Tai Tai Dhi Dhi Tai’ and also ‘Tai Tai Tai Dhi Dhi Tai’. We may use these variations either
separately or all together one after the other in a sequence. Instead of using only ‘Dhi Dhi Tai’
syllables, ‘Gi Na Tom’ and ‘Dhari Kita Thom’ syllables are also used for this Adavu in the present
day practice.

‘Dhi Ti Thai’ is the Solli described in Sangita Saramrta for this Adavu. King Tulaja — I,
has not mentioned any specific name in Tamil language for this Adavu instead he has used the
Sollii as the name of this Adavu i.e. Dhitithai Adavu. In Samskrtam the name given to this Adavu
by King Tulaja — I, is Padaparsrvakuttana.

Thus, except the slight modification in the syllables of this Adavu and its varieties, the
execution closely conforms to the textual interpretation. The terminology used at present for this
Adavu is Makura or Tirmana Adavu or the syllables whereas except in Samskrtam, the

terminology for this Adavu in Tamil language has not been mentioned by King Tulaja — I.
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5. Digidigikugrana — Digidigi Adavu — Koyyaradavu

feraTedaTes qHT TR TH S |

[N o e o\
NEEERGRRINEEMNIEIRIER FRE| I

Gh‘lz\#d\ PEAHRT. TEIAATATHRA: |

” ” ” ” » o »n »

sthitvardhamandale bhumau padagracalanatmakam |
sacakravartanam practktam digidigyadikuttanam 11
digidigi adavu

karapadapraca..........cccceeeeeeeieeeeeiieiieenns

udaharanam - digdigdigdigthayyau |
kecit kuttanaBhedah: syustattattalaprabhedata: 11

digdigdigdigthaithaiyya
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Meaning —

Standing on the ground in Ardha Mazdala posture, moving on the toes (9TaTdI Padagra),

moving around is said to be Digidigi etc Kuzzana.
Digidigi Adavu

The movements of hands and 1egs...........ccccoevveninienn,

For instance — digdigdigdigthayyau

There can be some Kugrana (tapping) related differences based on the difference in the
Talas.

digdigdigdigthaithaiyya

digdigdigdigthaithaiyya

This Adavu is not in vogue in the present day practising Adavu tradition in Bharatanatyam
yet it is used based on the requirement. For an example — Late Smt. Rukmini Devi Arundale used
it for the description of the crab movement on the sea shore in one of her dance productions called
Cidamani Pradanam. Also an Adavu almost similar to the one described above is prevalent in

the Kuchipudi dance style.
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6. Utplutyotthana — Kudicca ezhumburadu

I HTLATH HLATETATLA] |

| =f ST e =T 1

o
AT | AdTTTH |

utplutya bhumavutthanam karapadapracaravat |
mandalam purvavacca ..................... samjiitam 11
Il iti utplutyotthanam 11
thaitattattha | thaitaddhittam |
Meaning —
The movement such as jumping and going up on the ground that consists the movements
of both hands and legs, then the Mandala like before.........c..cccoveneee. is termed.

Thus, it is called Utplutyotthana.

Thaitattattha - thaitaddhittam

Utplutyotthana — Kudhicca ezhumburadu — In the present practice it is known as Paaichal Adavu.
The term Paaichal means to take a jump. There are four variations. The first two variations are
known by their syllables — “Dhit - Taiyuma tat — Ta Tai.”*® The third variation is known as

‘Kartar? or ‘Karthar?” Adavu. This third variation also resembles with the description of ‘Svastika

YFor this Adavu, ‘Dhit tain da ta ta ta’ syllables are mentioned by Padma Subrahmanyam in her
article titled “Dance Notation of Adavus” published in a book titled Bharatanaryam by

Sunil Kothari, page no. 68-69.
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— Tagrikkagraradu’ mentioned by King Tulaja — 1, (discussed later in this chapter). The fourth
variation is known as ‘Kaththi” Adavu. Here | am discussing the first, second and fourth variations
of this Adavu and third variation is discussed later under the heading ‘Svastika — Tagrikkagraradu’.
Scholars like V. S. Radhika in her unpublished thesis have described this as partially

resembling with some of the variations involved in the Mandi Adavu. But she gives the description
of Sarukkal (“Sarukkal” in Tamil means to slide and in Samskrtam it is called “Skhalitham”)
Adavu and states that this description is only one variation of this Adavu group -

“In this Adavu, the body positioned in the Muzhumandi (full sitting position on

raised heels with knees facing sides) is slightly raised with a mild jump on the

toes and employing Sikhara Hasta in both the hands, the right leg is extended

sideways obliquely, thereby balancing the weight of the body on the left foot

which assumes Samapada consequent upon the leg extension. The right hand is

stretched and placed sideways in the direction opposite to the extended right leg.

The same procedure is to be repeated with the left leg.”
In my contention the description of Utplutyotthana — Kudhicca ezhumburadu given by King
Tulaja — I, resembles with Paaichal Adavu. The following is the description of the first, second

and fourth variations of this Adavu along with the photographs.

15t Dhit - Taiyuma tat — Ta Tai

Tala — Adi (Caturasra Jati Triputa Tala)

Sollii — T IFH T T o (Dhit Taiyuma tat Ta Tai)

Angas—-100
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Starting Position

Siro Bheda: Sama; Dysti Bheda: Sama; Both Hasta Mudrah: Katakamukha;
Mandala Bheda: Ayata
Tala Notation for 1% Dhit - Taiyuma tat — Ta Tai: —

Symbol: - Laghu =1

Symbol: - Dhrutam =0 Symbol: - Dhrutam =0
+ 2 2 + 2 =8| 2 + 2 2 + 2
; agH ad ar ; d, ;
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Symbol: - Laghu =1

Symbol: - Dhrutam =0 Symbol: - Dhrutam =0
2 + 2 2 + 2 =8| 2 + 2 2 + 2 =8
g : GRE:] ad ar , d, :

1! Dhit - Taiyuma tat — Ta Tai - Adopt the basic stance i.e. Aramandi with hands in Kazakamukha
Hasta Mudra (hand gesture) placed in front of the chest and look straight in front. At ‘Dhit’ jump
high to the right side folding the right leg to touch the seat and land on the right foot silently. The
body takes a slight dip and rise along with the jJump. Then as the jump is taken, the left foot is also
folded immediately to touch the seat (folding of the right leg and then the left leg to touch the seat

happens one after the other) and is carried across and to the back of the right leg and rest it on the

128



toes at ‘Tai’. Remain in the same position till ‘yuma tat—Ta Tai’. With this do the hand movements
as follows: At ‘Dhit’ give a slight dip to both hands at their position in front of the chest and then
for ‘Taiyuma tat— Ta Tai’ allow the right hand, which is changed from Katakamukha to Alapadma,
to trace an arc in front of the head and to the right and take up its final position (at ‘Tai’) with the
arm fully extended to the right; at the same time turn the head and the eyes in the direction of the
moving right hand, so that at ‘Tai’ the head is turned fully to the right and the eyes look at the right
hand. Bend the body to the right along with the right hand movement.

Now from here do Dhit - Taiyuma tat — Ta Tai again, but on the left side. Legs will be
opposite of what is mentioned in the above paragraph. Hands follow i.e. throw the left arm up,
changing the Hasta Mudra to Alapadma and take it to the left side tracing an arc in front of the
head and to the left and take up its final position (at ‘Tai’) with the arm fully extended to the left;
at the same time turn the head and the eyes in the direction of the moving left hand, so that at ‘Tai’
the head is turned fully to the left and the eyes look at the left hand. Here simultaneously and
gradually bring the right arm tracing an arc towards the chest level changing to Katakamukha.
Bend the body from right to the left along with the hand movement. Remain in the same position
till ‘yuma tat — Ta Tai’.

Do Dhit - Taiyuma tat — Ta Tai again, but as follows: At ‘Dhit’ jump high to the front from
the Aramandi position by folding the right leg to touch the seat and then the left leg one after the
other and land on the right foot silently in Aramandi position. Now at ‘Tai’ bring the left foot
forward from the lifted position and rest it silently on the ground next to the right foot in Aramandi
position. Remain in the same position till ‘yuma tat — Ta Tai’. Simultaneously take the left arm

above the head holding Katakamukha inverted and allow the right hand to trace a vertical semi-
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circle in front of the body, changing the Hasta Mudra from Katakamukha to Alapadma on its way
to the front and to take up its final position at ‘yuma’ with the arm fully extended to the front. The
eyes throughout keep looking at the right hand and then look in front. Remain in the same position
till “tat — Ta Tai’.

At ‘Dhit’ jump backwards folding the left leg from the Aramandi position and then the
right leg to touch the seat one after the other, and land on the left foot silently. At ‘Tai’ bring the
right foot from the lifted position and rest it flat next to the left foot silently in Aramandi position.
Remain in the same position till ‘yuma tat— Ta Tai’. With this, at ‘Dhit’ give the right hand a slight
dip at the same place and allow it to retrace the vertical semi-circle and to come back to its original
position in front of the chest at ‘yuma’, changing the Hasta Mudra from Alapadma to
Katakamukha. Left hand remains at the same position i.e. above the head holding Katakamukha
inverted. Remain in the same position till ‘tat — Ta Tai’. The eyes throughout keep looking at the
right hand and then in front.

Repeat the entire sequence, from the very beginning, by starting with the left side.

Photographs for 1% Dhit - Taiyuma tat — Ta Tai: —

Siro Bheda: Paravrtta; Drsti Bheda: Sama; Left Hasta Mudra: Katakamukha;
Right Hasta Mudra: Alapadma; Mandala Bheda: Back Svastika
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Siro Bheda: Paravrtta; Drsti Bheda: Sama; Left Hasta Mudra: Alapadma;
Right Hasta Mudra: Katakamukha; Mandala Bheda: Back Svastika

Siro Bheda: Sama; Dysti Bheda: Sama; Left Hasta Mudra: Katakamukha;
Right Hasta Mudra: Alapadma; Mandala Bheda: Ayata

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Katakamukha,

Mandala Bheda: Ayata
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2" Dhit - Taiyuma tat — Ta Tai

Tala — Adi (Caturasra Jati Tripuza Tala)

Sollii - T AFA e @ o (Dhit Taiyumaa tat Ta Tai)

Angas—-100

Starting Position is same as mentioned above for the 1 Dhit - Taiyuma tat — Ta Tai.

Tala Notation for 2" Dhit - Taiyuma tat — Ta Tai: —

Symbol: - Laghu =1

Symbol: - Dhrutam =0 Symbol: - Dhrutam =0
2 + 2 2 + 2 =8| 2 + 2 2 + 2 =8
g , A= ad ar ; d, ;
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Symbol: - Laghu =1

Symbol: - Dhrutam =0 Symbol: - Dhrutam =0
2 + 2 2 + 2 =8| 2 + 2 2 + 2 =8
D) : age ad ar , d, :

2nd Dhit - Taiyuma tat — Ta Tai - Adopt the starting position as described above for the 15t Dhit
- Taiyuma tat — Ta Tai. At first do Dhit - Taiyuma tat — Ta Tai on the right side and then on the
left side, as described above in the first two paragraphs of 1t Dhit - Taiyuma tat — Ta Tai.

Do Dhit - Taiyuma tat — Ta Tai again, but as follows: At ‘Dhit’ take a jump by folding the
right leg and then the left rotating the body anti-clockwise by 90 degree or facing the body to the

left side. At ‘Taiyuma’ land on the right foot, resting it on the toes, and follow this by bringing the
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left foot, also on the toes, next to the right foot i.e. in Muzhumandi position with the right shoulder
pointing to the audience. Bend the body slightly towards the right and look towards the audience
on the right. Remain in the same position till ‘tat — Ta Tai’. Simultaneously change the right
Katakamukha to Alapadma at the chest level withdrawing the left arm to chest level with
Alapadma. Take both the hands tracing a circle above the head i.e. each hand is allowed to trace a
big, vertical, sweeping semi-circle, the right hand to the right side and the left hand to the left side,
till, in their final position, at ‘tat’, they are straight overhead with both the Hasta Mudra as the
inverted Kazakamukha. Remain in the same position till ‘Ta Tai’.

Now at ‘Dhit’ rise to Aramandi position and place the left leg back i.e. the left leg is extended
to the left side and rests on its heel with toes raised up. The weight of the body falls on the right
leg. Bend the body towards right side and slightly to the front from the waist following the right
hand movement. At ‘Taiyuma tat — Ta’ rotate anticlockwise with folded right leg and give the
weight of the body on the left leg which is now in Sama Pada position and take a complete turn
or circle. At ‘Tai’ finish the circle and come to the front i.e. body facing straight to the audience
and place the right foot with the left, in Sama Pdada (standing with the feet together) position. Thus,
the body and the head rotates along with the leg movement to face the audience. Simultaneously
withdraw both the hands from the top, in a circular movement, with Alapadma, downward
position, with the palm facing the front. Then from downward position, fold the arms back to the
chest level, changing from the Alapadma Hasta Mudra to Katakamukha to take up its final position
at ‘Tai’. Eyes follow the right hand movement and at ‘Tai’ look in front. For details see the
photographs.

The entire sequence is then repeated by starting with the left side.
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Photographs for 2" Dhit - Taiyuma tat — Ta Tai: —

First two photographs are same as given above for 15t Dhit - Taiyuma tat — Ta Tai.

Siro Bheda: Paravrtta; Dysti Bheda: Sacr; Both Hasta Mudrah: Katakamukha; Muzhumandi

Siro Bheda: Paravrtta; Drsti Bheda: Sacr; Both Hasta Mudrah: Alapadma;
Keep the left leg back on heel from the Ayata Mandala

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Katakamukha,

Mandala Bheda: Sthanaka; Sthanaka Bheda: Samapada
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Kaththi Adavu

Tala — Adi (Caturasra Jati Tripuza Tala)

Sollii - T AFHA el T o (Dhit Taiyuma tat Ta Tai)

Angas—-100

Starting Position

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Sikhara;
Mandala Bheda: Sthanaka; Sthanaka Bheda:. Samapada

Tala Notation for Kaththi Adavu: —

Symbol: - Laghu =1
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Symbol: - Dhrutam =0 Symbol: - Dhrutam =0

Symbol: - Laghu =1

Symbol: - Dhrutam =0 Symbol: - Dhrutam =0
2 + 2 2 + 2 =8| 2 + 2 2 + 2 =8
forq ; REE ad ar ; d, ;
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Kaththi Adavu - Stand straight in Sthanaka Mandala with Sama Pada (standing with the
feet together) position. Keep the hands in Sikhara Hasta Mudra (hand gesture) placed in front of
the chest and look straight in front. At ‘Dhit’ jump high and rotate 90 degree anticlockwise in the
middle of the air to face the left side. The right leg is folded to hit the seat and land silently on the
right leg and start sitting in Aramandi position, with toes pointing to the left. Simultaneously fold
the left leg to hit the seat. By “Tai’ the right leg is in complete Aramandi. At ‘Taiyuma’ the left leg
is completely stretched towards the right and place the toes of the left leg on the ground at ‘yuma’
with the heel raised up. Do not bend the knee of the left leg. The weight of the body is on the right
leg and lean forward. With this the right hand holding Sikhara Hasta Mudra goes straight up above
the head and traces an anticlockwise upward circular arc to the right side to the horizontal position,
then down and continue the circle till it reaches the left side, completely extended in a straight line.
The moving right hand does not bend and remains completely stretched. The left hand remains at
the same place i.e. in front of the chest in Sikhara Hasta Mudra. The body and the head follow the
right hand and finish facing the left side. Thus, the right profile of the body is to the audience. Eyes
follow the right hand and finish looking straight in front on the left side. The hand movement finish
at ‘tat’ and the leg movements finish at ‘yuma’. Remain in the same position till ‘Ta Tai’.

For the next ‘Dhit Taiyuma tat Ta Tai’ do the opposite of the ‘Dhit Taiyuma tat Ta Tai’ as
mentioned in the above paragraph i.e. the movements finish facing right side with the left profile
of the body to the audience.

Now for the next ‘Dhit Taiyuma tat Ta Tai’ do the same movement again as described

above in the 1% paragraph but facing front i.e. jump high and rotate 45 degree anticlockwise in the
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middle of the air to face the front or to face the audience. Thus, the movements finish with the
body facing to the audience.

For the next ‘Dhit Taiyuma tat Ta’ do the opposite of the ‘Dhit Taiyuma tat Ta’ as
mentioned above in thel®™ paragraph but facing front. Thus, the movements finish with the body
facing to the audience and the body leans forward with the weight of the body on the left leg. At
‘Tai’ come back to the starting position. Thus, bring the right leg to its starting position i.e. near
the left leg in Sama Pada position and at the same time bring the left hand back to its starting
position i.e. in front of the chest in Sikhara Hasta Mudra and look in front.

Now repeat the entire sequence as described in the four paragraphs above by starting with

the left side.
Photographs for Kaththi Adavu: —
Siro Bheda: Sama; Dysti Bheda: Sama; Left Hasta Mudra: Sikhara;
Right Hasta Mudra: Ardhachandra; Mandala Bheda: Prerita
Conclusion —

Thus the description of this Adavu given by king Tulaja— I, in Sarigita Saramrta resembles

Paaichal Adavu of present practising tradition. The rhythmic mnemonics or Sollukazzus mentioned
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by king Tulaja — I, does not match with the present usage of the Sollukaszus as he mentioned

‘thaitattattha - thaitaddhittam’ and at present the syllables used are ‘Dhit Taiyuma tat Ta Tai’.

The term or the name in Tamil language for this Adavu given by king Tulaja — I, in Sangita
Saramyta is Kudhicca ezhumburadu and in Samskrtam it is Utplutyotthana whereas the term
used in the present practising tradition for this Adavu is Paaichal Adavu with the first two
variations known by its syllables “Dhit - Taiyuma tat — Ta Tai”, the third variation known as
‘Kartar? or ‘Karthart’ Adavu and the fourth variation known as ‘Kaththi’ Adavu.

Thus the description matches but the syllables and terminology varies.
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7. Mardana — KudiccumEttadavu

FATTT HET AT EREl ALTEICT: |

STl AT ITTCref 8+ a<.... |
. TEATEATH ATegaataar &g ||
I afEers afgran ||
atrapi Bheda jayante bahavo laksyasamgata: |
utplutya bhimau parsnibhyam mardanam yatpu.... |
...mardanakhyanam natayavedavido vidu: 11
|1 taddhithaithai taddhittamtam 11

Meaning —

In this context also there are differences observed as per the definition of Lakshyyas (the
act). The act of jumping on the ground and rubbing again with the heels................. Natayaveda
scholars mention it as Mardana.

taddhithaithai taddhittamtam

Mardana — KudiccumEttadavu — In the practicing tradition it is called KudiccumEttadavu
or Kudditu Mettu Adavu or Kudittu Mettu Adavu. The term ‘Kuddichu’ or ‘Kudittu’ or
‘Kudiccu’ or ‘Kudditu’ in Tamil means to jump and ‘Mettu’ in Tamil means to stamp. ‘Mettu’ is
to press the heel down while the toes rest on the ground. In other words when the toes rest on the

ground and then while pressing the heel down the sound which is produced is ‘Mettu’. Both the
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feet are raised onto the toes with a slight jump and then strike the floor together with the heels.
Thus, it is to drop both the heels to strike the floor with forefoot resting on the ground.

A continuous rhythmic pattern is executed by the feet in the Adavus of this group for the

syllables “cf & of &1 of & o &I..." (‘Tai Ha Tai Hi Tai Ha Tai Hi...")™. These rhythmic syllables

employed in the present practising tradition are the same for each variety of this Adavu. Adopt the
basic stance of Bharatanatyam. At ‘Tai’ the body takes a little jump with the feet which have the
heels raised i.e. Agratalasancara feet. At ‘Ha’ the heels are lowered to strike the floor. At ‘Tai’
the jump on the toes is executed again i.e. with Agratalasancara feet and at ‘H1’ the heels are again
lowered to strike the surface flat. In this way in all the Adavus of this group the movement of the
feet is carried on. However, there are variations in the use of the hands and the body. In the present
practising tradition generally four variations of this Adavu are practised and hereunder they are

enumerated along with their syllables:

1%t KudiccumEttadavu or Kudditu Mettu Adavu or Kudittu Mettu Adavu

Tala — Adi (Caturasra Jati Tripura Tala)

Sollii — ¥ 8T o & o & o &... (Tai Ha Tai HI Tai Ha Tai HI...)

Angas—-100

1For this Adavu, ‘Tai Hath Tai Hi’ syllables are used by Jayalakshmi Eshwar in her book titled
Bharatnatiyam How to..., page no. 135-153; and ‘Tai ha Tai hi’ syllables are mentioned
by Padma Subrahmanyam in her article titled “Dance Notation of Adavus” published in a

book titled Bharatanaryam by Sunil Kothari, page no. 58-59.
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Starting Position

Siro Bheda: Sama; Dysti Bheda: Sama; Both Hasta Mudrah: Katakamukha;
Mandala Bheda: Ayata

This starting position is same for all the four variations of this Adavu.

Tala Notation for 1%t KudiccumEttadavu or Kudditu Mettu Adavu or Kudittu Mettu Adavu: —

Symbol: - Laghu =1

2 + 2 2 + 2 2 + 2 2 + 2 =16
ﬁ, E"T é-7 %7 é-v ET é-v %—!
Symbol: - Dhrutam =0 Symbol: - Dhrutam =0
2+ 2 2+ 2 =8| 2 + 2 2 o+ 2 =8
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1 KudiccumEttadavu or Kudditu Mettu Adavu or Kudittu Mettu Adavu — Adopt the
basic stance — Aramandi with Kafakamukha Hasta Mudra (hand gesture) in front of the chest. At
“Tai’ stretch the hands in Natyarambha posture to the sides, alter them to Alapadma Hasta Mudra
(hand gesture), move the right shoulder slightly backwards and the left shoulder slightly to the
front and turn the head to look at the right hand. The heels at ‘Tai’ are raised. At ‘Ha’ retain the
pose but strike the heels down. At ‘Tai’ again jump on the toes, change the hands again to
Katakamukha Hasta Mudra (hand gesture) and make the shoulders normally straight and make
the head straight and look in front. At ‘H1’ retain the same posture but strike the heels down. Follow
this by bringing the arms in front and by crossing them, the right arm being above and the hands
being in Alapadma Hasta Mudra (hand gesture) and bend the body slightly to the right side and
the head being slightly bent to the front and right side to look at the hands. This is done at ‘Tai
Ha’, with a jump on the toes at ‘Tai’ and the lowering of the feet by striking the heels at ‘Ha’. At
‘Tai’ the hands are again taken to the sides in Natyarambha posture with Katakamukha Hasta
Mudra (hand gesture) and with the body and the head coming back to the normal position and look
straight in front. Of course, as all along, at ‘Tai’ there is a jump on the toes with the heels raised
and at ‘HT’ retain the same pose but the heels are lowered to strike the floor. The entire sequence

is to be repeated by starting with the left side.
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Photographs for 1% KudiccumEttadavu or Kudditu Mettu Adavu or Kudittu Mettu Adavu: —

Siro Bheda: Paravrtta; Drsti Bheda: Sacr; Arms in Nagryarambha;
Both Hasta Mudrah: Alapadma; Mandala Bheda: Ayata

Siro Bheda: Paravrtta; Drsti Bheda: Sacr; Arms in Natyarambha;
Both Hasta Mudrah: Alapadma; Mandala Bheda: Ayata

Siro Bheda: Sama; Drsti Bheda: Sama; Arms in Naryarambha;

Both Hasta Mudrah: Katakamukha;, Mandala Bheda: Ayata
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Siro Bheda: Sama; Drsti Bheda: Sama; Arms in Naryarambha;
Both Hasta Mudrah: Katakamukha; Mandala Bheda: Ayata

Siro Bheda: Parivahita; Drsti Bheda: Avalokita; Both Hasta Mudrah: Alapadma;
Mandala Bheda: Ayata

Siro Bheda: Parivahita; Drsti Bheda: Avalokita; Both Hasta Mudrah: Alapadma;

Mandala Bheda: Ayata
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2nd KudiccumEttadavu or Kudditu Mettu Adavu or Kudittu Mettu Adavu

Tala — Adi (Caturasra Jati Tripuza Tala)

Sollii — 7 8T o & of & of &... (Tai Ha Tai Hi Tai Ha Tai Hi...)

Angas—-100

Tala Notation for 2" KudiccumEttadavu or Kudditu Mettu Adavu or Kudittu Mettu Adavu: —

Symbol: - Laghu =1

Repeat by starting with the left side.
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2"d KudiccumEttadavu or Kudditu Mettu Adavu or Kudittu Mettu Adavu — The starting
position is the same as in 1% KudiccumEttadavu or Kudditu Mettu Adavu or Kudittu Mettu
Adavu i.e. the body is in the basic stance of Bharatanatyam with the hands in Katakamukha Hasta
Mudra (hand gesture) in front of the chest. Look straight in front. The foot movement is also the
same, being common, as already explained, to all the Adavus in this family. At ‘Tai Ha” extend
the right arm behind the body, the hand being in Alapadma Hasta Mudra (hand gesture), and also
turn the body and the head back to look at the right hand. As always, at ‘Tai’ there is a jump on
the toes with the heels raised and at ‘Ha’ they strike flat. At ‘Tai HT” bring back the right hand and
give the initial pose, a jump on the toes with the heels being raised at ‘Tai’ and heels down at ‘H1’.
Then repeat the entire sequence by starting with the left side.

Now at ‘Tai’ take the right hand up to the right side with Tripataka Hasta Mudra (hand
gesture) above the head, palm facing to the front, and bend the body to the left and turn the head
to look at the raised right hand. The left hand remains at the original position i.e. in Kafakamukha
Hasta Mudra (hand gesture) in front of the chest. As always, at ‘Tai’ there is a jump on the toes
with the heels raised. At ‘Ha’ retain the same pose but bring the heels down. At ‘Tai’, tracing a
vertical arc bring the right arm below on the right side, near the right knee, palm facing the front,
and bend the body to the right and turn the head to look at the right hand. Keep the same original
position for the left hand. As always, at ‘Tai’ there is a jump on the toes with the heels raised. At
‘HT’ retain the same pose but bring the heels down. Then repeat the entire sequence on the left side
by keeping the right hand in Tripataka Hasta Mudra (hand gesture) in front of the chest and

moving the left hand first above the head and then vertically bringing it down near the left knee.
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Photographs for 2" KudiccumEttadavu or Kudditu Mettu Adavu or Kudittu Mettu Adavu: —

Siro Bheda: Paravytta;, Dysti Bheda: Sacr; Right arm stretched at the back;
Left Hasta Mudra: Katakamukha, Right Hasta Mudra: Alapadma; Mandala Bheda: Ayata

Siro Bheda: Paravrtta; Dysti Bheda: Sact, Right arm stretched at the back;
Left Hasta Mudra: Katakamukha, Right Hasta Mudra: Alapadma; Mandala Bheda: Ayata

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Katakamukha,

Mandala Bheda: Ayata
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Siro Bheda: Sama; Dysti Bheda: Sama; Both Hasta Mudrah: Katakamukha;
Mandala Bheda: Ayata

Siro Bheda: Utksipta; Drsti Bheda: Ullokita; Left Hasta Mudra: Katakamukha;
Right Hasta Mudra: Tripataka, Mandala Bheda: Ayata

Siro Bheda: Utksipta; Dysti Bheda: Ullokita; Left Hasta Mudra: Katakamukha;

Right Hasta Mudra: Tripataka;, Mandala Bheda: Ayata
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Siro Bheda: Paravytta and Adhomukha; Dysti Bheda: Avalokita;
Left Hasta Mudra: Katakamukha;, Right Hasta Mudra: Tripataka; Mandala Bheda: Ayata

Siro Bheda: Paravytta and Adhomukha; Drsti Bheda: Avalokita,;
Left Hasta Mudra: Katakamukha, Right Hasta Mudra: Tripataka; Mandala Bheda: Ayata

3rd KudiccumEttadavu or Kudditu Mettu Adavu or Kudittu Mettu Adavu

Tala — Adi (Caturasra Jati Tripuza Tala)

Sollii — 8T o &Y o & o &Y... (Tai Ha Tai Hi Tai Ha Tai Hi...)

Angas—-100
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Tala Notation for 3™ KudiccumEttadavu or Kudditu Mettu Adavu or Kudittu Mettu Adavu: —

Symbol: - Laghu =1

3rd KudiccumEttadavu or Kudditu Mettu Adavu or Kudittu Mettu Adavu — The starting position
is the same as above and the foot movement is also the same. At ‘Tai Ha’ extend the left arm to
the left side in Natyarambha posture with Pataka Hasta Mudra (hand gesture) and extend the right
arm with Alapadma Hasta Mudra (hand gesture) in an angle i.e. towards down front left corner
and also bend the body slightly to the right and look at the right hand. As always, at ‘Tai’ there is
a jump on the toes with the heels raised. At ‘Ha’ retain the same pose but bring the heels down. At
‘Tai HT” make the upper body straight and bring the right hand to its original position in front the
chest and change it to Katakamukha Hasta Mudra (hand gesture) and look straight in front. Of

course, as all along, at “Tai’ there is a jump on the toes with the heels raised and at ‘H1’ retain the
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same pose but the heels are lowered to strike the floor. Repeat the sequence again on the same

side. Follow this by repeating the entire sequence twice by starting with the other side.

Photographs for 3" KudiccumEttadavu or Kudditu Mettu Adavu or Kudittu Mettu Adavu: —

Siro Bheda: Parivahita; Drsti Bheda: Avalokita; Left arm in Natyarambha,
Left Hasta Mudra: Pataka; Right Hasta Mudra: Alapadma; Mandala Bheda: Ayata

Siro Bheda: Parivahita; Dysti Bheda: Avalokita; Left arm in Natyarambha;
Left Hasta Mudra: Pataka; Right Hasta Mudra: Alapadma; Mandala Bheda: Ayata
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Siro Bheda: Sama; Dysti Bheda: Sama; Left arm in Natyarambha;
Left Hasta Mudra: Pataka; Right Hasta Mudra: Katakamukha, Mandala Bheda: Ayata

Siro Bheda: Sama; Drsti Bheda: Sama; Left arm in Natyarambha;
Left Hasta Mudra: Pataka; Right Hasta Mudra: Katakamukha, Mandala Bheda: Ayata

4th KudiccumEttadavu or Kudditu Mettu Adavu or Kudittu Mettu Adavu

Tala — Adi (Caturasra Jati Tripura Tala)

Sollii — 8T o & of & o &Y... (Tai Ha Tai Hi Tai Ha Tai Hi...)

Angas—-100
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Tala Notation for 4t KudiccumEttadavu or Kudditu Mettu Adavu or Kudittu Mettu Adavu: —

Symbol: - Laghu =1

4t KudiccumEttadavu or Kudditu Mettu Adavu or Kudittu Mettu Adavu — Adopt the starting
position i.e. Aramandi with Katakamukha Hasta Mudra (hand gesture) in front of the chest. At
‘Tai Ha’ extend both the hands straight in front and down with Alapadma Hasta Mudra (hand
gesture) facing to the front and bend the body slightly to the front and also bend the head to look
at the hands. As always, at ‘Tai’ there is a jump on the toes with the heels raised and at ‘Ha’
retaining the same pose the heels are lowered to strike flat on the floor. At ‘Tai H” make the upper
body and head straight and bring both the hands to their original position in front of the chest and

change them to Katakamukha Hasta Mudra (hand gesture) and look straight in front. Of course,
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as all along, at ‘Tai’ there is a jump on the toes with the heels raised and at ‘H1’ retain the same

pose but the heels are lowered to strike the floor. Repeat the entire sequence again.

Photographs for 4" KudiccumEttadavu or Kudditu Mettu Adavu or Kudittu Mettu Adavu: —

Siro Bheda: Adnomukha; Dysti Bheda: Avalokita; Arms are completely stretched;
Both Hasta Mudrah: Alapadma; Mandala Bheda: Ayata

<-‘

Siro Bheda: Adhomukha; Drsti Bheda: Avalokita; Arms are completely stretched;
Both Hasta Mudrah: Alapadma; Mandala Bheda: Ayata

The other photographs of this variation are same as in the 2" KudiccumEttadavu or Kudditu
Mettu Adavu or Kudittu Mettu Adavu.
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Conclusion —
The description of this Adavu mentioned in Sangita Saramrta by king Tulaja — I, exactly
correspond to the KudiccumEttadavu or Kudditu Mettu Adavu or Kudittu Mettu Adavu of the

present day practising tradition except for the change in the Solli or syllables. The rhythmic

mnemonics or Sollukayzus for this Adavu mentioned in Sargita Saramrta is ‘d e FI%FI’I?I’I?{

(‘taddhithaithai taddhittamtam”) whereas at present the Sollukagzus or syllables used for this Adavu
is ‘ot 87 of & o & o &...° (‘Tai Ha Tai Hi Tai Ha Tai Hi...").

Thus, the description and terminology of this Adavu as mentioned in Sarigita Saramrta

exactly corresponds to the present practising tradition except for the Sollukagzus or syllables.
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8. Santadaya — Bhramana

FeaTS TG e TAT qTad FH T |

dIT ATHT AT AT AedTSTHHITEAIH ||

santadayoddhrtya savyena padena bhramanam yatha |
Tattha vamena cetTattsyat santadayabhramanahvayam |1

Il dhaidha......... ¥
Meaning —
After striking the right foot, lift it up, make a round, and place it on the ground and repeat
it with the left is known as Santadaya Bhramana.

Dhaidha.........

Santadaya — Bhramapa - This movement resembles with Cutral or Sutral, current in
practising tradition of Bharatanatyam. The term Cutral or Sutral in Tamil means to whirl. This
involves balancing the weight of the body on one foot, while the other foot is made to swirl round.
In the current practising tradition of Bharatanatyam Cutral or Sutral is executed as follows - one
foot is placed back on its heel and the round is taken by the other foot by lifting it up?. The

rhythmic syllables used are Ta Kka Dhi Mi Ta Kka Jha nu. Here usually the hand above the head

2Different schools do it differently. For example - Two different ways of executing Sutral are
mentioned by Dr. Padma Subrahmanyam in her article titled “Dance Notation of Adavus”

published in a book titled Bharatanaryam by Sunil Kothari, page no. 73-76. For details see

her article.
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IS in Kazakamukha and the hand stretched in front is in Alapadma, ending as Kasakamukha in front
of the chest. Tripataka hand may also be used as per the uses of single hand gestures mentioned in
Abhinaya Darpana of Acharya Nandik&$rvara. In the present practising tradition it is followed by
the Pakka Adavu in Tillana particularly.

It is executed in Caturasra Tala. The syllables used are — ‘Ta Kka Dhi Mi Ta Kka Jha nu’

(dFr A ITFR A uT’). In the present practising tradition it is not practised along with

the other Adavu groups.

Scholars like V. S. Radhika in her unpublished thesis have described this as Sugral Adavu
with the syllables ‘That tai tam dhit tai tam’. Scholars like Mrinalini Sarabhai in her book titled
Understanding Bharatanatyam have given the photographs of the Tat tai tam Adavu under the
heading of Shutru Adavu. The Tat tai tam Adavu (known by its syllables) of the present practice
does not have Sutral or whirl instead some variations of Tat tai tam Adavu have half turns. Thus,
as some variations of Tat tai tam Adavu have half turns embedded in them, it seems this may be
the reason that Cutral or Sutral is used by these scholars. However full whirl is what | will call as
Shutru or Sugral or Cutral or Sutral. The following is the description for the execution of Cutral

or Sutral along with the rhythmic syllables:
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Starting Position

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Katakamukha;
Mandala Bheda: Sthanaka; Sthanaka Bheda:. Samapada

Cutral or Sutral - Syllable is Ta Kka Dhi Mi Ta Kka Jha nu.

d Fh f&r C} d Feh ) oI

Cutral or Sutral — Stand straight with left hand above the head in Katakamukha and right hand in
front of the chest in Kazakamukha. At ‘Ta Kka’ lift the left leg and place it back on heels. At the
same time turn the body to face the left, stretch the right hand in front in Alapadma and look
straight in the direction of the stretched right hand. Now at ‘Dhi’ lift the right leg to touch the back
and completely turn the body back with left hand at the same position i.e. above the head in

Kartakamukha and the right hand moves along with the body, still stretched completely facing left
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holding Alapadma. At ‘Mi’ right leg joins the left leg in Sama Pdada facing front. Thus, the body
completes the turn and come back to the Starting position and at the same time right hand also
completes the circle along with the body and comes back to its Starting position i.e. in front of the
chest in Katakamukha. Thus, in this way one circle is completed. The whirling starts from the left
side by placing the left leg back on heels. Now, repeat the whole process of whirling by starting
on the right side by placing the right leg back on heels on the syllables Ta Kka Jha nu. For details
see the photographs.

Photographs for Cutral or Sutral: —

Siro Bheda: Sama; Dysti Bheda: Sama; Left Hasta Mudra: Katakamukha;
Right Hasta Mudra: Alapadma; Place the left leg back from the Samapada Sthanaka

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Katakamukha;

Mandala Bheda: Sthanaka; Sthanaka Bheda:. Samapada
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Conclusion —

Cutral or Sutral of the present day practising tradition complies with the description
mentioned in Sarngita Saramyta but instead of striking one foot and taking a round with the same
foot by lifting it up, one foot is placed back on its heel and the round is taken by the other foot by

lifting it up. The term and the Sollukaszu or syllable varies from what Tulaja — I, have mentioned

here. The Sollukaszu or syllable mentioned in Sargita Saramyta is ‘S’ (‘Dhaidha’) whereas in

today’s practising tradition the Sollukayu or syllable used are ‘d & ™ & O & &1 T (‘Ta

Kka Dhi Mi Ta Kka Jha nu’).

The description of this Adavu Santadaya — Bhramana as mentioned in Sangita Saramrta
also resembles with the Adavu practised in the present day tradition by Kuichipiidi dancers. They
strike the right foot, lift it and swirl round in circular movement while balancing the body weight

on the left foot. The same is repeated starting with the left foot. The Sollukazzu or syllable used

here is “G0TedT F2ITAT TFehcdT YUTedT T2ITAT doFehcdd” (‘dhanatta thyiyyarh takkatta dhanatta

thyiyyam takkattai’).
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9. Samtadya parsnikugrana— Tagtimegfadavu

e TS HAATATSIT IS T Faed i |
FATE HATST ATISTggATed T2 9o ||
AT UTeuTgeeq ||
|| FefeHeesT ||
I =0 T2 ||

santadya savyavamabhyam parsnibhyam kuttanam bhuvi |
kramaccet samtadya parsnikuttanakhyam tatha bhavet i1
samtadya parsnikuttanam 11
|l tattimettadavu 11
|l thaiyyathai thaiyyathai 1
Meaning —
Hit the ground with the right heel and then with the left alternately is called as Parsni
Kugrana.
Beating the ground and tapping the heels (FaTer ‘Tﬁ@ﬁ-ﬂ{) is called Tagfimegradavu.

thaiyyathai thaiyyathai

Samtadya parsnikugrana— Tagtimegtadavu — In the present practice it is called Tagimegra
or Thatti Mettu. The terms ‘Tagfi’ or ‘Thatti’ or ‘Thattu’ or ‘Tagfu’ mean to strike the floor flatly
with the whole sole and ‘Mettu’ means to stamp or press the heel down while the toes rest on the
ground. In other words when the toes rest on the ground and then while pressing the heel down the

sound which is produced is ‘Mettu’. Adopt the basic stance (Aramandi) positioning the feet in
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right angle with wrists on the waist and keeping the head in Sama and eyes looking in front i.e.
Sama Drsti, raise the right foot and then strike it hard on the floor with its flat sole. The same foot
strikes the floor with the heel or the other foot is made to strike the floor with its forepart and then
with the heel. Thus, the heel is stamped, while the forefoot rests on the ground. The technical term
for this is Udghazrita. It is also performed in the basic stance (Aramandi) with both the feet facing
side. It can be performed in all the five Jatis:

1. Tisra (Three Beats) — Syllable is Ta KKki ta.

2. Caturasra (Four Beats) - Syllable is Ta Kka Dhi Mi.

3. Khangda (Five Beats) - Syllable is Ta Kka Ta KKki ta.

4. Misra (Seven Beats) - Syllable is Ta Kka Dhi Mi Ta KKki ta.

5. Sankirpa (Nine Beats) - Syllable is Ta Kka Dhi Mi Ta Kka Ta KKki ta.!3
The following are the detailed description for the execution of Tagfimegra or Thatti Mettu along

with their rhythmic syllables:

13<Tak Kit Ta’ syllables for Tisra, ‘Tak Ka Dhim Mi’ syllables for Caturasra, ‘Tak Ka Tak Kit
Ta’ syllables for Khangda, ‘Tak Kit Ta Tak Ka Dhim Mi’ syllables for Misra and the
syllables ‘Tak Ka Dhim Mi Tak Ka Ta Kit Ta’ for Sankirpa are mentioned by Jayalakshmi
Eshwar in her book titled Bharatnatiyam How fto..., page no. 333-336; and ‘Ta Ki Ta’
syllables for Tisra, ‘Ta Ka Dhi Mi’ syllables for Caturasra, ‘Ta Ka Ta Ki Ta’ syllables for
Khangda, ‘Ta Ka Dhi Mi Ta Ki Ta’ syllables for Misra and the syllables ‘Ta Ka Dhi Mi Ta
Ka Ta Ki Ta’ for Sankirpa are mentioned by Padma Subrahmanyam in her article titled
“Dance Notation of Adavus” published in a book titled Bharatanaryam by Sunil Kothari,

page no. 54-55.
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Starting Position

Siro Bheda: Sama; Drsti Bheda: Sama; Wrists on the waist; Position the Feet in right angle

This starting position is same to perform in all the five Jatis.

1. Tisra (Three Beats) — Syllable is Ta Kki ta.

d F T

At ‘Ta’ raise the right foot and strike it hard on the floor with its flat sole (to move forward, strike
the right foot slightly forward). Now at ‘KKki’ lift the left foot and place it on the floor with its
forepart, at ‘ta’ lower the heel of the left foot. Here while lowering down the heel, the Pada Bheda

(foot movement) becomes Udghayrita (as per Natyasastra).
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Photographs for Tisra (Three Beats): —

Siro Bheda: Sama; Drsti Bheda: Sama; Wrists on the waist; Position the Feet in right angle;
Raise the right foot and strike it hard on the floor with its flat sole

Siro Bheda: Sama; Drsti Bheda: Sama; Wrists on the waist; Position the Feet in right angle; Lift
the left foot and place it on the floor with its forepart

Siro Bheda: Sama; Dysti Bheda: Sama; Wrists on the waist; Position the Feet in right angle;

Lower the heel of the left foot
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2. Caturasra (Four Beats) - Syllable is Ta Kka Dhi Mi.

d Fh or &

At “Ta’ raise the right foot and strike it hard on the floor with its flat sole (to move forward, strike
the right foot slightly forward). At ‘Kka’ raise the heel of the right foot and then press it hard on
the floor. Now at ‘Dhi’ lift the left foot and place it on the floor with its forepart, at ‘“Mi’ lower the
heel of the left foot. Here at ‘Kka and Mi’, the foot movement is again Udghaita (as per
Natyasastra).

Photographs for Caturasra (Four Beats): —

Siro Bheda: Sama; Drsti Bheda: Sama; Wrists on the waist; Position the Feet in right angle;

Raise the heel of the right foot and then press it hard on the floor

The other photographs are same as described above for Tisra (Three Beats).
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3. Khanga (Five Beats) - Syllable is Ta Kka Ta Kki ta.

d T d T T

At ‘Ta Kka’ raise the right foot and strike it hard on the floor with its flat sole. Now ‘Ta Kki Ta’

is same as ‘Ta KKi Ta’ of Tisra (Three Beats).

Photographs are same as described above for Tisra (Three Beats).

4. Misra (Seven Beats) - Syllable is Ta Kka Dhi Mi Ta KKki ta.

d Fh for & d T T

For “Ta Kka Dhi Mi’ do the same as described above for Caturasra (Four Beats) and for ‘Ta KKi

ta’ do the same as described for Tisra (Three Beats).

Photographs are also same as described above for Caturasra (Four Beats) and Tisra (Three Beats).

168



5. Sankirpa (Nine Beats) - Syllable is Ta Kka Dhi Mi Ta Kka Ta KKki ta.

d Fh 3] & d &6 d E: T

The execution of ‘Ta Kka Dhi Mi’ is same as described above for Caturasra (Four Beats). At ‘Ta
Kka’ raise the right foot and strike it hard on the floor with its flat sole. Now ‘Ta KKi ta’ is same
as ‘Ta KKi ta’ of Tisra (Three Beats). Photographs are same as described above for Caturasra
(Four Beats) and Tisra (Three Beats).

There is no specific hand movement for this group of Adavu. When this Adavu is used in
expressive dance then the hands perform various gestures to suit the meaning of the chosen songs.
Some schools practice this Adavu with different specific hand movement for all the five Jatis. The

importance of this Adavu is that it plays a major role in the Nrtta items of Bharatanatyam repertoire.

Conclusion —

The description of this Adavu given in Sangita Saramrta resembles to the Tagfimegra or

Thatti Mettu of the present practising tradition. The Sollukazu or syllable (3o Iz

thaiyyathai thaiyyathai) of the Tagsimesradavu mentioned in Sarngita Saramrta text is presently

not in use because the same Adavu is taught as (ti?lc‘ri?aT) Pancanada Adavu and thus, the Sollukazzu

or syllable of each Jatis is rendered.
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10. Mrdusparsana — Anukkura Adavu

T FAATHISTH ATegT eI HAT |

[Nl enN

EIECKEINGHYRL

T ST Fead
sammelya savyavamanghri tabhyam bhusparsanam kramat |
drutagatya tadeva syat mrdusparsanasamjiakam 1|
Il anukkura adavu 11
|| taddhithai taddhitta-ta 11
etani trinyanekani kalpanacitritatvata (ta: ?) 11
Meaning —
Joining together both the right and left ankles, gradually touching the ground using or
applying the Druta (fast) Gati (speed) should be known as Mrdusparsana. This is called
Anukkura Adavu.

The syllables are — taddhithai taddhitta-ta

According to creativity varied movements of these three are possible.

Mrdusparsana — Anukkura Adavu — This Adavu is identified as Nadar of the present
practising tradition. The term ‘Nadar” means to walk. The danseuse places the foot with its flat
sole gently on the ground alternatively (right and left) in the process to move back. While moving

back, the right leg is placed behind and the left leg is lifted and positioned on the heel. In this way
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Nadar involves walking either backwards, diagonally or sideways to the front etc. employing
varied hand movements.

In the present practising tradition it is not practised along with the other Adavu groups. The
execution of Nadar is simple and it is used either in the beginning or in between rhythmic dance
sequences. It is also used as a choreographic ornamentation in between the Nytya dance portions.

The Nadar is executed in Caturasra Tala in the present practising tradition of

Bharatanatyam. The syllables used are — “Ta Kka Dhi Mi TaKka Jhanu’ (‘d & & & T &
ST D). In Sangita Saramyta the syllables mentioned for this Adavu is ‘taddhithai taddhitta-ta’

(afgd o afgear-ar). The following is the description for the execution of Nadai along with

the rhythmic syllables:

Starting Position

Siro Bheda: Sama; Drsti Bheda: Sama; Wrists on the waist;
Mandala Bheda: Sthanaka; Sthanaka Bheda:. Samapada

This starting position is same for all the variations of Nadar.
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(i) Nadar (backwards) - Syllable is Ta Kka Dhi Mi Ta Kka Jha nu.

d Fh o & d Fh T o7

At ‘Ta Kka’ raise the right foot and strike it on the floor with its flat sole. At ‘Dhi Mi’ again raise
the right foot and now place it back, to move back. In the process of keeping the right foot back,
the left foot rests on its heel. Repeat the same with the left foot. In order to walk back, continue to

do this with both the foot alternately.

Photographs for Nadar (backwards): —

Siro Bheda: Sama; Drsti Bheda: Sama; Wrists on the waist;
Mandala Bheda: Sthanaka; Sthanaka Bheda:. Samapada
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Siro Bheda: Sama; Dysti Bheda: Sama; Wrists on the waist;
Keep the right foot back from the Samapada Sthanaka

(i1) Nadar (towards front) - Syllable is Ta Kka Dhi Mi Ta Kka Jha nu.

d Fh for It:] d Fh T o7

At ‘Ta’ raise the right foot and taking a slight dip place it on the floor with its flat sole at ‘Kka’. In
the process of keeping the right foot front, the left foot rests on its toes (Kuricita). Repeat the same

with the left foot. In order to walk front, continue to do this with both the foot alternately.
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Photographs for Nadar (towards front): —

Siro Bheda: Sama; Dysti Bheda: Sama; Wrists on the waist;

Keep the right foot front from the Samapdada Sthanaka

Conclusion —
The description of this Adavu in the Sarngita Saramrta corresponds to the execution of the
Nadar of the present day practise except for the change in the Terminology and the Sollukazzu or

syllables used. The syllables mentioned in Sarngita Saramrta for this Adavu is ‘taddhithai

taddhitta-ta’ (‘afgd o TTgedr-ar) whereas in the present practise the syllables used are — ‘Ta

Kka Dhi Mi Ta Kka Jhanu’ (‘d & f& T @ @ &1 o1). Similarly, the terminology used for

this Adavu in Sangita Saramyta is Anukkura Adavu whereas in the present day practise it is called

Nadar.
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11. Karsana — Simira Adavu
TIAISAHTEATT ITETHIT FUI A |
FATTHATL AT TI<h FH T ||

I farfiT s 11
1 9239 |

\‘SC"%C*«III(EBW-IQ*‘I Ag @l edidnd] 1
FHTCTIRITICOT T HY T S I

FATIRTAT ATEIR: Tk FHTaTaa ||
|| FEIHT ||
IRRRRE

FTRATATCHRTAG&T: TLAHAT ||
ardhamandalamasthaya padabhyam karsanam bhuvi |
savyapasavyatascet syat proktam karsanahvayam 1|

Il Simira adavu |1

|l thaiyyathai 1
utplutyadiprabhedena tadBheda: syuranekadha 11
kramatprapadaparsnibhyam karsanam bhuvi parsvayo: |
drutadigatya natyajiaih proktam karsanapadakam 11
|l kadasakalu 11
|l thaithaithaithai 1

karadivyaparaBhedattadBheda: syuranekadha 11
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Meaning —

Stand in the Ardha Mandala, drag the foot on the ground in clockwise and anti-clockwise
direction. This is known as Karsana.

It is called Simira Adavu.

Syllable - thaiyyathai

There can be several variations like jumping etc.

Rubbing the ground gradually standing on the toes and then the heels on the sides using
Druta Gatis is called Karsanapadaka by the scholars of Narya.

kadasakalu

Syllable — thaithaithaithali

Based on the hand movements it can be of many kinds.

Karsana — Simira Adavu - King Tulaja — |, has called this Adavu as Simira Adavu but its
description matches with the Pakka Adavu of the present day practising tradition. The term
‘Pakka’ means side. The accent here is on movement which is either sideways or diagonally
towards the corners.}* Movements to cover the space are introduced in this Adavu. In this Adavu
both the feet are placed closely with one foot in Kuficita behind the other with flat sole. After

taking a jump with both the feet together in Samapada, the feet are moved in different geometrical

4Sarabhai, Mrinalini. Understanding Bharata Natyam. Ed.3. Ahmedabad: The Darpana Academy
of Performing Arts, 1981: 33. Dr. Padma Subrahmanyam explains it differently. For details
see her article titled “Dance Notation of Adavus” published in a book titled Bharatanatyam

by Sunil Kothari, page no. 55-58.
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patterns, covering extensive space with one foot in Kuficita behind the other with flat sole.
It is also called by its syllables “Ta Tai Tai Ta’*. There are four variations in this Adavu.
The syllables remains the same for each variety of the Adavu. The following are the variations in
this group of Adavus:
15t Pakka Adavu or Ta Tai Tai Ta

Tala — Adi (Caturasra Jati Tripuza Tala)

Solli —aT & o ar f& & & ar (Ta Tai Tai Ta Dhi Tai Tai Ta)

Angas—-100

Starting Position

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Pataka; Mandala Bheda: Ayata

®For this Adavu, ‘Ta Tai Tai Ta Dhit Tai Tai Ta’ syllables are used by Jayalakshmi Eshwar in her
book titled Bharatnatiyam How to..., page no. 103-132; ‘Ta Tai Tai Ta Ta Tai Tai Ta’
syllables are mentioned in a book titled Dancing Bharatanatyam, a Manual on Adavus the
basic ‘Dance-Units’ of the Art by Mohan Khokar, page no. 26-29; and ‘Ta Tai Tai Ta Dhi
Tai Tai Ta’ syllables are used by Rathna Kumar in her work titled Adavus, Basic Dance

units of Bharatanatyam — a unique Dance notation, page no. 16.
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Tala Notation for 1%t Pakka Adavu or Ta Tai Tai Ta: —

Symbol: - Laghu =1

Symbol: - Dhrutam =0
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Symbol: - Laghu =1

Symbol: - Dhrutam =0

15t Pakka Adavu or Ta Tai Tai Ta — Adopt the basic stance and hold the hands in Pataka Hasta
Mudra (hand gesture) with the palms facing upwards and in a horizontal position in front of the
chest. At ‘Ta’ stamp the right foot at the same place; at ‘Tai’ take the right foot a little to the right
side and stamp again; at the next ‘Tai’ bring the left foot behind the right and strike the left toes;
at “Ta’ stamp the right foot again at the same place. Co-ordinate these movements of the feet with
those of the hands i.e. at ‘Ta’ the right hand with the starting Hasta Mudra (hand gesture) is
stretched completely in front. This hand is then moved in a big sweeping horizontal curve for ‘Tai

Tai’, so that at the ‘Tai’ the right hand stretches out fully to the right and at the second ‘Tai’ the

179



right hand stretches out fully to the back. At “Ta’ the right hand returns to its original position but
now with Kafakamukha Hasta Mudra (hand gesture). For ‘Dhi Tai Tai Ta’ the same movement is
repeated on the left side, starting the steps with the left foot and using the left hand to trace the
arc.1

Then the syllables ‘“Ta Tai Tai Ta Dhi Tai Tai Ta’ are repeated in this way: At ‘Ta Tai Tai
Ta’ the foot movement is done to the right side, as described above. With this the hands are moved
as follows: at “Ta’ the left hand is near the front shoulder turned erect in Tripataka Hasta Mudra
(hand gesture) facing outward i.e. palm facing front; at ‘Tai Tai Ta’ the hand is gradually moved
straight to the front, palm erect and facing the front all the time. At ‘Dhi Tai Tai Ta’ the feet follow
the steps described for ‘Dhi Tai Tai Ta’ above and the left hand is gradually moved back to the
starting position while at the same time the right hand which is also turned erect in Tripataka Hasta
Mudra (hand gesture) facing outward i.e. the palm facing front is moved to the front as was done
earlier with the left hand. The entire sequence is then repeated from the beginning by starting the

movements on the left side.

181n some schools, from front of the chest, the right hand is circled as Alapadma in a big sweeping
horizontal curve at the level of the shoulder and brought back from behind to the front of
the chest as Katakamukha. The left hand remains as Katakamukha in front of the chest. For

‘Dhi Tai Tai Ta’ the same movement is repeated on the left side.
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Photographs for 15t Pakka Adavu or Ta Tai Tai Ta: —

Siro Bheda: Paravrtta; Drsti Bheda: Sama; Both Hasta Mudrah: Pataka;
Mandala Bheda: Prerita

Siro Bheda: Paravrtta; Drsti Bheda: Sacr; Right arm stretched at the back;

Both Hasta Mudrah: Pataka, Mandala Bheda: Back Svastika
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Siro Bheda: Sama; Drsti Bheda: Sama; Left Hasta Mudra: Pataka;
Right Hasta Mudra: Katakamukha; Mandala Bheda: Back Svastika

Siro Bheda: Sama; Drsti Bheda: Sama; Left Hasta Mudra: Pataka;
Right Hasta Mudra: Katakamukha, Mandala Bheda: Ayata

Siro Bheda: Paravrtta; Drsti Bheda: Sama; Left Hasta Mudra: Pataka,

Right Hasta Mudra: Katakamukha; Mandala Bheda: Prerita
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Siro Bheda: Paravytta;, Dysti Bheda: Sacr; Left arm stretched at the back;
Left Hasta Mudra: Pataka; Right Hasta Mudra: Katakamukha; Mandala Bheda: Back Svastika

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Katakamukha;
Mandala Bheda: Back Svastika

Siro Bheda: Sama; Drsti Bheda: Sama; Left Hasta Mudra: Tripataka;

Right Hasta Mudra: Katakamukha, Mandala Bheda: Ayata
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Siro Bheda: Sama; Dysti Bheda: Sama; Left Hasta Mudra: Tripataka;
Right Hasta Mudra: Katakamukha; Mandala Bheda: Prerita

Siro Bheda: Sama; Drsti Bheda: Sama; Left Hasta Mudra: Tripataka,
Right Hasta Mudra: Katakamukha; Mandala Bheda: Back Svastika

Siro Bheda: Sama; Drsti Bheda: Sama; Left Hasta Mudra: Tripataka;

Right Hasta Mudra: Katakamukha; Mandala Bheda: Back Svastika
184



Siro Bheda: Sama; Dysti Bheda: Sama; Both Hasta Mudrah: Tripataka; Mandala Bheda: Prerita

§Ia
&

Siro Bheda: Sama; Dysti Bheda: Sama; Both Hasta Mudrah: Tripataka;

Mandala Bheda: Back Svastika
185



Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Tripataka;
Mandala Bheda: Ayata

2"d Pakka Adavu or Ta Tai Tai Ta

Tala — Adi (Caturasra Jati Tripura Tala)

Solli —aT & o ar & & & ar (Ta Tai Tai Ta Dhi Tai Tai Ta)

Angas—-100

Starting Position

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Katakamukha;

Mandala Bheda: Ayata
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Tala Notation for 2" Pakka Adavu or Ta Tai Tai Ta: —

Symbol: - Laghu =1

Symbol: - Dhrutam =0 Symbol: - Dhrutam =0
2 + 2 2 + 2 =8| 2 + 2 2 + 2 =8
%l b é’ ) é’ ) aT H)

2"d Pakka Adavu or Ta Tai Tai Ta — Adopt the basic stance and hold the hands in Kazakamukha

Hasta Mudra (hand gesture) in front of the chest. For ‘Ta Tai Tai Ta’ the movements of the feet

are the same as in (i) above. The movement of the right hand is as follows: at ‘Ta’ the right hand,

which is in Katakamukha Hasta Mudra (hand gesture), is given a slight dip and then raised again;

the hand is then changed to Alapadma Hasta Mudra (hand gesture) and for ‘Tai Tai Ta’ it is made
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to trace a big arc in the vertical plane starting from the front of the chest and going high above the
head across to the right. The head and eyes also follow the direction of the right hand in motion.
After completing ‘Ta Tai Tai Ta’ in this manner come the syllables ‘Dhi Tai Tai Ta’ and with
these the whole movement is reversed. Thus, at ‘Dhi’ the body is in the pose of the last ‘Ta’ of ‘Ta
Tai Tai Ta’ and while striking the left foot at the same place the right hand gives a dip at its position
on the extreme right. The movements of the feet are reversed for ‘Tai Tai Ta’ and the right hand
traces back the same arc, with the head and the eyes following it, and returns to the original pose
at ‘Ta’; the right hand begins, at ‘Dhi’, with Alapadma Hasta Mudra (hand gesture) and as it traces
the arc it gradually changes to Katakamukha Hasta Mudra (hand gesture) by the time it reaches
its final position in front of the chest. The entire sequence is then repeated by starting with the left
side. In this way after doing it right and left side, do the same by turning the body completely
towards left and right.

Once this set is over, repeat the entire set by starting from the left side. Here also after
doing left and right side, do the same by turning the body completely towards right and left.

Photographs for 2"d Pakka Adavu or Ta Tai Tai Ta: —

Siro Bheda: Sama; Drsti Bheda: Sama; Left Hasta Mudra: Katakamukha,

Right Hasta Mudra: Alapadma; Mandala Bheda: Ayata
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Siro Bheda: Udvahita; Drsti Bheda: Ullokita; Left Hasta Mudra: Katakamukha;
Right Hasta Mudra: Alapadma; Mandala Bheda: Prerita

Siro Bheda: Udvahita; Dysti Bheda: Ullokita; Left Hasta Mudra: Katakamukha;
Right Hasta Mudra: Alapadma; Mandala Bheda: Back Svastika
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Siro Bheda: Paravrtta; Drsti Bheda: Sact; Left Hasta Mudra: Katakamukha,
Right Hasta Mudra: Alapadma; Mandala Bheda: Back Svastika

Siro Bheda: Paravrtta; Drsti Bheda: Sacr; Left Hasta Mudra: Katakamukha;
Right Hasta Mudra: Alapadma; Mandala Bheda: Ayata

190



Siro Bheda: Udvahita; Drsti Bheda: Ullokita; Left Hasta Mudra: Katakamukha;
Right Hasta Mudra: Alapadma; Mandala Bheda: Prerita

Siro Bheda: Udvahita; Drsti Bheda: Ullokita; Left Hasta Mudra: Katakamukha;
Right Hasta Mudra: Alapadma; Mandala Bheda: Back Svastika
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Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Katakamukha;
Mandala Bheda: Ayata

3"d Pakka Adavu or Ta Tai Tai Ta

Tala — Adi (Caturasra Jati Tripuza Tala)

Solli —aT & o ar & & & ar(Ta Tai Tai Ta Dhi Tai Tai Ta)

Angas—-100

Starting Position

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: dola; Mandala Bheda: Ayata
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Tala Notation for 39 Pakka Adavu or Ta Tai Tai Ta: —

Symbol: - Laghu =1

3rd Pakka Adavu or Ta Tai Tai Ta — Adopt the basic stance i.e. Aramandi and hold the right hand
in dola Hasta Mudra (hand gesture) in front of the chest and leave the left hand down on the left
side in dola Hasta Mudra (hand gesture). At ‘“Ta’ touch the right foot with the heel on the ground
and continue the swing of the right leg and at ‘Tai’ stamp it on the ground a little to the right side;
at the next ‘Tai’ bring the left foot behind the right and strike the left toes; at “Ta’ stamp the right

foot again at the same place. Co-ordinate these movements of the feet with those of the hands i.e.
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at ‘Ta’ the right hand which is in front of the chest in dola Hasta Mudra (hand gesture), is given a
slight dip and then raised again; for ‘Tai Tai Ta’ it is made to trace a big arc in the vertical plane
starting from the front of the chest and going high above the head across to the right and ending
with Pataka Hasta Mudra (hand gesture). The head and eyes also follow the direction of the right
hand in motion. After completing ‘Ta Tai Tai Ta’ in this manner come the syllables ‘Dhi Tai Tai
Ta’ and with these the whole movement is reversed. Thus, at ‘Dhi’ the body is in the pose of the
last “Ta’ of “Ta Tai Tai Ta’ and while touching the ground with the heel of the left foot and
swinging the left leg, the right hand gives a dip at its position on the extreme right. The movements
of the feet are reversed for ‘Tai Tai T2’ and the right hand traces back the same arc, with the head
and the eyes following it, and return to the original pose at ‘Ta’; the right hand begins, at ‘Dhi’,
with Pataka Hasta Mudra (hand gesture) and as it traces the arc it gradually changes to dola Hasta
Mudra (hand gesture) by the time it reaches its final position in front of the chest. The entire
sequence is then repeated by starting with the left side. In this way after doing it right and left side,
do the same by turning the body completely towards left and right.

Once this set is over, repeat the entire set by starting from the left side. Here also after

doing left and right side, do the same by turning the body completely towards right and left.
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Photographs for 3" Pakka Adavu or Ta Tai Tai Ta: —

Siro Bheda: Udvahita; Dysti Bheda: Ullokita; Both Hasta Mudrah: dola;
Touch the heel of the right leg on the ground and swing it from Ayata Mandala

Siro Bheda: Udvahita; Drsti Bheda: Ullokita; Left Hasta Mudra: dola;
Right Hasta Mudra: trace an arc from dola; Mandala Bheda: Prerita
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Siro Bheda: Udvahita; Drsti Bheda: Ullokita; Left Hasta Mudra: dola;

Right Hasta Mudra: trace an arc from dola; Mandala Bheda: Back Svastika

Siro Bheda: Paravrtta; Drsti Bheda: Sama; Left Hasta Mudra: dola;
Right Hasta Mudra: Pataka, Mandala Bheda: Back Svastika
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Siro Bheda: Paravrtta;, Dysti Bheda: Sama; Left Hasta Mudra: dola;
Right Hasta Mudra: Pataka;

Touch the heel of the left leg on the ground and swing it from Ayata Mandala

Siro Bheda: Udvahita;, Dysti Bheda: Ullokita; Left Hasta Mudra: dola;
Right Hasta Mudra: trace an arc from Pataka; Mandala Bheda: Prerita
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Siro Bheda: Udvahita;, Dysti Bheda: Ullokita; Both Hasta Mudrah: dola;
Mandala Bheda: Back Svastika

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: dola; Mandala Bheda: Ayata

4" Pakka Adavu or Ta Tai Tai Ta

Tala — Adi (Caturasra Jati Triputa Tala)

Solli —aT & o ar & & & & (Ta Tai Tai Ta Dhi Tai Tai Ta)

Angas-100
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Starting Position

Siro Bheda: Sama; Dysti Bheda: Sama; Both Hasta Mudrah: Katakamukha;
Mandala Bheda: Ayata

Tala Notation for 4" Pakka Adavu or Ta Tai Tai Ta: —

Symbol: - Laghu =1
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Symbol: - Dhrutam =0 Symbol: - Dhrutam =0

4™ pakka Adavu or Ta Tai Tai Ta — Stand straight with both feet close to each other and hold
the hand in Katakamukha Hasta Mudra (hand gesture) in front of the chest. At ‘Ta’ jump with
both the feet together in Samapada facing the left front corner and at the same time take both the
hands above the head fully stretched and turn the Hasta Mudra (hand gesture) to Alapadma. Look
at the hands above. At ‘Tai’ sit in Aramandi and now face towards front and at the same time hit
the right foot a little to the right side; at second ‘Tai’ bring the left foot behind the right and strike
the left toes i.e. the left foot is in Kuficita. At ‘Ta’ repeats as for 1% ‘Tai’; at ‘Dhi’ repeat as for
second ‘Tai’; at ‘Tai’ repeat as for 1% “Tai’ of ‘Ta Tai Tai Ta’ and now at second ‘Tai’ repeat as
for second ‘Tai’ of ‘Ta Tai Tai Ta’. For ‘Ta’ repeat as for 1% ‘Tai’ of ‘Ta Tai Tai Ta’ but join the
feet i.e. in the end both the feet are joined again in Aramandi and also lower the heel of the left
foot. Co-ordinate these movements of the feet with those of the hands i.e. the hands which were
fully stretched above the head in Alapadma Hasta Mudra (hand gesture) at ‘“Ta’ are made to trace
a big arc in the vertical plane starting from the high above the head across both the sides and are

slowly brought in front down almost touching the ground at the second ‘Tai’ of ‘Dhi Tai Tai Ta’
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and at ‘Ta’ are brought back straight to the starting position i.e. both the hands in Katakamukha
Hasta Mudra (hand gesture) in front of the chest. Along with the movement of the hand, body will
also bend towards left side; at second ‘Tai’ of ‘Dhi Tai Tai Ta’ the body will bend down in front
as the fully stretched hands in Alapadma Hasta Mudra (hand gesture) are almost touching the
ground. At ‘Ta’ when the hands are brought back to the starting position, the body will also come
back to its normal position of Aramandi with back straight and looks in front. The head and eyes
also follow the direction of the left hand in motion. The entire sequence is then repeated by starting
with the other side i.e. in this case, along with the movement of the hands, body will bend towards

right side and the head and eyes also follow the direction of the right hand in motion.

Photographs for 4" Pakka Adavu or Ta Tai Tai Ta: —

Siro Bheda: Udvahita; Drsti Bheda: Ullokita; Both Hasta Mudrah: Alapadma;
Mandala Bheda: Sthanaka; Sthanaka Bheda: Samapada
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Siro Bheda: Udvahita; Drsti Bheda: Ullokita; Both Hasta Mudrah: Alapadma,
Mandala Bheda: Prerita

-

Siro Bheda: Udvahita; Drsti Bheda: Ullokita; Both Hasta Mudrah: Alapadma,
Mandala Bheda: Back Svastika
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=

Siro Bheda: Paravrtta; Drsti Bheda: Sama; Both Hasta Mudrah: Alapadma;
Mandala Bheda: Prerita

Siro Bheda: Paravytta and Adhomukha; Dysti Bheda: Avalokita;
Both Hasta Mudrah: Alapadma; Mandala Bheda: Back Svastika
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Siro Bheda: Paravrtta and Adhomukha; Drsti Bheda: Avalokita,;
Both Hasta Mudrah: Alapadma; Mandala Bheda: Prerita

Siro Bheda: Adhomukha; Drsti Bheda: Avalokita;
Both Hasta Mudrah: Alapadma; Mandala Bheda: Back Svastika
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Siro Bheda: Sama; Dysti Bheda: Sama; Both Hasta Mudrah: Katakamukha;
Mandala Bheda: Ayata

Conclusion —
The description of this Adavu resembles with the Pakka Adavu or Ta Tai Tai Ta of the
present practising tradition. King Tulaja — I, has described this Adavu after the Nadgi Adavu but

in the present practising tradition this Adavu is practised after Nasradavu. The Sollukasu or

syllable varies as King Tulaja — I, has mentioned “thaiyyathai” and “thaithaithaithai” (“&=a%>
and “¥A¥) syllables for this Adavu, while at present “Ta Tai Tai Ta Dhi Tai Tai Ta” (“aT o o

ar & I o ar) syllables are in usage.

Thus, the syllables and the term of the present practise vary with the textual interpretation
of this Adavu of Sangita Saramrta. The description resembles with the Pakka Adavu or Ta Tai

Tai Ta of the present practise.
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12. Svastika — Tagrikkagraradu
TTEATedYd I SgIAATHIRG: |
fAferer AT arewr Fufa: wafeawg=aad 1
| afeEeE<g !

e g =T ToETE T |

TS S JTg:
padatadanapurvam yat janghavyatyasayogata: |
niksipya bhumau padagre sthiti: svastikamucyate |1
|l tattikkattaradu 11
vidhaya janghe vyatyaste prapadabhyam purogati: |
nagabandha iti prahu:
Meaning —
An act of spreading the shanks which is preceded by beating on the ground followed by
Standing on the toes is called Svastika.

Tarrikkagraradu

Having spread both the shanks going forward on toes is said to be Nagabandha.

Svastika — Tagrikkagraradu — The “Svastika — Tagrikkagraradu’ mentioned by King Tulaja
— 1, corresponds to the ‘Kartar?” or ‘Karthart’ Adavu of the present practising tradition. The term
‘Kartar?’ or ‘Karthar?” means scissors. This ‘Kartar?’ or ‘Karthart” Adavu is the third variation
of Paaichal Adavu (Paaichal means to take a jump. The other variations of Paaichal Adavu are
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discussed earlier in this chapter under the heading - Utplutyotthana — Kudicca ezhumburadu).
The Hasta Mudra used for this Adavu is Kartarimukha. In this Adavu, take a jump with the left
foot to the left side, raise the right foot and carry it across and in front of the left leg and put the
right toes down on the ground as in Svastika position. The same sequence is then repeated in the
opposite way on the right side. As per the requirement, while executing this step if both the legs
rest on the toes on the ground in Agratalasaficara, then the result is known as Nagabandha

Svastika.

The syllables used for this Adavu are f& & @& @ o (Dhi Tai Nda Ta Tai) or f&d g

dd dr o (Dhit Taiyuma tat Ta Tai) *. The following is the description of this Adavu along with

the photographs.

Kartart or Karthari Adavu

Tala — Adi (Caturasra Jati Tripura Tala)

Sollii — & ¥ = dT o (Dhi Tai Nda Ta Tai)

Angas—-100

YFor this Adavu, ‘Dhit tain da ta ta ta’ syllables are mentioned by Padma Subrahmanyam in her
article titled “Dance Notation of Adavus” published in a book titled Bharatanatryam by

Sunil Kothari, page no. 68-609.
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Starting Position

=

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Kartarimukha;

Mandala Bheda: Ayata

Tala Notation for Kartari or Karthart Adavu: —

Symbol: - Laghu =1

Symbol: - Dhrutam =0 Symbol: - Dhrutam =0
+ 2 2 + 2 =8| 2 + 2 2 + 2
) ﬁ-, Fc\r, aT bl é-i H
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Symbol: - Laghu =1

Symbol: - Dhrutam =0 Symbol: - Dhrutam =0
2 + 2 2 + 2 =8| 2 + 2 2 + 2 =8
o, : o, <, ar ; d, ;

Kartart or Karthart Adavu — Adopt the starting pose i.e. stand straight and place the hands in front
of the chest in Kartarimukha Hasta Mudra (hand gesture) facing each other and look straight. At
‘Dhi Tai Nda’ take a jump with the left foot to the left side, at ‘Ta’ raise the right foot and carry it
across and in front of the left leg and put the right toes down; at the same time bend the body to
the right and a little back, but turn the left hand Hasta Mudra (hand gesture) horizontally and
completely stretch the right hand in a diagonal i.e. facing towards the front left corner, with a

clock-wise jerk, and also incline the head to the right and look at the right hand. At ‘Tai’ retain the
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same pose and position. Then repeat the same sequence ‘Dhi Tai Nda Ta Tai’ in the opposite way
on the right side. Then, at ‘Dhi Tai Nda’ take a slight backward jump with the left foot and at ‘Ta’
gradually carry the right foot across and behind the left leg to make the toes touch the floor; at the
same time bend the body to the left and to the back. Before doing ‘Dhi Tai Nda’ join both the hand
completely stretched in front with Kartarimukha Hasta Mudra (hand gesture) facing upward, then
at ‘Dhi Tai Nda Ta’ gradually take the left hand back to the starting position and stretch the right
hand to the front and on the right side; with Kartarimukha Hasta Mudra (hand gesture) of both the
hands facing outwards i.e. towards front and incline the head a little to the back and the left and
look at the right hand. At ‘Tai’ retain the same pose and position. Then repeat the same sequence

‘Dhi Tai Nda Ta Tai’ in the opposite direction.

Photographs for Kartari or Karthart Adavu: -

Siro Bheda: Parivahita; Drsti Bheda: Sama; Both Hasta Mudrah: Kartarimukha;
Mandala Bheda: Front Svastika
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Siro Bheda: Parivahita; Drsti Bheda: Sama; Both Hasta Mudrah: Kartarimukha,
Mandala Bheda: Back Svastika

Conclusion —

The Kartart or Karthart Adavu conforms to the textual interpretation of Svastika —
Tarrikkagraradu except for the change in the terminology. King Tulaja — I, has not mentioned any
Sollukarru or syllable for this Adavu in Sangita Saramyrta. In the present practise the Sollukaszu or

syllable used for Kartart or Karthart Adavu is ‘Dhi Ttai Nda Ta Tai’ or ‘Dhit Taiyuma tat Ta Tai’.
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13. Saranagati — Parikkira Adavu

HTLOUTRTHA T¥T I TETg IraaT: |
TR AT FTg<h AT TR ||
|| qTRfEHT o= g 1!

saranagamanam padbhyam pura: pascacca parsvayo: |

tiryaktaya yattaduktam saranagatinamakam 1|

|l parikkira adavu 11

Meaning —

The movement which imitates the motion of the mercury (HRUTT Sarana) consisting of

movement of legs going forward and backwards, on either sides or going obliquely is called as
Saranagati.

Parikkira Adavu

Saranagati — Parikkira Adavu — This Adavu termed Saranagati — Parikkira Adavu by
King Tulaja—I, in Sarngita Saramyta resembles with the Sarikkal or Sarika Adavu of the present
practising tradition. The word ‘Sarikkal’ or ‘Sarika’ means to slide. In other words ‘Sarikkal’ or
‘Sarika’ is to move the foot without lifting it from the ground. In this Adavu, the body is held
straight in Sthanaka Mandala with the feet in Samapada position, the toes pointing towards front.
From this position, the right foot is made to slide without raising it from the ground and is in

‘Sama’ position, upon which the left foot is lifted and made to join the right in ‘Sama’ position.
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Both the feet are raised on the heel and both beat the ground or floor with a slight jump, together
in Samapada position.

There are two variations in this group of Adavu. The Sollukazzu or syllable used here is —
‘Tai Yya Tai Yy1'*8,

Scholars like V. S. Radhika in her unpublished thesis have given the description of
Sarikkal or Sarika Adavu but have called it as Sarukkal Adavu.

The following are the two variations in this group of Adavu, along with the photographs:

15t Sarikkal or Sarika Adavu

Tala — Adi (Caturasra Jati Tripura Tala)
Sollii — o, TIT o, TAY (Tai Yya Tai Yyi)

Angas—-100

Starting Position

Siro Bheda: Sama; Dysti Bheda: Sama; Left arm in Naryarambha;
Both Hasta Mudrah: Pataka; Mandala Bheda: Sthanaka; Sthanaka Bheda: Samapada

BFor this Adavu, ‘Tai Ya Tai Yi’ syllables are mentioned by Jayalakshmi Eshwar in her book titled

Bharatnatiyam How to..., page no. 157-175.
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Tala Notation for 1% Sarikkal or Sarika Adavu: —

Symbol: - Laghu =1

Symbol: - Dhrutam =0 Symbol: - Dhrutam =0
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Symbol: - Laghu =1

Symbol: - Dhrutam =0 Symbol: - Dhrutam =0
2 + 2 2 + 2 =8| 2 + 2 2 + 2 =8
é‘, 3 mT ) a” ) w— 3

15t Sarikkal or Sarika Adavu — Stand erect with the feet together, the left arm in Naryarambha
position to the left side with the palm facing down, the right hand with palm facing up in front of
the chest, both the hands being in Pataka Hasta Mudra (hand gesture). Keep the head straight and
look in front. At ‘Ta1’ turn the head to the left to look at the left hand. Maintain this pose of the

head and hands and slightly bend the knees (to give a slight dip) and slide the right foot a little to
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the right side. At ‘Ya’ raise the left foot and join it with the right foot with a ‘Kulukku’ (i.e. dip
folding the leg, hitting the seat and then placing it flat silently with a force and straightening the
foot) and stand erect, as in the starting pose. Both the hands remain in the same position. At the
same time make the head straight and look straight. Then, at ‘Tai’ raise both the feet upwards
keeping the heels rooted to the floor and at the same time rotate the hands at the wrists anti-
clockwise and make them erect, fingers pointing upwards, and also raise the head a little and look
straight up. Then lower the feet by stamping them together and also lower the hands and head to
look in front, all at once. This takes place at “Hi’. It is to be noted that while the raising of the feet,
hands and head is done gradually, their lowering is effected abruptly. Also, when the hands are
lowered they stay in horizontal position. The entire sequence is then repeated by starting with the
opposite side.

Now for the next ‘Tai Yya Tai YyT’, begin by changing the right hand to Alapadma Hasta
Mudra (hand gesture) in front of the chest and looking at it, the left arm stretched straight up with
the hand in Katakamukha Hasta Mudra (hand gesture). Step forward with the right foot sliding in
front with a slight bend of the knees (to give a slight dip). This is at ‘Tar’. While doing this lower
the right hand a little and then again take it up near the chest, as if to trace a small curve in front
of the chest, and keep looking at the hand, which is all along in Alapadma Hasta Mudra (hand
gesture) and then look straight in front. Then bring the left foot forward and join it with the right
foot with a ‘Kulukku’ to give the starting pose again. This takes place at ‘Ya’. The hands remain
in the same position. At ‘Tai’ raise both the feet upwards keeping the heels rooted to the floor and
at the same time turn the right hand [in Alapadma Hasta Mudra (hand gesture)] to make it erect

and also raise the head a little to look straight up. Then, with one brisk movement, at ‘Hi’, lower
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the raised feet stamping them together, give a jerk to the right hand, still in Alapadma Hasta Mudra
(hand gesture), to make the palm side up, as in the starting pose, and lower the head to look straight.
The entire movement is then repeated by starting with the left side.

Now repeat the entire movement as described in the two paragraphs above by starting with
the left side.

Photographs for 1%t Sarikkal or Sarika Adavu: —

Siro Bheda: Paravytta and Parivahita; Drsti Bheda: Sac; Left arm in Nagyarambha;
Both Hasta Mudrah: Pataka,
Bend the knees and slide the right foot a little to the right side from Samapada Sthanaka

Siro Bheda: Sama; Dysti Bheda: Sama; Left arm in Naryarambha;

Both Hasta Mudrah: Pataka; Mandala Bheda: Sthanaka; Sthanaka Bheda: Samapada
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-

Siro Bheda: Udvahita; Dysti Bheda: Ullokita; Left arm in Naryarambha;
Both Hasta Mudrah: Pataka and lift both palm upwards;

Raise both the feet upwards keeping the heels rooted to the floor from Samapada Sthanaka

Siro Bheda: Sama; Drsti Bheda: Sama; Left arm in Naryarambha;
Both Hasta Mudrah: Pataka and both palm normal; Mandala Bheda: Sthanaka;
Sthanaka Bheda: Samapdda
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Siro Bheda: Sama; Drsti Bheda: Sama; Left Hasta Mudra: Katakamukha,
Right Hasta Mudra: Alapadma;

Bend the knees and slide the right foot in front from Samapada Sthanaka

Siro Bheda: Sama; Dysti Bheda: Sama; Left Hasta Mudra: Katakamukha;
Right Hasta Mudra: Alapadma and wrist normal; Mandala Bheda: Sthanaka;
Sthanaka Bheda: Samapada
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Siro Bheda: Udvahita; Drsti Bheda: Ullokita; Left Hasta Mudra: Katakamukha,
Right Hasta Mudra: Alapadma and lift wrist up;

Raise both the feet upwards keeping the heels rooted to the floor from Samapdada Sthanaka

I}
7

Siro Bheda: Sama; Drsti Bheda: Sama; Left Hasta Mudra: Katakamukha;
Right Hasta Mudra: Alapadma and wrist normal; Mandala Bheda: Sthanaka;
Sthanaka Bheda: Samapada

2" Sarikkal or Sarika Adavu

Tala — Adi (Caturasra Jati Tripura Tala)

Sollii — o, TIT d, TAY (Tai Yya Tai Yyi)

Angas—-100
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Starting Position

) 1

Siro Bheda: Sama; Dysti Bheda: Sama; Both Hasta Mudrah: Alapadma;
Mandala Bheda: Sthanaka; Sthanaka Bheda:. Samapada

Tala Notation for 2" Sarikkal or Sarika Adavu: —

Symbol: - Laghu =1
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Symbol: - Dhrutam =0 Symbol: - Dhrutam =0

(Now facing towards left)

Symbol: - Laghu =1
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(Now facing towards right)

Symbol: - Dhrutam =0 Symbol: - Dhrutam =0
2 + 2 2 + 2 =8| 2 + 2 2 + 2 =8
é-s H w-r ) ?\-1 ) wr ’

2nd Sarikkal or Sarika Adavu — Stand erect with the feet together; stretch both the hands
completely in a diagonal with left hand up and right down and hold Alapadma Hasta Mudra (hand
gesture) in both the hands. For ‘Tai Yya Tai Yy’ repeat the foot movement as described in the 1%
variation above. The movement is on the side of the lowered hand. Keep the head straight to look
in front. The entire sequence is then repeated by starting with the opposite side.

Then repeat first facing towards left and then facing towards right.

Now repeat the whole movement by starting with the left side.

Some artists/performers/dancers execute this 2"d Sarikkal or Sarika Adavu using the

Mrgasirsa Hasta Mudra (hand gesture) placed on the shoulder and other hand on waist.
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Photographs for 2" Sarikkal or Sarika Adavu: —

Siro Bheda: Parivahita; Drsti Bheda: Sama; Both Hasta Mudrah: Alapadma;
Bend the knees and slide the right foot a little to the right side from Samapada Sthanaka

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Alapadma;
Raise the left foot and join it with the right foot; Mandala Bheda: Sthanaka;
Sthanaka Bheda: Samapada
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Siro Bheda: Udvahita; Drsti Bheda: Ullokita;
Both Hasta Mudrah: Alapadma and lift both palm upwards;
Raise both the feet upwards keeping the heels rooted to the floor from Samapdda Sthanaka

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Alapadma and both palm normal;
Mandala Bheda: Sthanaka; Sthanaka Bheda: Samapada

Conclusion —

The description of the Adavu termed Saranagati — Parikkira Adavu by King Tulaja—I, in
Sangita Saramyta matches with the Sarikkal or Sarika Adavu of the present practising tradition.
The terminology is different as this Adavu is called Sarandgati — Parikkira Adavu by King Tulaja
—I. He has also not mentioned any Sollukazzu or syllable for this Adavu in Sangita Saramyrta. The
Sollukasru or syllable for the Sarikkal or Sarika Adavu in the present practising tradition is ‘Tai
Yya Tai YyT'.
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Bhramart
There are seven Bhramaris mentioned in Sarngita Saramyta.
These kinds of Bhramaris are in existence and are practiced in Nrtta, war or martial arts

and are also found in folk tradition.
EREERD)

(atha bhramarya:)
Meaning —
(Hence, forth the Bhramari) Bhramartlu.
They are —

1. Suddhanga Bhramari

EEIAS

oreaT I99E g&d T aareT S9ETd 7 |

STAATAIAT T ETF I (AT ||
1 ferrg 1

bhramarilu
sthitva samapadam hastau pataka samprasarya ca |
utplutyobhayato bhrantim suddhangabhramarim vidu: 1
1l Sittangu 11
Meaning —
Standing in Samapada having stretched the hands in Pataka Mudra, then jump while taking
round is called Suddhanga Bhramaryi.

Sittadgu.
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Photographs for Suddhanga Bhramari: —

(Jump while taking round)

2. Akuiicitapadika Bhramart

FafagfaRafataat foresaoarte: |
T AT TT0F (?) TTeai AT arHegd: ||

AT (% ?) PEaere. o damgpieyautasr
IRIEErCll
sthitibhramisthitividhau Sikharavjapatakika: |
karan vartana pranya (?) parsrvabhyam bhramirudbhrama: 11
akuncito (ru ?) $rlistad.ghri: saivakuncitapadika 11
Il yendikatradu 11

Meaning —

Having stood in the procedure laid out in the Bhram position, having put the hands above
the head in Pataka Mudra while giving importance to their movement of rotation on the sides,
keep the foot in the contracted position. This is called Akuficitapadika.

Yendikagradu.
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Photographs for Akuiicitapadika Bhramari. —

3. Ekapada Bhramari

fRorcdene TRITaTETaTg T |

|| TR 11

sthitvaikena padotksiptaprasaritapadam kramat |
......................... bhramirekapadabhidha 11
11 visikkalu 1|
Meaning —
Standing on one leg having stretched the other leg orderly is called as Bhramz which

consist Ekapada.

visikkalu.
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Photograph for Ekapada Bhramart: —

This is used in the present practicing tradition by the same name Ekapada Bhramart. In this

Bhramart the performer/artist/dancer moves round alternately on one leg.

4. Nipatya Prasaritapada Bhramart

fRereariea: a9ae fora<r duerd = |

FTeedT TETRAH } 90 qaaq et

I~ .
4l HHII(d‘{G}

o < o
(AAIAeTLAT T FHTLTIT A 1

IREEECutidl

sthitvadita: samapadam sSikharau sampradasarya ca |
bhrantya prasaritakaram } bhramanam purvavat sthiti: 1|
sprstva prasaritapadam }

nipatyasabdapurva sa prasaritapada bhavet 11|

1l vilunduvisi 1l
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Meaning —

Having stood in Sama Pdada at first, then rotate the stretched hands and touch the stretched
legs, then take your hands above the head and rotate and come back to the previous position. This
is called Prasaritapada which is prefixed with the word Nipatya (It will be called “Nipatya
Prasaritapada™).

vilunduvisi.

Photographs for Nipatya Prasaritapada Bhramart. —

(Rotate)

5. Rekhint Bhramart

el aa e aea aTEadgeas |

A G IHTEATAT L g ehitadr |1 (?)
udvestitakatinyastasikharahvayahastakam |

utplutyodbhamirakhyata rekhinibhramikirtita 11 (?)
Meaning —
Bring both hands down which are above the head on the waist which is slightly raised and

being rotated, then jump and take a round. This sort of Bhram? is known as Rekhini Bhramz.
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Photographs for Rekhint Bhramart. —

(Jump and take a round)
To some extent it matches with the Akasa Bhramart of the present practicing tradition as here

author says that - jump and take a round. The difference is that in the Akasa Bhramari feet are

fully stretched wide apart in a jump and then round is taken.

6. Cakrasamjiiika Bhramart
HqeATST &0 TaT Theg [avaed @y Hard |
FIHTE T THATT TL07 The 120907 |

Il 9T 1

santadaya ksmam pada skandhavinyastasikharam kramat |
bhramipurvam pura: pasrcat saranam cakrasamjfika 11

Il Sakrasuttu 1
Meaning —
Hit the ground with the foot, rest the head on the shoulders in an orderly manner and move
in circular motion backwards and forwards. This is called Cakrasamjriika.

sakrasuttu.
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Photograph for Cakrasamjiiika Bhramart. —

(Move in circular motion backwards and forwards)

7. Motita Bhramart
T ST AT THAT A=A ||
AEF TR aE ST Fa: =i |
TSR A TATRT T Hifed agarad ||
|| FfoET=g ||
evam jatiyuta nana bhramaryo laksyavinmata: I
akuncitaksitisprstajanukam kramata: pluti: |
parsrvayostripatakabhyam motitam tadudiritam 11
Il mandiyadavu |1
Meaning —
Bhramaris which are focused or concentrated towards respective Laksyas (postures or
movements), touching ground with bent knees repeatedly showing Pataka Mudra on either sides

is acclaimed by scholars as Moyita.

Mandiyadavu.
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Photographs for Motita Bhramart. —

The execution of this Motita Bhramart resembles with the Garuda Bhramart of the present
practicing tradition.

After the description of this Motita Bhramart, the author mentions here Mandiyadavu in
Tamil script. In the present practice Mandiyadavu uses Motita Mandala and not the Morita
Bhramart as described here.

Motita Mandala of the present practice is described as under:-

Rest on the earth with the forepart (toes) of the feet and touch the earth with each knee

alternately and make Tripataka with both the hands, this will give rise to the Mo¢ita Mandala.

Photograph for Motita Mandala: —

Mandiyadavu — The Adavu derives its name because the movement consists of jumping on toes
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and resting one knee on the floor while the body rests on the heels'®. In Tamil ‘Mandi’ means to
sit and ‘Muzhu’ means full. The Adavu is executed in Muzhumandi (full sitting position), sitting
on raised heels with knees facing sides. The technical term for Muzhumandi is ‘Kuncita Janu’?°.
There are two major variations in this group of Adavu. The Sollukazzu or syllable used for this
Adavu is — ‘Tangdu Ta Tat Dhinna’?L. The following are the two major variations in this group of
Adavu, along with the photographs:
15t Mandi Adavu
Tala — Rupakam (Caturasra Jati Rupaka Tala)

Sollii — T3  d  f& &=IT (Tangdu Ta Tat Dhinna)

Angas—-01

¥5arabhai, Mrinalini. Understanding Bharata Natyam. Ed.3. Ahmedabad: The Darpana Academy
of Performing Arts, 1981: 34.

2Eshwar, Jayalakshmi. Bharatnatiyam How to... Delhi: B. R. Publishing Corporation (A Division
of BRPC (India) Ltd.), 2002: 289.

2IFor this Adavu, ‘Taanggidu Tat tat Dhinna’ syllables are used by Jayalakshmi Eshwar in her
book titled Bharatnatiyam How to..., page no. 289-302; ‘Tai yum tat ta tai yum tam’
syllables are mentioned by Padma Subrahmanyam in her article titled “Dance Notation of
Adavus” published in a book titled Bharatanatryam by Sunil Kothari, page no. 65-68; ‘Tam
dhi ta tai ita tai’ syllables are mentioned in a book titled Dancing Bharatanatyam, a Manual
on Adavus the basic ‘Dance-Units’ of the Art by Mohan Khokar, page no. 60-61; and
‘Tangidu Tattadindha’ syllables are used by Rathna Kumar in her work titled Adavus, Basic

Dance units of Bharatanaryam — a unique Dance notation, page no. 38.
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Starting Position

Siro Bheda: Sama; Drsti Bheda: Sama; Arms in Naryarambha;
Both Hasta Mudrah: Tripataka, Muzhumandi

Tala Notation for 1t Mandi Adavu: —

Symbol: - Dhrutam =0
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Symbol: - Dhrutam =0
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Symbol: - Laghu =1

Yo Yoo Yoo Yoo
- - -

Symbol: - Dhrutam =0

2 + 2 2 + 2 =8
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Symbol: - Dhrutam =0

~ o4
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Symbol: - Laghu =1

Symbol: - Dhrutam =0
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Symbol: - Dhrutam =0

15t Mandi Adavu — Sit down on raised heels with the knees spread, the arms extended to the sides
with both hands in Tripataka and the palms facing down. Look straight in front. At ‘Tangdu’ take
a slight jump on the toes at the same place and at the same time pull the right shoulder slightly in
and turn the right hand to bring the palm up and turn the head to the right to look at the right hand.
Then, for ‘Ta Tat Dhinna’ do as follows: At ‘Ta’ take a slight jump on the toes at the same place;
while the left foot retains its position at the jump the right foot is slid on the toes to the back of the
left foot and the right knee is brought down to touch the floor. At the same time the right shoulder

is pushed back to its normal position, the right hand is turned to have the palm face down and the
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head is made straight to look in front or bend the head slightly towards right and look at the front
left corner. The posture thus attained is maintained at ‘Tat Dhinna’. Repeat the entire sequence
‘Tangdu Ta Tat Dhinna’ again on the right side. Then repeat the entire sequence ‘Tangdu Ta Tat
Dhinna’ twice on the left side.

Do ‘Tangdu Ta Tat Dhinna’ once on the right side as described in the above paragraph.
Then join this by doing ‘Tangdu Ta Tat Dhinna’ as follows: At ‘Tangdu’ jump on raised heels, as
before, and extend the right hand in Alapadma straight to the front and down and look at the right
hand. At ‘Ta’ stamp the left foot and with this immediately stand with the left leg fully erect and
bring the right foot across the left knee. At the same time bring the right hand, changed to
Katakamukha, to the front of the chest and look straight in front. Retain this pose and position for

‘Tat Dhinna’. Then repeat the entire sequence by beginning with the left side.

Photographs for 15t Mandi Adavu: —

Siro Bheda: Paravrtta; Dysti Bheda: Sama; Arms in Nagyarambha;
Both Hasta Mudrah: Tripataka; Muzhumandi
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Siro Bheda: Parivahita;, Dysti Bheda: Sact; Arms in Natyarambha;
Both Hasta Mudrah: Tripataka; Mandala Bheda: Motita

Siro Bheda: Adnomukha; Dysti Bheda: Avalokita; Left arm in Naryarambha;
Left Hasta Mudra: Tripataka; Right Hasta Mudra:. Alapadma; Muzhumandi

Siro Bheda: Sama; Drsti Bheda: Sama; Left arm in Nagryarambha; Left Hasta Mudra: Tripataka,
Right Hasta Mudra: Katakamukha; Sthanaka Bheda: Ekapada
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2" Mandi Adavu
Tala — Rupakam (Caturasra Jati Rupaka Tala)

Solli — T3 3 d o & =T (Tangdu Ta Tat Dhinna)

Angas—-01

Starting Position

Siro Bheda: Sama; Dysti Bheda: Sama; Both Hasta Mudrah: Tripataka, Muzhumandi

Tala Notation for 2"d Mandi Adavu: —

Symbol: - Dhrutam =0
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Symbol: - Laghu =1

Symbol: - Dhrutam =0

+ 2 2

Symbol: - Laghu =1
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Symbol: - Dhrutam =0

Symbol: - Laghu =1

(44

Symbol: - Dhrutam =0
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Symbol: - Laghu =1

Symbol: - Dhrutam =0

2 + 2 2 + 2 =8
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Symbol: - Dhrutam =0

Symbol: - Dhrutam =0
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Symbol: - Laghu =1

Symbol: - Dhrutam =0

2 + 2 2 + 2 =8

ar ; T,

0wy

Symbol: - Laghu =1
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2" Mandi Adavu — Sit on raised heels. Both hands are in Tripataka, the left facing up and
in front of the chest and the right extended fully with the right arm to the right and with the palm
up. Look straight. At ‘Tangdu’ jump at the same place with the heels raised and give both the
hands a slight dip. While doing this look at the right hand. Then, for ‘Ta Tat Dhinna’ do as follows:
At ‘Ta’ take a slight jump on the toes at the same place; while the left foot retains its position at
the jJump the right foot is slid on the toes to the back of the left foot and the right knee is brought
down to touch the floor. At the same time turn the right and left hand to make it erect with the
palm facing out and look at the right hand. The posture thus attained is maintained at ‘Tat Dhinna’.
Repeat the entire sequence ‘Tangdu Ta Tat Dhinna’ again on the right side. Then repeat the entire
sequence ‘Tangdu Ta Tat Dhinna’ twice on the left side.

Now do ‘Tangdu’ again as described in the above paragraph. Then, for ‘Ta Tat Dhinna’ do
as follows: At ‘Ta’ bring both knees down and slide and sit on the ground completely with left leg
completely folded and right leg half stretched, bend the body to the left, turn the right hand to make
it erect with the palm facing out, turn the left hand too. Look at the right hand. Retain this pose
and position for ‘Tat Dhinna’. Now at ‘Tangdu’ take the left hand above the head in Katakamukha
Hasta Mudra (hand gesture) facing upwards and bring the right hand in front of the chest in
Katakamukha Hasta Mudra (hand gesture). Then turn the right hand in Alapadma Hasta Mudra
(hand gesture) and take a circle from above the shoulder with the right hand completely stretched
in front. At the same time stand with the left knee touching the ground and place the right leg on
the left side in front of the left leg. Thus the body is slightly twisted from the waist. Look straight
in front. For ‘Ta Tat Dhinna’ do as follows: At ‘Ta’ take a turn while rotating on the right foot

which is placed on the ground and at the same time lift the left leg and join in front. Right hand is
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stretched completely while turning and when the left leg is joined in front bring the right hand also
in front of the chest and now turn it to Kafakamukha Hasta Mudra (hand gesture). Retain the
position for ‘Tat Dhinna’. Now repeat the entire sequence ‘Tangdu Ta Tat Dhinna’ on the left side.

Repeat the whole movement as described in the two paragraphs above by starting with the
left side.

Photographs for 2" Mapdi Adavu: —

Siro Bheda: Udvahita; Dysti Bheda: Sama; Both Hasta Mudrah: Tripataka; Muzhumandi

Siro Bheda: Udvahita; Drsti Bheda: Sama; Both Hasta Mudrah: Tripataka;
Mandala Bheda: Motita
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Siro Bheda: Sama; Dysti Bheda: Sama; Left Hasta Mudra: Katakamukha;
Right Hasta Mudra: Alapadma

Siro Bheda: Sama; Drsti Bheda: Sama; Both Hasta Mudrah: Katakamukha;

Mandala Bheda: Sthanaka; Sthanaka Bheda:. Samapada
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TESTTH T CaTE o] HETEwcd o TaheT: |

N zfaw (F:)
dvijanumotitadryastu Bhedassantyatra naikasa: |
te nipunairuhya................ laksyajfiasammata: 11
Il iti bhrama (rya:) 1
Meaning —
There are many variations like Dvijanu, Motita etc. The experts have to assume them as

per the approval of scholars.

Thus, end Bhramaris.

252



Mandala

In Sangita Saramrta there are ten Mandalas. They are —

1. Suddha Mandala

............... DI ESEe IR N T Rl

o . . o
nlcrdedahigra A9 qHglShH I

TEAVSATT e AT THATH ||
IEnkic-treccdl
............... padagravitastyantaraparsnikam |
katinyastakaradvandvam sarekham samadrstikam 11

Suddhamandalametaddhi laksyajfai: samudiritam 11

Il iti Suddhamandalam 11
Meaning —
While keeping the feet on the sides maintain a space of Vitasti (measurement of about 9
inches) between the front parts of the feet. It is known as Suddha Mandala where in both the
hands are placed on the Kati (waist) in one line, looking straight, according to the scholars.

This is Suddha Mandala.
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Photograph for Suddha Mandala: —

At present Sthanaka Mandala is used in place of Suddha Mandala but this can be used in

Abhinaya pieces like Javalis and also in dance dramas. In a Javali — Idi Niku Mariyada Kadera

Nasami (37¢; =i ARG FIEIT ATIH) in Raga Begada, when heroine blames the hero saying

that whatever | am doing for you is not propriety of conduct or dignity (F3eT Maryada) for you.

Then, while blamed the hero may stand and listen calmly, quietly with hands either on the waist
or crossed in front of the chest or as if thinking deeply and sadly. Here hero becomes an offender

in front of a heroine and thus in the process of listening may take this Suddha Mandala.

2. Casagati Mandala

[EHISAHTEATT qTCOTHTAREa A |
T (%) &7 T AT T |
|| T AT 1|

suddhamandalamasthaya parsnighatapurassaram |
sa (pura:) ksepa: pura: casagati: smrtam |1

|l iti casagatimandalam 11
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Meaning —

Keeping the posture of Suddha Mandala which is inclusive of hitting with heels,
movement going forwards is known as Casagati Mandala.

This is Casagati Mandala.

Photograph for Casagati Mandala: —

This particular Mandala is in practice today. In the main piece of a dance recital called Varpama
and also in Jatiswaram, the dancer or performer may use this Casagati Mandala while entering
the stage or walking in front showing different expressions through Hasta Mudrah (hand gestures).
It may be used at the end of the dance recital too while exit from the stage with either both the

hands on the waist or with one hand on the waist and the other as dola.

3. Bhramart Mapdala
G HTSTHTAFRT LA e |
TTEATEIT FHO A< GHOHSS g4 ||
Il = e ||

sarekham sambujakaramekaikadghrikrtasthiti |

parsrvabhyam bhramanam proktam bhramarimandalam budhai: 11
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|l iti bhramarimandalam 11
Meaning —
Scholars describe Bhramart Mandala as that which consists having lotus in hands in one
line, putting one foot on the ground and taking round on sides.
This is Bhramart Mandala.

Photographs for Bhramari Mandala: —

&
b %
S ——eX - > T

This Mandala is in practice today. When the performer/artist/dancer depicts different roles in a

dance recital, this particular Bhramari Mandala is used to change from one character to another.

4. Rekha Mandala

rekhamandalamityuktam tiryagvalitakandharam 11

|l iti rekhamandalam 11
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Meaning —

Itis known as Rekha Mandala where in the elbows are in raised position in one line having
Tripataka and rotating the neck sidewards.

This is Rekha Mandala.

Photographs for Rekha Mandala: —

The description of Rekha Mandala given by King Tulaja — I, can be used to depict a bird who is
standing and cleaning its wings using Prakampita (The neck when it is moved backward and

forward the movement of a male-pigeon’s neck) neck movement.

5. Hamsagati Mandala

o o .
Al c] LlaH hlH A TEedn e

I TerdahaTs { STEEaa = ||

{ STEETaHsSH 1|

1| =T gaafawvee™ || 755 |

prapadasthityurodaghrakapitthakhyakaram $anai:
pura: ksiptaikaikapadam { syaddhamsagatisamjnitam |1

{ syaddhamsagatimanjulam 11
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1l iti hamsagatimandalam 11 manjulam 11
Meaning —
Keeping chest in a raised position holding the Kapittha Mudra slowly setting out forward
on one foot after another is known as Hamsagati Mandala (Mafijula — charming or pleasing).

This is the Hamsagati Mandala.

Photographs for Hamsagati Mandala: —

This Mandala can be used to portray the movement of the Hans bird, walking slowly setting out
forward one foot after another with a raised chest holding Kapittha Hasta Mudra (Hand Gesture)
or just floating on the water with the usage of Kapittha Hasta Mudra (Hand Gesture) in one hand

and showing the ripples of the water by the other hand.

6. Purogati Mandala

THTTSH LT TR ||

qfgAgsTa |
Il 2 ErTTasTee 1|

......................................... ram parsnihataksiti |



ekaikadghripura:ksepa: syatpurogatinamakam 11
tattimettadavuvale |

Il iti purogatimandalam 11
Meaning —
Hitting one foot after the other on the ground to move forward on heels is called as Purogati
Mandala.
Tartimerradavuvale (Like Tagfimerradavu).

This is Purogati Mandala.

Photographs for Purogati Mandala: —

This Purogati Mandala is in practice today. It may be used while entering the stage showing
different expressions through Hasta Mudrah (hand gestures). It may be used at the end of the dance

recital too while exit from the stage.

7. Pasrcatgati Mandala

qad AT L0 TsATEq [ g4 ||
Il T weETEiaaTEe |

tadeva pasrcat saranat pasrcadratyuditam budhai: 11
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|l iti pasrcadratimandalam 11
Meaning —
When same thing is repeated backwards, scholars call it Pasrcatgati Mandala. This is

Pasrcatgati Mandala.

Photographs for Pasrcatgati Mandala: —

This Pasrcatgati Mandala is also in usage today as to walk back in a dance sequence. In
Jatiswaram after the execution of one Jati dancer/performer/artist may walk back as to take rest
and also to give a pause between the executions of all the Jatis. It is also used in Varrama and in

Abhinaya dance pieces like Javali, Padam etc.

8. Ubhayaparsrvagati Mandala

.................................. TragHUTE S e 4T |

UG qT=aAT T rAaarSai T ||

|| ST IHTUTSERTARTE A ||

.................................. mandakkanadbhlsam gatistu ya |

sarekham parsrvayo: taccobhayaparsrvagatiritam 11
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|l iti ubhayaparsrvagatimandalam 11

Meaning —

The movement which involves the slow ringing sound of the ornaments, going side wards
in one line and turn (repeating the movement of going sideward further). This is known as
Ubhayaparsrvagati Mandala.

This is Ubhayaparsrvagati Mandala.

Photographs for Ubhayaparsrvagati Mandala: —

This Ubhayaparsrvagati Mandala is in existence even today. The performer uses it in the items
such as Javali. When a Nayaka (hero) walks and turn back to see the reaction of Nayika (heroine)

in aJavali in Surati Raga — sariga komdgu musugu danito vadu, saiga cesinadi kangine, tirigi tirigi

cu citkoni sogasuga, daivudaina mannari ramgudu (@Rer hIZI] HGI alfaidr qig, o1 Affafe

SO 9909

dicest, AR fARFEr 7 geifar @ergam, g8+ #==w W[g), this Mandala is used.

9. Prapada Mandala

UTIUTeTe Y Tach e T dThaT: |

................... T A TeEATT TIEHTEAH ||
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1l =T ToEHTEe 1|

saparsnighatam rekhavatkarayostripatakayo: |
................... ro yat tatsyat prapadamandalam 11

1l iti prapadamandalam 11
Meaning —
When one moves forward while hitting the heels on the ground with both the hands in
Tripataka Mudra in one line, it is Prapada Mandala.

This is Prapada Mandala.

Photographs for Prapada Mandala: —

This particular Mandala can be applicable in depicting a character (Hero or Nayaka) either
Dhirodatta (the self-controlled and exalted) or Dhiroddhata (the self-controlled and vehement) for

presenting the anger mood in a drama based on the situation.

10. Motita Mandala

AL ST AT GAged TEahq

TETISTIET T TI<h AICAHISAH ||

Il T ArfeqaUee ||
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akuncyaikam janumathoddhatahastam sarekhakam
prasarosnyasya yatraitat proktam motitamandalam 11

Il iti motitamandalam 11
Meaning —
Having bent one knee and keeping one hand in a raised position in one line and expanding
the other is called Morita Mandala.

This is Moyita Mandala.

Photograph for Motita Mandala: —

The description of this Motita Mandala by King Tulaja —I, in Sarigita Saramrta was used by Late
Smt. Rukmini Devi Arundale in one of her Ramayana Series named Ciidamani Pradanam, while
Hanumana flying across the ocean (Sagara Varpana). It can also be seen in a picture of Hanumana

on calendars etc.

|| =T FerfargsueaT |1 fa=rr 1|
|l iti dasavidhamandalani 11 Sirani 11

Meaning —

These are Dasavidha Mandalas (10 types of Mandalas).
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Chapter IV

Conclusion

From times immemorial, Dance and Allied arts have been understood as means of
awareness or as modes of communication or as vehicles for the production of knowledge or
for pleasure but not for mere entertainment. Today, the value of Arts has diminished and they
are regarded only as means of entertainment. In fact, the Arts provide knowledge and the
understanding of things with different and fresh perspectives. In India, the Arts reveal the
continuity of the tradition of Natyasastra and other classical texts as exemplified through the
description of adavus, Bhramaris and Dasavidha mandalas in the dance chapter called
‘Nrttaprakaranad’ in Sangita Saramrta of King Tulaja-1. The Nytta mentioned in Sargita
Saramyta is practised and performed even today.

The purpose of my study was to trace the connection between the Chola period when
Natyasastra of Bharatamuni was in use and the time of the Thanjavir Quartette, who
codified the present adavu practice and repertoire of Bharatanatyam. The purpose was also to
trace the continuity of the tradition and to stress the importance and relevance of the Dance
Texts in contemporary times by studying and comparing the Nytta of Sangita Saramrta with
the present practice. This was in order to find the continuity of the tradition of Sargita

Saramypta till present day.

My findings
| raised some questions in the introductory chapter of this thesis. My findings to those

questions are as follows:
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During the Maratha period in 17" century art was encouraged by the Maratha king
Tulaja-1, who was a lover and patron of arts. He encouraged dance and music in his court.
‘Kamakalanidhi’ of Nellore Sivaramakavi, refers to Tulaja-I, as a liberal giver of gifts to
musicians. He supported the art of dancing too. He himself composed fine Yaksaganas like
‘Sivakamasundari Parinaya Nataka’ and ‘Rdjaranjana Vidya Vilasa Nataka’. He also
mentions the Nytta technique in the dance chapter called ‘Nrttaprakarana’ in his text on
music called Sangita Saramyrta. Evidently the Maratha rulers watched dance performances in
the royal courts and inspired by those movements depicted them in their writings. Thus one
can glean a deep connection between dance and the writings of the 17" century texts like
Sarngita Saramrta in Thanjavar.

There are many dance movements mentioned in the Sargita Saramrta like the
thirteen groups of adavus or the basic dance units :- Samakusgrana — Tarradavu;
Khanatpadakuttana — Kuttagavu - Ta Ttai Ta Ha; Parsvakuttana, Pasrcatkuttana —
Nattitarradavu - Nagradavu; Padaparsrvakuttana — Dhitithai Adavu - Makura or Tirmana
Adavu - Tha dhina Gi Na Tom; Digidigikutfana — Digidigi Adavu — Koyyaradavu;
Utplutyotthana — Kudicca ezhumburadu - Paaichal Adavu - Dhit - Taiyuma tat — Ta Tai -
Kartart or Karthari Adavu - Kaththi Adavu; Mardana — KudiccumEttadavu - Kudditu Mettu
Adavu or Kudittu Mettu Adavu; Santadaya — Bhramapa — Cutral or Sutral;, Samtadya
parsnikuffana — Tagtimefradavu - Tagtimerra or Thatti Mettu; Mrdusparsana — Anukkura
Adavu - Nadar; Karsana — Simira Adavu - Pakka Adavu or Ta Tai Tai Ta; Svastika —
Tarrikkagraradu - Paaichal Adavu - Kartart or Karthart Adavu; Saranagati — Parikkira Adavu
- Sarikkal or Sarika Adavu. Bhramaris like S'uddhdnga Bhramari, Akuficitapadika Bhramart,
Ekapada Bhramart, Nipatya Prasaritapada Bhramari, Rekhini Bhramari, Cakrasamjinika

Bhramart and Motita Bhramari. Then the Mandiyadavu - Mandi Adavu. Ten Mandalas are
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also depicted - Suddha Mandala, Casagati Mandala, Bhramari Mandala, Rekha Mandala,
Hamsagati Mandala, Purogati Mandala, Pasrcatgati Mandala, Ubhayaparsrvagati
Mandala, Prapada Mandala and Moyita Mandala. Through my study | have identified a wide
range of dance movements mentioned in Sasgita Saramrta of 17" century which are in
practice even today. The Nrtta (Adavus, Bhramaris and Mandalas) remain relevant for
practitioners till this day. This emphasizes the far-reaching influence of Sargita Saramyta.

The grammar of dance described in Sarngita Saramrta retains its relevance in today’s
Bharatanatyam styles. This thesis elaborated the different adavu groups of the present
practice in the tradition of Bharatanatyam which are also in accordance with the Sloka: and
their meanings as mentioned in the Sarngita Saramyta. There are some differences too but
mostly the contemporary Bharatanatyam adavus are in accordance with those mentioned in
Sangita Saramrta. This thesis also talks about the seven Bhramaris and ten Mandalas of
Sangita Saramrta. There relevant Sloka: and meanings along with the photos are given in
detail in this thesis. These are also compared with the present practice. Thus, | can say that
the present practice of adavus in Bharatanatyam is within the framework of Sargita
Saramprta which provides the grammar to be followed in the Margam.

The Adavus, Bhramaris and Mandalas of Sangita Saramrta clearly show the
technique, importance and development of Bharatanatyam. It also stresses the relevance of
the Sargita Saramrta and other classical dance texts.

My endeavour has been to reconstruct the conventional notion of Bharatanatyam
through the study of Sangita Saramrta. My study of the Nrtta of Sangita Saramrta is
exclusively as a practising Bharatanatyam dancer and focusses on the form and technique of
Bharatanatyam as practiced today. My attempt to trace the development of Bharatanatyam

through the Nrtta (Adavus, Bhramaris and Mandalas) of the Sarngita Saramrta is modest in
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aim and scope. It is my hope that this study which explores the continuity of the tradition of
Sangita Saramyta and other classical dance texts to the present day through an analysis of
Nrtta will open up new areas of research to discover the hoary beginnings of Bharatanatyam

and other dance forms of India.
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Appendix |
Technique of Indian Dancing — Siro Bhedah, Drsti Bhedah, Griva Bhedah, Nrtta
Hasta, Hand Gestures which occur in the Adavus, Position or Facing of the Palm,
Feet Positions, Feet Variations, Postures of the Body, Aramandi, Sthanaka, Bhramari

and Cari.

SIRO BHEDA - HEAD GESTURES
(According to Abhinaya Darpana of Acharya Nandike$vara)
The nine head gestures are — Sama, Udvahita, Adhomukha, Alolita, Dhuta,

Kampita, Paravytta, Utksipta and Parivahita.

1. Sama (level): The head when it is motionless but is not bent or raised up is
named Sama.

2. Udvahita (raised up): When the face is raised up, the head named Udvahita.

3. Adhomukha (down-cast face): When the face is cast down, the head is called
Adhomukha.

4. Alolita (rolling): When the head is moved round it is called A/olita.

5. Dhuta (shaken sideways): When the head is moved from the left side to the right
and vice-versa, the head is called Dhuta.

6. Kampita (nodded): When the head is shaken up and down, it is called Kampita.

7. Paravrtta (turned-round): When the face is turned round, the head is called
Paravrtta.

8. Utksipta (thrown-up): When the head is turned aside and then raised up, it is

called Utksipta.
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9. Parivahita (widely moved): When the head is moved from side to side like a

Chauri, the head is called Parivahita *.

DRSTI BHEDA — GLANCES
(According to Abhinaya Darpara of Acharya Nandike$vara)
Glances are eight in number, such as Sama, Alokita, Saci, Pralokita, Nimilita,

Ullokita, Anuvytta and Avalokita.

1. Sama (level): The [straight] glance (without moving the eye-lashes), like that of
a female divinity, is called Sama.

2. Alokita (keen glance): Glancing quickly with open eyes is called Alokita.

3. Sact (sidelong): Looking out of the corner of the eyes is called Sacr according to
those versed in the rules of the Natya.

4. Pralokita (wide-glance): Looking from side to side is Pralokita.

5. Nimilita (closed): Half closed eyes make the Nimilita glance.

6. Ullokita (looking up): Looking upwards is called Ullokita.

7. Anuvrtta: Glancing quickly up and down is called Anuvrtta.

8. Avalokita (looking down): Looking downwards is called Avalokita 2.

Manomohan Ghosh, Nandikesvara’s Abhinayadarpanam: A Manual Of Gesture And
Posture Used In Ancient Indian Dance And Drama. Calcutta: Manisha Granthalaya
Private Limited, 1997: 44-46.

2|bid, 46-47.
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GRIVA BHEDA — NECK MOVEMENTS
(According to Abhinaya Darpara of Acharya Nandike$vara)

There are four neck movements: Sundart, Tirascina, Parivartita and Prakampita.

1. Sundarr: When the neck is moved to and fro horizontally is called Sundari.

2. Tirascina: The neck making an upward movement on both sides like the gliding
of a snake is called Tirascina.

3. Parivartita: The neck moving from right to left like a half moon is called
Parivartita.

4. Prakampita: The neck when it is moved backward and forward the movement of

a male-pigeon’s neck is called Prakampita °.

THE NRTTA HASTA — THE DECORATIVE HAND GESTURE
(According to Abhinaya Darpana of Acharya Nandike$vara)

The movement of Nrtta Hastas are of five kinds: movements upwards, downwards,
on the right, on the left and in the front. The movement of the Hastas follow the movement
of the feet. Generally, the movement of the left hand and foot are to be on the left side and
the movements of the right hand and foot are to be on the right side. This is the rule in

Nrtta.

3Manomohan Ghosh, Nandikesvara’s Abhinayadarpanam: A Manual Of Gesture And
Posture Used In Ancient Indian Dance And Drama. Calcutta: Manisha Granthalaya

Private Limited, 1997: 48.
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The thirteen Nrtta Hastas are — Pataka, Svastika, dola, Ahjali, Katakavardhana,

Sakata, Pasa, Kilaka, Kapittha, Sikhara, Kiirma, Hamsasya and Alapadma.

1. Pataka — When the fingers are all well stretched, the thumb alone is bent.

Pataka

2. Svastika — When two Pataka hands are put across each other at their wrist.

Svastika

3. dola — When two Pataka hands are placed on the sides of the respective thighs.

/

dola
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4. Aijali - The palms and fingers of two Pataka Hastas touch each other.

Afijali

5. Katakavardhana — When two Katakamukha Hastas are crossed at the wrists.

Katakavardhana
6. Sakata — When the middle fingers and the thumbs of two Bhramara Hastas are

extended or stretched.

Sakata
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7. Pasa — When the forefingers of two Sici Hastas are bent inwards and

interlocked.

Pasa
8. Kilaka — When the little fingers of two Mrgasirsa Hastas are bent inwards and

interlocked.

Kilaka
9. Kapittha - The thumb is in contact with the middle of the first finger which is

also bent. The other fingers are pressed against the palm.

Kapittha
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10. Sikhara — If the thumb of the Muszi Hasta is raised, it will be Sikhara Hasta.

Sikhara
11. Kirma — In Cakra Hasta, if the thumbs and the little fingers are extended and

the ends of the other three fingers are bent, it becomes Kiirma Hasta (Kiirma=tortoise).

Kiirma
12. Hamsasya — When the three fingers i.e. middle, ring and little fingers are
separated and extended, the tips of the forefinger and the thumb joined, then it becomes

Harmsasya Hasta (Hamsasya or Vaktra=swan face).

Hamisasya
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13. Alapadma - The fingers are all relaxed and separated.

Alapadma

HAND GESTURES WHICH OCCUR IN THE ADAVUS
I am introducing here hand gestures other then the thirteen Nrtta Hastas of

Abhinaya Darpanpa mentioned above. These hand gestures are also used in the Adavus.

1. Tripataka — The ring finger is bent from Pataka posture.

Tripataka
2. Mayiira — The thumb is in contact with the ring finger while the other fingers are

stretched.




3. Ardhachandra — From Pataka gesture the thumb is separated and stretched.

Ardhachandra
4. Katakamukha — The thumb is stretched to be in contact with the first and the

middle finger while the other two fingers are stretched and separated.

Katakamukha
5. Candrakala — From Ardhachandra position, the little, ring, and middle fingers

are pressed against the palm.

Candrakala
6. Mrgasirsa — From Pataka position, the first, middle, and ring fingers are

stretched in front from their roots.

Mygasirsa
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7. Kartarimukha — The thumb holds the ring and little fingers while the other two

fingers are stretched and separated.

Kartarimukha
8. Naryarambha — The Pataka Hasta with the palms facing the floor are stretched

out on the sides with the elbows at the level of the shoulders. The wrists are curved

towards the front.

Natyarambha

POSITION OR FACING OF THE PALM
1. Uttana — Palm upturned.
2. Adhomukha — Palm facing the floor.
3. Unmukha — Palm facing oneself.
4. Paranmukha — Palm turned away from oneself 4,
Some other relevant terms necessary to grasp the details of the Adavus have been

chosen here for description.

4Cf. Dr. Padma Subrahmanyam’s article titled “Dance Notation of Adavus” published in a
book titled Bharatanaryam by Sunil Kothari, Marg Publications — Mumbai — 2007,

page no. 47-48.
277



FEET POSITIONS

1. Sama — The feet are in natural position with the knees stretched straight and the

¥

nails of the toes facing the front.

Sama

2. Parsva — The feet are turned on the sides forming a horizontal line.

). ¥ 4

Parsva

3. Tryasra — The feet are placed to form a ‘V’, with the toes turned towards the

A

Tryasra

corners.

4. Svastika — The feet are crossed.

¥

Svastika
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FEET VARIATIONS

1. Kugranam — Stamping the ground with the sole, toe, or heel.

Kugranam

2. Sarika — The feet move without being lifted.

Il

Sarika

3. Udghazita — The ground is stamped by the heel while the forefoot rests on the

'Z X&

Udghayrita

ground.

4. Agratalasancara — While the heel or heels are raised, the toes rest on the ground.

bA¢

Agratalasancara
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5. Ancita — The toe or toes are held up when the heel rests on the ground.

Ancita

6. Kuncita — The heels are thrown up, toes all bent down and the middle of the feet

b ¥

Kuncita

too bent.

7. Siict — One foot is in the normal posture while the other has contact with the

ground through the big toe alone.

Stct

8. Kutta — The ground is stamped by the toes while the heel is raised.

¥z

Kuyra
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9. Tadita — Holding to the ground with the heel, the fore-foot stamps the ground.

L |

Tadita

10. Mardita — The sole rubs the ground.

Mardita

11. Skhalita — The foot is made to slip®.

Skhalita

°Cf. Dr. Padma Subrahmanyam’s article titled “Dance Notation of Adavus” published in a
book titled Bharatanaryam by Sunil Kothari, Marg Publications — Mumbai — 2007,

page no. 47.
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POSTURES OF THE BODY

1. Samapada — The feet in the natural posture and kept one Tala apart, and the
body with the natural Sauuszhava. Brahma is its presiding deity.

Uses — It should be assumed in accepting blessings from the Brahmins, and in
mimicking birds. The bridegroom at the marriage ceremony, persons in the sky, chariot
and aerial car (Vimana), person of marked sects (Lingastha) and persons practicing vows

are also to assume this.

2. Mandala — It relates to Indra (i.e. its presiding deity is Indra). In it the feet are
four Talas apart and they are obliquely placed and turned sideways, the waist and the knee
are in the natural position.

Uses — The Mandala Sthanaka should be assumed in the use of weapons like the

bow and the thunderbolt, driving of elephants, and mimicking large birds®.

3. Kuncita Janu — This is a sitting posture where the thighs and shanks are in
contact with each other. The back rests on the heel with both the feet as Agra (Agratala).

The knees are spread out on the sides. This posture is called Muzhumandi in Tamil’.

®Manomohan Ghosh, Naryasastra (A Treatise on Ancient Indian Dramaturgy and
Histrionics): Ascribed To Bharata-Muni. Vol.1. (Chapters I-XXVII). Varanasi:
Chowkhamba Sanskrit Series Office, 2007: 205-206.

Cf. Dr. Padma Subrahmanyam’s article titled “Dance Notation of Adavus” published in a
book titled Bharatanaryam by Sunil Kothari, Marg Publications — Mumbai — 2007,

page no. 47.
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Other than these there are ten standing postures called Mandala according to

Abhinaya Darpana. They are —

1. Sthanaka Mandala — Standing with Samapada feet in the same line and touching

the hip with Ardhachandra hands, will be Sthanaka Mandala.

Sthanaka Mandala
2. Ayata Mandala — Standing with two feet, half a cubit apart from each other in a
Caturasra posture and at the same time bending knees a little apart and placing one of

them upon the other, will give rise to the Ayata posture.

Ayata Mandala
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3. Alidha Mandala — Place the left foot before the right one at a distance of one
cubit and a half, make Sikhara with the left hand and Kazakamukha with the right one, this

is Alidha Mandala.

Alidha Mandala
4. Pratyalidha Mandala — If hands and feet are interchanged in the Alidha
Mandala, it will be called Pratyalidha Mandala.
5. Préenkhana Mandala — Putting one foot by the side of another heel and having

Kiirma hands, will give rise to the Prenkhana Mandala.

Prenkhana Mandala
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6. Prerita Mandala — Putting one foot violently (on the earth) at a distance of one
cubit and a half from another and standing with knees bent and one of them put across
another, and holding the Sikhara hand on the chest and showing the Patdka hand stretched

out, will give rise to the Prerita Mandala.

Preérita Mandala At present half description of Prérita Mandala is in usage.
7. Svastika Mandala — The right foot should be put across the left foot and the right

hand should be put across the left hand, this will be the Svastika Mandala.

Svastika Mandala
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8. Motita Mandala — Rest on the earth with the forepart (toes) of the feet and touch
the earth with each knee alternately and make Tripataka with both the hands, this will give

rise to the Morita Mandala.

Motita Mandala
9. Samasiici Mandala — A posture in which the earth is touched with toes and knees

is called Samasici Mandala.

Samasuci Mandala
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10. Parsvasiict Mandala — A posture in which the earth is touched with toes and by

one knee on one side, is called Parsvasiici Mandala®.

Parsvasici Mandala

ARAMANDI- THE BASIC STANCE OF BHARATANATYAM
Keep the body erect with the feet apart and the legs bent at the knees. The knees
should be on the sides and should not come in front. Knees have to be in line with the rest

of the body. The feet rest on the floor. The distance between the heels is about four fingers.

Aramandi

8Manomohan Ghosh, Nandikesvara’s Abhinayadarpanam: A Manual Of Gesture And
Posture Used In Ancient Indian Dance And Drama. Calcutta: Manisha Granthalaya

Private Limited, 1997: 64-65.
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STHANAKA- THE BASIC STANDING POSITION
(According to Abhinaya Darpana of Acharya Nandike$vara)
Sthanaka is the resting posture of a danseuse before the beginning of a movement
or at the end of a movement. These resting postures are of six kinds according to the

placing of feet. They are Samapada, Ekapada, Nagabandha, Aindra, Garuda and Brahma.

1. Samapada — Standing with two feet alike is called Samapdda. It is used in

offering flowers (to Gods) and playing the role of Gods.

Samapdda
2. Ekapada— Standing with one foot and laying the other across the knee of that
foot will give the Ekapada position. It is used to denote motionlessness and the practice of

penance (Tapasya).

Ekapada
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3. Nagabandha — Standing like a serpent intertwining two feet and two hands

together will give the Nagabandha posture. It is used in showing the Nagabandha.

Ndagabandha
4. Aindra — Standing with one leg bent and the other leg and knee raised, and hands
hanging naturally (loose), will give rise to Aindra posture. It is used in suggesting Indra

and a king.

J

Aindra
At present one hand hanging naturally and the other hand holding Tripataka above the

head is in usage.
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5. Garuda — If in the Alidha posture one knee is put on the ground and the two

hands jointly form a circle it will be the Garuda posture. It is used to denote Garuda.

Garuda
6. Brahma — Sitting with one foot on one knee and another foot on another knee
(sitting in Padmasana with hands resting on the knees with the Hasta Mudrah as follows -
the three fingers i.e. middle, ring and little fingers are together and stretched and the tips of
the forefinger and the thumb joined) will give rise to Brahma posture. It is used to denote

Japa (repeated muttering of mantras) and similar matters®.

Brahma

®Manomohan Ghosh, Nandikesvara’s Abhinayadarpanam: A Manual Of Gesture And
Posture Used In Ancient Indian Dance And Drama. Calcutta: Manisha Granthalaya

Private Limited, 1997: 65-66.
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BHRAMARI
(According to Abhinaya Darpana of Acharya Nandike$vara)
Various flights (in dance) according to persons versed in the Nagyasastra are seven.

They are Utpluta, Cakra, Garuda, Ekapada, Kuficita, Akasa and Anga.

1. Utpluta — If a person moves round his entire body from a Samapada posture, he
is said to perform the Utpluta Bhramart.

2. Cakra — If keeping feet on the earth and carrying Tripataka hands, one moves
round rapidly, one then performs Cakra Bhramari.

3. Garugda — Stretch one foot across another and put the knee on the earth and then
move about rapidly with out-stretched arms. This will be the Garuda Bhramart.

4. Ekapada — Moving round alternately on one foot will be the Ekapada Bhramart.

5. Kuficita — Moving round with knees bent will be the Kuficita Bhiramari.

6. Akasa — If one moves round his entire body after making his fully stretched feet
wide apart in a jump, he will make the Akasa Bhramari.

7. Anga — If one leaps with feet half a cubit apart and then stops, he performs the

Anga Bhramari *°.

¥Manomohan Ghosh, Nandikesvara’s Abhinayadarpanam: A Manual Of Gesture And
Posture Used In Ancient Indian Dance And Drama. Calcutta: Manisha Granthalaya

Private Limited, 1997: 67.
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THE CARI- THE MOVEMENT OF THE LEG AND THE FEET
(According to Abhinaya Darpana of Acharya Nandike$vara)

The Cari is movement forward. Ghosh translated it as ‘gait’. Any special position
of the body which is motionless is called Sthana or Sthanaka.

While Sthanaka is a static posture, Cari is movement. At the beginning and at the
end of a movement there is bound to be a posture. One move from a posture and stops after
the movement is over; thus Caris are invariably connected to the Sthanakas *.

The eight Caris are Calana, Cankramarna, Sarana, Vegini, Kugtana, Lurhita, Lolita

and Visamasaficara.

1. Calana (walking) — Advancing a foot from its natural place will be Calana
(walking).

2. Cankramana (making a leap) — Persons well-versed in Natya say that a gait
made by two feet carefully raised up and thrown sideways alternately, is called
Cankramarna (making a leap).

3. Sarapa (moving) — Moving like a leech that is covering ground, by joining one
heel with another [at each step] and holding at the same time Pataka hands, is called
Sarapa (moving).

4. Vegini (running) — If a Nara walks swiftly on his heels or toes or by his entire
sole, and holds Alapadma and Tripataka hands alternately, he is said to go with Végini

(running) gait.

11p S.R. Appa Rao, Abhinaya Darpazam of Nandikeswara. Ed.1. Hyderabad: A Natyamala

Publication, 1997: 438.
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5. Kugrana (pounding) — The striking of the earth with the heel or the fore-part of a
foot or the entire sole, is called Kugzana.

6. Lurhita (rolling) — Performing Kugrana from the Svastika posture, is called
Luzhita (rolling).

7. Lolita (trembling) — Slowly moving a foot which has not touched the earth after

performing Kugrana as described before, is called Laolita (trembling).

8. Visamasaficara (rough) — Setting the left foot to the right of the right one, and
the right foot to the left of the left one alternately at the time of walking is called

Visamasaficara (rough) gait *2.

12Manomohan Ghosh, Nandikesvara’s Abhinayadarpanam: A Manual Of Gesture And
Posture Used In Ancient Indian Dance And Drama. Calcutta: Manisha Granthalaya

Private Limited, 1997: 67-68.

293



Appendix 11

Genealogy of the Maratha Kings of Thanjavir

Bhosala Family

v
Maloiji
v

Sahaji+ Jijabai — another wife: Tukkamba

} '

Sambhaji Sivaji, Ekoji | (1676-1683) + Dipambika
The Great alias Venkhaji who acquired the

KingdomI of Chola i.e. Thanjavir
R ¥ ¥
Sahaji |1, Sarabhoji | Uma + Tulaja | + Hamsamamba
The (1712-1728) (alias Tukkoji)
Abhinavabhoja (1728-1736)
(1684-1712) Author of Sangita

Saramrta .
A A
Pratapasimha Ekoji Il

(1739-1763)  (alias Bhava Sahib)
(1736-1739)
v v
Amarasimha Tulaja 11 (1763-1787)
(1787-1798) (Contemporary of
Rama Biahmam)
Sarabhoji Il, + Ahalyabal
The scholar prince
(1798-1832)
Si%/ﬁji Il
(1832-1855)!

ICf. Dr. S. Seetha, Tanjore As a Seat of Music (During the 17", 18" and 19" Centuries).

Madras: University of Madras, 1981: 64.
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Appendix 111

Literary and musical productions of Sahaji - 11

The contribution of Sahaji - 1l to the Laksya of music can be assessed by the

literary and musical productions ascribed to him. They are listed below!.

. Bhakta Vatsala Vilasa Natakamu
. Sacipurandara Natakamu
. Sr1 Krsna Vilasa Natakamu

. Parvati Parinayamu

1

2

3

4

5. Rat1 Kalyanam
6. Rama Pattabhiseka

7. Rukmint Satyabhama Samvadam

8. Valli Kalyanam

9. Vigneswara Kalyanamu

10. Visnu Pallaki Sevaprabandhamu
11. Sankara Pallakiseva Prabandhamu
12. Paficaratna Prabandha

13. Tyagaraja Vinoda Citra Prabandha
14. Santa Kalyana

15. Sati Danasuramu

16. Saraswati Kalyanamu

17. Sita Kalyanamu

18. Kirata Vilasamu

19. Krsna Lila Vilasam

20. Ganga Parvati Samvadamu

21. Jala Kridalu

22. Draupadi Kalyanamu

ICf. Dr. S. Seetha, Tanjore As a Seat of Music (During the 17", 18" and 19"

Centuries). Madras: University of Madras, 1981: 69-70.
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Appendix IV
Detailed description and classification of Prabandha
The details as cited from Dr. S. Seetha’s book - Tanjore As a Seat of Music
(During the 17", 18" and 19" Centuries) published by University of Madras in 1981 (page

no. 72-73) are given below:

Prabandha literally means a Kavya or a poetical composition. Any Puranic work or
a piece of literature like the Telugu Mahabharata and the Tamil Nalayira Divya
Prabandha will come under this category. In the beginnings of the 16" century it came to
mean a Kavya of an erotic type. It must necessarily contain the description of the king,
capital, mountain, river, sun-set, love, sickness, marriage etc.

The Prabandhas are classified into three classes:

1. Prakhyata in which the story is drawn from some well known source such as the

Ramayana, the Mahabharata or Puranas and handled without any modification.

2. The Utpadya Prabandha, in which the story is born out of the imagination of the author

himself.

3. The Misra Prabandha also known as Misrabandha. Here the theme is borrowed from
the Purapa or epics, but is mixed up with interesting incidents and situations
introduced by the author for the sake of appeal. Modification of the original story is
an attractive feature here. Owing to this element, this class of Prabandha acquired

enormous popularity during the 16™ century.
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Appendix V

Musicians and experts of Sarabhaoji - II’s time

Some of the musicians and experts of Sarabhdji - II’s time as cited from Dr. S.
Seetha’s book - Tanjore As a Seat of Music (During the 17", 18" and 19" Centuries)
published by University of Madras in 1981 (page no. 116) were:

. Sonti Venkataramanayya
. The Tanjore quartette

. Ghanam Krsna lyer

. Venkatasubbier

1

2

3

4

5. Anai Ayya
6. Vedanayakam Pillai

7. Ramdas,

8. Veyigitapaidala Gurumurthi Sastri
9. Vina Subbukutti lyer

10. Vina Kalahasti lyer

11. Talanayar Krsna lyer

12. Todi Sitaramayyar

13. Sankarabharana Narasayyar

14. Irattai Pallavi Sivarama lyer

15. Savukkam Sinu lyengar

16. Addhukhan

17. Vinai Perumal lyengar

18. The Musical Trinity

19. Kavi Venkata Siiri (author of Sanskrit Nowka Charitra)
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Appendix VI
The Maratha Darabar Hall Thanjavar

(Photographs taken by the Author)

The Maratha Darabar Hall h

anjavur where various sports and arts were witnessed by the
kings.

View from inside The Maratha Darabar Hall, Thanjavir.
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The Maratha Darabar Hall Thanjavir with a backdrop of King Sarabhoji- 11 and his
ministers.
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Appendix VII

The State documentary records of Sivaji - II’s time

The State documentary records in Modi script available in the Sarasvati Mahal
Library dated Salivahana Sakha 1741, i.e. 1819 A.D. record the acceptance of the 12
Brahmin music teachers employed by the State in the Natakasala of the Thanjavir court.
The record has the signature of all the 12 musicians and has the seal of Darmayya
Ramasamayya, who was the supervisor of the court musicians.

The names of the musicians are as follows: !

—

. Vaidyanata Dharmaraja

. Subramani Ramanada

. Muttusabha Mudasami

. Mutukrsna Guruswami

. Venkataraya Ramaswamy
. Anantasubba Vaidinata

. Sivaram Ganapati

. Subramani Subbayya

© 00 N O O &~ W DN

. Ayyasami Vaidinatha

10. Venkataramayya Rangayya
11. Sabhapati Subbayya

12. Viswanatha Pancanadi

ICf. Dr. S. Seetha, Tanjore As a Seat of Music (During the 17", 18" and 19" Centuries).

Madras: University of Madras, 1981: 119-120.
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Appendix VIII

Emoluments paid to the European and Indian musicians of Sivaji - II’s court

Record dated 1855 A.D. gives the particulars of emoluments paid to the European

and Indian musicians of the court and their period of service is also indicated.

The details as cited from Dr. S. Seetha’s book - Tanjore As a Seat of Music

(During the 17", 18" and 19" Centuries) published by University of Madras in 1981 (page

no. 120) are given below:

Name of the Nativity Profession Certificate Period of Monthly
musician Service salary Rs.

1. Isaac Indian Violinist _ Jan. 27", 15

Johnson 1841

2. Manmeul Indian Violinist _ Mar. 271, 7

Jeprayi 1841

3. Gamis Indian Violinist _ April 191 15

Yada 1803

4. Lady Indian Dancer B Jan. 8™, 5

Catherine 1828

5. Joseph Indian Violinist _ July 11, 5

Francis 1846

6. Archipel Indian Violinist _ July 111, 5
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Francis 1846

Hecolen?

7. Edward European Teacher Jan.17™, 35
1848

8. William Indian Doctor Nov. 11", 25

Rous 1848

9. Joseph Indian Tuner May 15M, 15

White 1848
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Appendix IX

Works and authors cited in Sangita Saramrta

The names of the works and authors cited by Tulaja-l in the Sangita Saramrta are as

follows®:
Kallinatha Matanga
(Kirtidhara) Yajfiavalkya
(Kohala) Vitthala, Vitthaliya

Garbhopanisad

(Gopalanayaka) Vidyaranya (mistake for
Gramthamtara Madhavamantrin)
Caturdandiprakasika and its (Visvavasu)

author (Venkatamakin) (Vena)

Vyasapacarya (Abhinava-

(Tanappa) bharatakarya)
(Tambura) Sarnagadeva (Nissanka etc.)
Tulaja (as composer of song) and the Sangita Ratnakara

1Cf. V. Raghavan, Introduction, The Sangita Saramyta of King Tulaja of Tanjore. Madras:

The Music Academy, 1942: 81.
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Dhanafjaya
Nandin
Narada
Purandaradasa

Bharata, Brarattya, Muni

(Mostly as mentioned in the

Ratnakara).

Sttasamhita
Sutasamhitavyakhyana
Somesvaramata
Saubhagyalaksmikalpa
Svaramelakalanidhicara

Svati
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