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PREFACE

Sri Krishnalila Tarangini of Narayana Tirtha is one of the
longest Dance-Drama written in Sanskrit language. The entire work
consists of Twelve chapters or Tarangams, inclusive of Slokams,
Gadyams, Daruvu Gitams and Gitams. ‘Govardhana Giridhara’ in
Hindola Raga and Adi Tala is one among the popular Gitams of Sri
Krishnalila Tarangini which is usually sung in Concerts. The present
study, ‘Sri Krishnalila Tarangini - An Analytical Study’ aims to

popularize more Gitams of Sri Krishnalila Tarangini.

The objective of the work is also to analyse the musical and
literary aspects of Sri Krishnalila Tarangini from the available
Grantha Manuscripts and other available source materials. The

proposed study is divided into Five chapters:

The First chapter, ‘Introduction’ briefl/ introduces the great
‘Bhakti Movement’ and its impact on South India, followed by the
contributions made by great Composers towards the musical realms

belonging to Bhakti traditions, including N arayana Tirtha.



The Second chapter, entitled ‘Life of Narayana Tirtha’
gives in a nutshell, the biographical sketch of Narayana Tirtha
and also details of his works other than Sri Krishnalila
Tarangini.

The Third chapter, ‘Related References’ furnishes
details about the source materials of this study, including
Grantha Manuscripts and other printed editions of Sri
Krishnalila Tarangini. This is followed by a classification of
these materials into those with complete text, commentary,

translation, transliteration and those with notations.

The Fourth chapter, entitled ‘Thematic Content of
each Taranga’ briefly describes the story of each Taranga,
from the Avatara of Lord Vishnu to Rugminiswayamvaram.

The Fifth chapter, Literary and Musical Analysis’
elaborates upon the different literary forms figuring in Sri
Krishnalila Tarangini, followed by description of different
Sanskrit metres in which the Sloka-s are composed. Different
Mudra-s used by Narayana Tirtha and Musical analysis of the
Gitams in Sri Krishnalila Tarangini, the variations in Raga-s
and Tala-s seen in other printed editions of Sri Krishnalila

Tarangini are also described in this chapter.



INTRODUCTION

India is a land of cultural diversities and Indian Music is
described as devotional in nature. However, the truth is that,
no Music becomes devotional because its maker was/is in a
devotional frame of mind, while composing it. The
contemplative approach to God can be traced back to Aryan
immigrants. We can find references to various aspects of
Bhakti in different Sanskrit literatures from time to time. The
Purana-s are comprised of Legends and Didactic Literature, on
themes dealing with almost all the Hindu Deities. There are
eighteen major Purana-s, which are divided into three groups,
each consisting of six Purana-s that relate to Brahma, Vishnu
and Lord Siva. The ‘Bhagavata Purana’ is the most
important of all these Purana-s.

In Hindu tradition, the concept of aesthetic experience
leading to communion with God plays a very important part.
Some religious traditions equate Rasa, with experience of
Divine. This is achieved mainly through Music and Song. Music
thus became the main vehicle for expressing feelings of
individual and communal devotion. This paved the way for the
essential form of worship in the Bhakti tradition. In Bhakti
context, there is a personal bondage between God and
devotee. Here, emphasis is on the emotional quality of

worship, which therefore calls for a medium to communicate.



Thus through Bhakti tradition, religion has advanced Music as

its principal mode of worship.

Music is the motivating energy that sets the flow of Rasa
in motion. It is the primary vehicle to arouse the emotional
experience. For this reason, Music became the main medium
for worship in the Bhakti tradition. Although major part of the
devotional songs or Kirtana-s are in Sanskrit language, one of
the hallmarks of the Bhakti tradition in all parts of India is the
use of vernacular languages. The promulgation of regional
languages and their use as literary languages in place of
Sanskrit is one of the principal features of Bhakti tradition.
Starting with the ‘Alwars’, who wrote poems in Tamil
language, it spread towards North India, which created a rich
heritage of devotional poetry in Telugu, Kannada, Marathi,
Gujarati, Hindi, Bengali, etc. All these developments took
place as the result of ‘Bhakti Movement’.

The great Bhakti Movement had its first impact in South
India, which later moved clockwise around India, into
Karnataka, Maharashtra, Punjab, Gujarat, Bihar, Bengal and
finally to South India again. The period of Bhakti Movement is
traced back to the second half of the 15™ century and the first
half of the 16™ century. “The medieval Bhakti Movement
in India is the re-assertation of the historical process

of development in religious thoughts and practices of



the age of revolt, which started with the Upanishad
teachings and their interpretations which proceeded in
different directions in the establishment of different

religious cults and beliefs”.!

Though originated in South India, the Bhakti Movement
had its impact on North India also. The first State outside
Tamilnadu, to be affected was Karnataka. Like the
Vaishnavaites and Saivites of Tamilnadu, here also there were
Virasaiva-s or Lingayats, who worshipped Lord Siva and
Haridasa-s who worshipped Lord Vishnu. Basava (12" Cent.)
was the founder of the popular ‘Virasaiva Movement’. Like the
Nayanars, he also composed songs to God which are filled
with deep devotion.

The Haridasa-s were strict ‘Dvaitists’. They also moved
about the land, spreading their messages. During 15%
century, the most prolific and famous Poet-Singer, Purandara
Dasa came on the scene. His Musical compositions are
collectively called ‘Devarnama-s’ which means the names of
Lord. He is considered as the ‘Sangita Pitamaha’ of Carnatic
Music.

The next state to be affected by the Bhakti Movement
was Maharashtra. Marathi Bhakti can be traced back to 13™
century, during the Hindu Yadava Dynasty (1185-1317). The

! N.N.Bhattacharya — Medieval Bhakti Movement in India.




Bhakti activities in the Marathi speaking areas were centred
around ‘Pandharpur’. The famous temple, dedicated to
‘Panduranga’ (Vishnu) is situated here. Jnanadeva (1275-
1296) was one of the famous Marathi poet-singers, who
composed a number of songs in praise of ‘Panduranga’.
Ekanatha (1528-1599) was the next famous Marathi poet-
singer, who lived during a time when Mughals controlled a
great part of India, including much of the South. Tukkaram
(1598-1650) was the next important Marathi poet-singer, who
contributed much towards the Bhakti Movement. The
devotional songs of Tukkaram are known as ‘Abhanga-s’ and
these are included in the Sampradaya Bhajana singing of
South India.

The Bhakti Movement had its next impact on the State of
Punjab. Sikh religion, founded by Guru Nanak (1469-1539) is a
fusion of ideas of Hinduism and Islam. Nanak followed Hindu
Bhakti traditions, emphasizing the repeating of the names and

singing of devotional songs, called ‘Sabda-s’.

The next state affected by the Bhakti Movement was
Gujarat. Here, Narasimha Mehta (1414-1481) was one of the
famous poet-singers of Gujarat State. From Gujarat, the
Bhakti Movement next moved to Rajasthan State, which is
represented by the great lady poet-singer, ‘MiraBai’ (1498-
1563). The North Eastern states such as Bengal, Assam and



Manipur were also affected by the Bhakti Movement. The
famous Sanskrit devotional poem, ‘Gitagovinda’ written by
Jayadeva, during 12" century A.D was originated in Orissa.
One of the hallmarks of Bengali Vaishnavism is the
performance of ‘Kirtan’. Worshipping Devi in the form of ‘Kali’
was also another currently viable cult in Bengal. The Bhakti
Movement had its impact on Burma also. Sankaradeva (1449-
1569) was one of the famous poet-singer, who established
Vaishnavism in Assam State.

BHAKTI MOVEMENT IN SOUTH INDIA

In South India, the Nayanars and Alwars were the two

sections of devotees, who played a major part in the Bhakti
Movement. Nayanars are Saivaite saints and Alwars are
Vaishnavite saints. These two have used their songs to
convey their spiritual messages. The complete works of
Nayanars were collectively called “Panniru Tirumurai’ which
means twelve sacred books. Tirujnana Sambandar,
Sundaramurty Nayanar and Tirunavukkarasu were the most
notable among the Nayanars. The collective work of
Manickavasagar is known as ‘Tiruvachagam’ which is a
collection of 51 songs, which forms the 8" Tirumurai among
the 12 sacred books.

Alwars worshipped Lord Vishnu as their Supreme Deity.

Andal was the only lady saint among them. The collective



works of Alwars are known as ‘Nalayira
Divyaprabandham’. The revival, generated by the Nayanars
and Alwars set the mode for all subsequent movements and
for the practice of popular Hinduism right up to the present.
The Purana-s like Bhagavata which is written in both dialogue
and narrative styles during and afterwards the period of
Alwars, also played a major role in Bhakti Movement.

Other saint poets, who contributed towards the Bhakti
Movement includes Tallapakkam composers, Annamacharya,
Bhadrachalam Ramadas and Narayana Tirtha. The later
developments in the Bhakti Movement are marked by the
contributions of Tallapakkam composers. The activities of
these composers were centred in Tiruppati (Andhra Pradesh).
The three generations include Tallapakkam Annamacharya,
his son Tallapakkam Tirumalacharya and his grandson
Tallapakkam Chinnaiyya.

The Bhajana tradition was first codified by Tallapakkam
Annamacharya. He is credited with establishing the musical
form which has the sections, Pallavi, Anupallavi, Charana and
Chittaswara-s. Tallapakkam Chinnaiyya has composed a large
quantity of devotional music. It was he, who systematized the
present orthodox Bhajana Padhati. The tradition of
worshipping Lord Rama through songs and rituals can be

traced back to Annamacharya.



The next saint poet, who played a major role in the
Bhakti Movement, was Bhadrachalam Ramadas. He has
contributed much towards the Bhajana Padhati of South India.
Arunagiri Nathar, who belongs to 15" century also contributed
much towards the Bhakti Movement. His compositions are
known as “Tiruppugazh’. It is a collection of more than 2000
songs, most of them in praise of Lord Murugan. These are
composed in complicated tala patterns and it will take years

of practice, to become an expert Tiruppugazh singer.

Another important person, who contributed towards the
Bhakti Movement, is Narayana Tirtha. He has to his credit, one
of the longest Dance-Drama-s in Sanskrit language, named
‘Sri Krishnalila Tarangini’. The full story is taken from the
‘Dasamaskanda’ of Srimad Bhagavatam. It begins with the
incarnation of Lord Krishna and ends with the ‘Rukmini
Swayamvaram'’. Important episodes are embodied in
memorable stanza-s and the entire presentation is intended
to elevate the Soul and merge it in Supreme Bliss. The entire
work is divided into 12 chapters or ‘Taranga-s’. Each Taranga
consists of Sloka-s, Daruvu Gitams, Gitams, Dvipada-s and
Gadya passages. It is composed as a regular Dance-Drama,
with set rhythm, syllables and Jati-s, most suitable for Bharata

Natya performance.



LIFE OF NARAYANA TIRTHA

The period of Narayana Tirtha, the author of Sri
Krishnalila Tarangini is said to be between 1675 A.D and
1745 A.D. There is difference of opinion among scholars
regarding this. Some are of the opinion that, his period is
between 1580 A.D and 1680 A.D. However, the common
accepted period is between 1675 & 1745 A.D. Narayana
Tirtha was born in a village called ‘Kaza’, near Mangalagiri in
Guntur district of Andhra Pradesh. Tallavajjhala was his
family name. He became a scholar in Sanskrit and Music in
his early life. It is believed that Narayana Tirtha was an
incarnation of Jayadeva, the author of ‘Gitagovinda’.

Gangadhara and Parvati were the parents of Narayana
Tirtha. He was an ardent devotee of Lord Sri Krishna and a
devout student of ‘Srimad Bhagavatam’. He had his first
Upadesa or instruction from Sivaramananda Tirtha.
Narayana Tirtha mentions the name of his Guru towards the
end of First Taranga, which says:

7
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Which means he is a ‘Padasevaka’ of Sivaramananda
Tirtha.
Narayana Tirtha was a Telugu Brahmin. After the decline of
Vijayanagar Kingdom, Tanjore became the next centre of
Arts and there was a huge migration of Scholars and
Musicians from Andhra Pradesh to Tanjore. Narayana Tirtha
was one among them.

Prof.P.Sambamurthy mentions a story of how Narayana
Tirtha was taken to ‘Manasika Sanyasam’. Narayana Tirtha
once swam across the ‘Vennar’ river, to reach his wife’s
place on the other bank. Suddenly, he was overwhelmed by
a flash-flood in midstream. In that stage, he recited the
mantra-s specified for ‘Apatsanyasam’. He then threw away
his sacred thread, pulled out a bunch of hair from his head
and virtually became a Sanyasi. He safely reached the other
bank of the river. He was in a dilemma with the thoughts of
his married life. But his wife saw in him a ‘Mahapurusha’ and
her parents also realized that he had taken to ‘Manasa

Sanyasa’.

As a Sanyasi, he had to go from place to place, visiting
many shrines. In his pilgrimage to Tiruppati, Narayana Tirtha



was afflicted by a severe stomach ache. He requested Lord
Venkatesa of Tiruppati, to give some relief from this pain. As
a reply to this, a divine voice urged Narayana Tirtha, to go to
a shrine near Tiruvaiyaru in Tanjore district. As per the
advice, Narayana Tirtha reached Tiruvaiyaru. After visiting
many shrines, he finally reached Nadukkaveri village and
slept there in the premises of a ‘Pillaiyar’ (Lord Vighneswara)
temple. He had a dream in that night in which he was
directed to follow two ‘Varaha-s' (wild boars), which would
appear before him. He was also told that at the place, where
the animals would disappear, he will be cured from the
disease.

The next day, in the morning he saw two boars
appeared before him, which started moving towards
Varahur, a place near Tanjore. Following the boars, Narayana
Tirtha finally reached in front of the Venkataramana Swami
temple and there, the animals disappeared. When he
entered the temple, he got instant relief from his stomach
pain. Narayana Tirtha decided to spend the rest of his life in
Varahur, as an act of thanks giving. There, he built a temple
and made the ‘Mulapratishta’ and ‘Chakrapratishta’. Lakshmi
Narayana was the main deity or the ‘MulaVigraha’.

10



Being an ardent devotee of Lord SriKrishna, Narayana
Tirtha decides to compose the Sanskrit Dance-Drama, Sri
Krishnalila- Tarangini, taking stories from the Dasamaskanda
of Srimad- Bhagavatam. Scholars are of the opinion that,
Narayana Tirtha has started the work when he was in
Andhra, and completed in Varahur, where he spent the rest
of his life. Narayana Tirtha composed this work, as Dance-
Drama and taught a number of disciples in Varahur. It is
believed that, Narayana Tirtha had the Darsan of Lord
Vishnu, in the ‘Kalyanakkolam’ (wedding robes), when he
completed Sri Krishnalila Tarangini. It is for this reason that,
Narayana Tirtha has abandoned the idea of working on
‘Ekadasa Skanda’ of ‘Srimad Bhagavatam’.

Prof. P.Sambamurthy gives us the information of how
Narayana Tirtha selected the songs for Sri Krishnalila
Tarangini. Narayana Tirtha will sit all by himself before the
deity and sing all the songs of Sri Krishnalila Tarangini. He
retained his final text only those songs, to which Lord
Anjaneya, standing next to the deity responded by keeping
the Tala. The rest of the songs were rejected by Narayana
Tirtha, on the assumption that the Lord did not find them
acceptable. The tickling sounds of the rhythmic beats were
heard outside the temple. It is believed that Lord Krishna
himself danced while Narayana Tirtha sang.

11



Besides Sri Krishnalila Tarangini, the other works of
Narayana Tirtha includes Parijatapaharana - A Dance-Drama
in Telugu, Bhattabhasha Prakasam, which is a work on
‘Purvamimamsa’, Haribhakta Sudharnavam which is an
incomplete Sanskrit commentary on ‘Dasamaskanda’ of
Srimad Bhagavatam, Sandilya Bhakti Sutra Vakya,
Bhaktyadhikarana Mala, Samkhya-Karika-Vyavahara,
Sankhya-Tatva-Kaumudi-Vyavahara, Nyaya-Kusumanjali-
Teeka, Yoga Sutra Vyakhya, Sidhanta Bindu Laghu

Chandrika, Vedastava Teeka and Vedanta Vibhavana Teeka.

Sri. V.S.V.Guruswami Sastrigal refers to
‘Parijatapaharana Natakam’ ( in Sanskrit ) which was written,
when Narayana Tirtha was staying in Merattur. But, no
reference to this work can be seen in any catalogues. In the
souvenir issued by ‘Vavilla Ramaswami Sastrulu’ in 1952,
Swami Sivasankara Sastri had contributed the details of
Narayana Tirtha’'s life and his contributions. In this souvenir,
he says that some of the works mentioned above are
published and the unpublished ones may be available in the
Library of Kasi Viswa Vidyalaya (Benares Hindu University).
He also says that Narayana Tirtha marked his commentaries
with the insignia,’Chandrika’. Swami Sivasankara Sastri also
points out that the Kasi Scholars are of the opinion that,

after the great ‘Adi Sankaracharya’, it was only Narayana

12



Tirtha who could teach the ‘Saguna’ and ‘Nirguna’ in the

same sentence, without any contradiction.

Sri. V.S.V.Guruswami Sastrigal has already mentioned
two works, Parijatapaharana in Telugu and Parijatapaharana
Natakam in Sanskrit, as the contributions of Narayana Tirtha.
But, according to Dr.B.Rajanikanta Rao these two works
don’'t have any comparisons. According to him, the Telugu
work alone is the contribution of Narayana Tirtha and the

Sanskrit work is the contribution of ‘Sidhendra Yogi’'.

Sri. V.S.V.Guruswami Sastrigal adds two more works as
written by Narayana Tirtha. They are:
1. Subodhini - A commentary on the Chatussuruti potion of
‘Brahma

Sutra Sankara Bhasya’ published by Advaita
Sabha,

Kumbakonam.
2. Panchikarana Vartika Vivarana Deepika - This is a

commentary

13



On Sureswaracharya’s Panchikarana
Vartika,
Published by Sri.V.S.V.Guruswami Sastrigal,
under

Saraswati Mahal Library, Tanjavur.

Narayana Tirtha attained Samadhi in 1745 A.D. (sukla
paksha-ashtami month of Masi). The Samadhi of Narayana
Tirtha in Tiruppunturuthy is a ‘Jivasamadhi’. There is a
mango tree in front of the Samadhi, under which Narayana

Tirtha was believed to be seated for meditation.

There are several conflicting versions about the
Samadhi of Narayana Tirtha. The generally accepted view is
that, he attained Samadhi at Tiruppunturuthy. Some are of
the opinion that, his final
phase was obscure and it is possible that he attained
Samadhi at Varahur. But, the Samadhi at Varahur is not
identifiable now. Some other scholars opines that, after
completing Sri Krishnalila Tarangini and dedicating the work
to the deity of Varahur, Narayana Tirtha returned to Andhra,
where he was born. There, he taught Sri Krishnalila Tarangini
to some disciples, but this last phase of his life is also not
much known. Some others claim that, Narayana Tirtha went

to Varanasi for his final rest.
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Kurukanti Sitarama Sastri, in ‘Tanjore Nayak Rulers’
mentions that, Narayana Tirtha attained Samadhi in 1745
A.D at Tiruppunturuthy. Every year, a musical festival is
being held at the saint’s Samadhi on the Aaradhana day,
where musicians render the Gitams from Sri Krishnalila

Tarangini.
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RELATED REFERENCES

This work, entitled ‘Sri Krishnalila Tarangini - An
Analytical Study’ has been done on the basis of different
available source materials, including Grantha Manuscripts
and other printed editions of Sri Krishnalila Tarangini. These
are written in different languages like Telugu, Devanagari,
Grantha Script and English, and can be classified into the
following categories:

A. Works, with complete Text

B. Works, with Commentary

C. Works with Text, Commentary, Translation and
Transliteration

D. Works containing Text, with notation

Category - A:

This category deals with the works, giving full text of Sri
Krishnalila Tarangini. They are -
A-1: Grantha script of Sri Krishnalila Tarangini,
received from Sri. Rajagopala Sastrigal of Tillaisthanam,
Tanjavur, who belongs to the ‘Sishya Parampara’ of
Narayana Tirtha. The name of the author and the
publication of this book are not available now. This script is
believed to be more than 150 years old. The complete text
of Sri Krishnalila Tarangini is given here in ancient Tamil
Grantha Script (Vattezhuthu). Different Sloka-s, Gadyams,

15



Gitams of each Taranga-s are given one by one. Beside this,
the Raga-s and Tala-s of each

Gitams are also mentioned on top of it. Only the text of Sri
Krishnalila Tarangini is given here and not their meanings or
explanatory notes. On the basis of the nature of the script
used, this Grantha may be assumed more than 150 years
old. It is also interesting to note that some of the letters of
this script have very close resemblance with similar letters of

Malayalam Language. A few examples are given below:

Grantha Script Malavyalam script
{iolrjvWeoe
leymWn
ss chn
_melrjvWw

A-2: Complete text of Sri Krishnalila Tarangini,
published by ‘Pasala Parthasarathy Naicker’, edited by
‘Mathur Subha Sastri’. This was published in March 14, 1865.

A -3: Complete text of Sri Krishnalila Tarangini in

Telugu script was published in the year 1899. This work was
edited and printed by ‘Pammi Arunachala Chettiyar’. This
work is said to abound in textual mistakes.

16



A -4: Telugu edition of Sri Krishnalila Tarangini by

‘Raja Venkatadri Appa Rao Bahadur’ who was the Zamindar
of Vuyyur (Andhra Pradesh). This was published in the year
1948.

A -5: Devanagari edition of Sri  Krishnalila
Tarangini, published by ‘Vavilla Ramaswami Sastrulu &
Sons’, Madras in the year 1953.

A -6: Devanagari Script edition of Sri Krishnalila

Tarangini edited by ‘Nori Narasimha Sastri’ published by
‘Sahiti Samiti’ of Repalle, Andhra Pradesh. This was
published in the year 1969.

Cateqgory - B

This category deals with works, with Commentary of Sri
Krishnalila Tarangini.
B -1: ‘Venkatesa Priya’ - Tamil Commentary on Sri
Krishnalila Tarangini by ‘Varahur Brahmasri.
V.S.V.Guruswami Sastrigal’. This publication has two
volumes, which was published in the year 1986/87.
Category - C

This category deals with complete text of Sri Krishnalila
Tarangini in Devanagari & English, with translation,

transliteration and explanatory notes.
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C-1: ‘Sri Krishnalila Tarangini of Narayana Tirtha' -

A book in two volumes by Sri.B.Natarajan. This work was
published by ‘Mudgala Trust’, Chennai in the year 1988. This
work has the complete text of Sri Krishnalila Tarangini, both
in Devanagari and English, meanings of Sloka-s, Gadyams
and Gitams, transliteration and explanatory notes. In the
introduction, the author gives a detailed information about
the life of Narayana Tirtha, followed by different fusion of
cultures, the structure of the Composition, Kuchipudi and
Bhagavatamela Tradition, Addanki and Ongole Tradition and
finally the ‘Dhyana Sloka-s’. Besides this, B.Natarajan also
mentions different views of great scholars, like
P.Sambamurthy, Dr.V.Raghavan, Sri.V.S.V.Guruswami
Sastrigal, etc. about the life and contributions of Narayana
Tirtha, other than Sri Krishnalila Tarangini. After this, the
Text of Sri Krishnalila Tarangini is given. Each and every
Sloka-s, Gadyams, Gitams and Dvipadams are given with
their meanings and explanatory notes. He also furnishes
details about other version of texts in some other printed
editions of Sri Krishnalila Tarangini, both in Telugu and
Sanskrit. Towards the conclusion of the second volume of
this work, B.Natarajan gives detailed information about
‘Narayana Tirtha and Namasidhanta’.
Category - D

This category deals with the works, with text and

notation.

18



D -1:

with their text and notation are given in this book, titled ‘Sri

49 selected Gitams from Sri Krishnalila Tarangini,

Narayana Tirthar Aruliya Sri Krishnalila Tarangini’ by
‘Sangita Kalanidhi Dr. Semmangudi. R.Srinivasa lyyer. This
was published in the year 1971, by ‘Sri Tirtha Narayana
Swamigal Aradhana Committee’ Tirupunthuruthy. This book
is out of print now. The Gitams, with their Raga-s and Tala-s

prescribed in the text are given below:

SI.N | Commencing Words Raga Tala
0

1 Govindamiha Bagesri Jhampa
2 Dhruvamandala Chenchurutti Rupaka
3 Mrigayata Radha Behag Adji

4 Devadevam Kveti Sindubhairavi Chapu
5 Kalabhagati Nadanamakriy Jhampa

a

6 Drakshayami Madhyamavati Adi

7 Bhavaye Bilahari Adi

8 Nandagopala Khamas Rupaka
9 Swaminam Saveri Chapu
10 Jane Bhuvana Todi Chapu
11 Rama Mathura Kharaharapriya Adi
12 Nandanandanam Anandabhairav Adji

[

13 Kamamohini Pantuvarali Adi
14 Ehi Ehi Vijaya Saurashtram Chapu
15 Madhava Me Kapi Rupaka
16 Pahi Pahimam Bauli Adi
17 Akruro Gamayati Behag Adi
18 Avalokaya Kurinji Chapu
19 Govardhana Hindolam Adi
20 Ayahi Vrajayuvati Hamsanandi Ad]i
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21 Avaranam Mama Dhanyasi Adi
22 Indrayaga Kambhoji Adi
23 Mamakaparadha Todi Rupaka
24 Parama Purusha Kedaragowla Adi
25 Sanke Sankaram Saranga Chapu
26 | Brindavanamathuna Mukhari Adi
27 | Vijayagopala(Mangala Surutti Adi
m)
28 Jayajaya Bhairavi, Rupaka
: Atana, Kalyani,
(Ragamalika) Surutti
29 Vallavangana Sankarabharan Chapu
am
30 Saranam Bhava Kapi Adi
31 | Puraya Mama Kamam Bilahari Adji
32 Bhuyo Bhuyo Punnagavarali Adji
33 Vanabhuvi Govinda Kanada Chapu
34 | Kalayata Suravanita | Anandabhairav Adji
[
35 Pahi Pahi Nadanamakriy Adi
Jaganmohana a
36 Sri Krishna Tavaka Chenchurutti Rupaka
37 Jaya Mangalam Madhyamavati Jhampa
38 Madhava Mamava Nilambari Adi
39 Bhavaye Sakhi Ahiri Adi
40 Madhava Darsaya Kambhoji Adi
41 Nanda Nandana Bilahari Adi
42 Kathaya Kathaya Kalyani Chapu
43 Harimeka Rasa Amritavarshini Adi
44 Natha Surutti Rupaka
NathamaKalaya
45 Paramiha Pasyata Asaveri Adi
46 Sobhaname Pantuvarali Rupaka
47 Sri Nilayam Sakhi Varali Adi
48 Vijaya Gopala Te Surutti Adi
49 Viksheham Ahiri Chapu
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D -2:
are given in this book, entitled ‘Sri Krishnalila Tarangini

55 selected Gitams of Sri Krishnalila Tarangini

Swara Sahityathudan’ with their text and notation. This

was done by Vidushi. Smt.Seetha Rajan, Chennai and
published by Tirupunthuruthy Sri. Narayana Tirtha Swamigal
Trust, Chennai in the year 1996. An Audio release of this
work has been produced and released by Madras Music

Academy, Chennai in the same year. The Gitams, with their

Raga-s and Tala-s prescribed in this work is as follows:

1 Avadharaya Purvikalyani Chapu

2 Ayahi Vrajayuvati Hamsanandi Adi

3 Alokaye Rukmini Kambhoji Adi

4 Alokaye Sri Huseni Adi

5 Indrayaga Kambhoji Adi

6 Ehi Mudam Dehi Kamas Adi

7 Kathaya Kathaya Kalyani Chapu

8 Kalayata Gopika Kamavardhani Adi

9 Kalayata Vanabhuvi | Madhyamavati Adi

10 | Kalayata Suravanita | Anandabhairav Adi

|

11 Kalaya Yasode Kedaragowla Adi

12 Kalaye Devamiha Punnagavarali Adi

13 | Govardhana Giridhara Hindolam Adi

14 Govinda Ghataya Bhairavi Khandachap

u
15 Govindamiha Bagesri Khandachap
u
16 Krishnam Kalaya Mukhari Adi
17 Jaya Mangalam Madhyamavati | Khandachap
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18 | Jaya Jaya Gokulabala Ragamalika Rupaka
19 | Jaya Jaya Ramanatha Natta Khandachap
u
20 Jaya Jaya Swamin Mohanam Adi
21 Damodara Tavaka Kiravani Adi (Tisram)
22 Dhruvamandala Chenchurutti Rupaka
23 Natha Nathama Surutti Rupaka
Kalaya
24 Narayanaya Anandabhairav Chapu
[
25 | Bandhanan Mochaya Saranga Chapu
26 Parama Karunaya Saurashtram Adi
27 Parama Purusham Kedaragowla Adi
28 Pasyata Pasyata Kharaharapriya Adi
29 Balagopala Krishna Saveri Chapu
30 Bhavaye Sakhi Ahiri Adi
31 Pahi Pahi Nadanamakriy Adi
Jaganmohana a
32 Pahi Pahimam Bauli Adi
33 Bhuyo Bhuyo Punnagavarali Adi
34 | Puraya Mama Kamam Bilahari Adi
35 | Brindavanamathuna Mukhari Adi
36 Mangalani Tanotu Nadanamakriy | Khandachap
a u
37 Mangalalaya Kedaragowla Adi
38 Matsya Kurma Malavi Chapu
39 Madhava Madhava Mohanam Rupaka
40 Madhava Mamava Nilambari Adi
41 Mamakaparadha Todi Rupaka
42 Mrugayata Radha Behag Adji
43 Ramakrishna Bhairavi Adji
44 | Vanabhuvi Govindam Kanada Chapu
45 Vallavangana Sankarabharan Chapu
am
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46 Viksheham Ahiri Chapu
47 Sanke Sankaram Saranga Chapu
48 Saranam Bhava Saurashtram Rupaka
49 Saranam Bhava Kapi Adi
Krishna
50 | Sahachari Samarasa Vasanta Adi
51 Harimide Sri Sankarabharan Adi
am
52 Sri Krishna Tavaka Chenchurutti Rupaka
53 | Sri Narayana Vahana Mikhari Rupaka
54 Sri Nilayam Varali Adi
55 Sri Patimiha Kambhoji Adi

Besides these, there are some articles on Narayana
Tirtha, which were published in the Journals of Music
Academy, Madras (Vol.Xlll, 1942). This article speaks about
‘Parijatapaharana’, another work of Sri.Narayana Tirtha. This
was edited by T.V.Subba Rao and Dr.V.Raghavan.

‘Saraswathi’- Yet another publication has published a
Souvenir on Narayana Tirtha, which was edited by

N.V.Subramanian and published in 1987.

Audio Releases

1. Selected Gitams of Sri Krishnalila Tarangini has been
recorded and released by Madras Music Academy, in the

year 1997. The artistes were the disciples of Vidushi.Smt.
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Smt.Seetha Rajan, Chennai. It was released in two volumes
and total 29 Gitams have been rendered in this record.

2. 13 selected Gitams of Sri Krishnalila Tarangini, sung by
Sri.Udayalur Kalyana Raman in the traditional Sampradaya
Bhajana style has been produced by Sri.Kanchi Krupa
Cassettes, Chennai.
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THEMATIC CONTENT OF

SRI KRISHNALILA TARANGINI
The entire work, Sri Krishnalila Tarangini is divided into

twelve chapters or Taranga-s. They are:
1) SriKrishna Pradurbhava Varnanam
2) SriKrishna Balalila Varnanam
3) SriKrishna Govatsapalana Varnanam
4) SriKrishna Gopalana Varnanam
5) SriKrishna Gopivastrapahara Govardhanodhara
Varnanam
6) SriKrishna Gopissamagama Varnanam
7
8
9) Krishna Madhurapravesa Varnanam

)
) SriKrishna Rasakridamahotsava Varnanam
) Rasakridamahotsava Varnanam
)

10) Srikrishnena Kamsa Nirharana Varnanam

11) Srikrishna Dwarakapravesa Varnanam

12) SriKrishna Rukmini Kalyana Mahotsava Varnanam
According to Narayana Tirtha, the number ‘Twelve’ has
special significance because, from his childhood, he was very
much fascinated by ‘Srimad Bhagavatam’ (Twelve books)
and twelve letters of ‘Dvadasakshari Mantra’. Also, it should
be noted that Jayadeva has divided the Gita Govindam into
Twelve Sarga-s (parts), influence of which can be seen
throughout Sri Krishnalila Tarangini. On the aspect of Bhava,
Raga and Tala, the musical pieces of Sri Krishna Lila
Tarangini easily ranks with Ashtapadi-s of Jayadeva. The
story content of each Taranga is as follows:-
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FIRST TARANGA
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Ist TARANGA
SRI KRISHNA PRADURBHAVA VARNANAM

Narayana Tirtha commences Sri Krishnalila Tarangini,

with an invocation to Lord Ganesa followed by invocation to
Lord Garuda, the vehicle of Vishnu. Narayana Tirtha praises
Lord Garuda, shining in all his splendor and requests Garuda
to protect him. After this, Narayana Tirtha invokes the great
devotees of Lord Vishnu such as Prahlada, Narada, Parasara,
Pundarika, Vyasa, Ambarisa, Suka, Saunaka, Bhishma,
Dalbhya, Rukmangada, Arjuna, Vasishta and Vibhishana.
Following this, Narayana Tirtha next invokes Lord Jagannatha
and Lord Venkatesa of Varahapuri. In the Fifth Gitam,
Narayana Tirtha prays Lord Vishnu, who has taken the ten
incarnations such as Matsya, Kurma, Varaha, Narasimha,
Vamana, Parasurama, Rama, Balarama, Budha and Kalki and
asks Lord to protect him. “Narayana Tirtha appears to
follow Jayadeva in treating the Budhavatara also as
one of the ten Avatara-s of Krishna, who is birthless.
It would be fair to infer that this is a measure of
Jayadeva’s influence on Narayana Tirtha and perhaps
on Andhra thought too, in that period.”?

! Explanatory notes — B. Natarajan —Sri Krishnalila Tarangini Vol-I - pg.no. 319
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After the marriage of Devaki and Vasudeva, Kamsa
drove them in a chariot to Vasudeva’'s residence. A formless
voice was heard to say that Kamsa will be killed by the
eighth child born to Devaki. Hearing these words, Kamsa
became frightened and decides to kill Devaki. But Vasudeva
says to Kamsa that they will stay at Devaki’'s residence and
will handover each child Devaki will beget. Hearing this,

Kamsa imprisons Devaki and Vasudeva.

Oppressed with fatigue by the weight of Asura-s, Bhumi
Devi assumed the form of a disconsolate cow and take
refuge with Indra and other Deva-s at the feet of Lord
Narayana. After having the Darsan of Lord Vishnu, lying on
Adisesha (Serpant King), Bhumi Devi along with Brahma,
Indra and other Devas requests Vishnu to rescue Bhumi Devi
and other Devas by saying that it is time for Him to take the
Avatar as a human child and that too in “Yadava Clan”.
Brahma and other Deva-s slowly turned their steps towards
their respective abodes, after having listened to Lord with
rapt attention and with their heads and hearts uplifted.

In the Bhuloka, Vasudeva handed over the first child

born to Devaki to Kamsa. Kamsa, however thought that
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Devaki’s eighth child only could harm his life, handed back
the child to Vasudeva.

Narada, hearing this news, rushed to Kamsa'’s residence
and advices Kamsa to kill every child born to Devaki. Having
heard these words, Kamsa successively killed six children
born to Devaki. The seventh child “Sankharshana” was
transferred from the womb of Devaki by the Yogamaya to
the womb of Rohini in Gokulam.

The auspicious birth of Bhagavan is now about to take
place. Lord Narayana manifested Himself in all His splendor
and gave His Divine Darsan to Vasudeva, with the Conch
(Panchajanyam), the Wheel (Sudarsana), the Mace
(Kaumodaki), the Bow (Sarngam) and the Lotus adorning His
hand, the crown bedecked with lustrous jewels, Srivatsa (the
luminous mole on his chest) , the precious Kausthubha jwel
shining around the neck and robed in yellow silk. Seeing the
Divine Darsan of Lord Vishnu, in His Viswarupa, Vasudeva
became frightened and requested Bhagavan to give him
Darsan in the form of a human child. Thus, Lord Krishna
emerged from the womb of Devaki in the jail of Kamsa. The
Devas paid their respects from Devaloka. Lord Narayana was

born as Devaki’'s child as a reward for the spiritual merit
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acquired by Vasudeva and Devaki in their previous births.
Lord Narayana gives His Darsan to Vasudeva and asks him
to take the child to Gokulam and bring Yogamaya from
Gokulam to Kamsa’s prison. Lord says these words to
Vasudeva.

“When at the middle of night, Oh, Vasudeva,
Kamsa’s servants are in deep sleep, caused by my
‘Maya’, the doors will open by themselves, you may
carry me then across the Yamuna, which upon my
command, will make way for you, and you may reach

me to Gokulam?”.?

Thus Devaki's eighth child was born, which was the
Yogamaya of Vishnu. When Kamsa saw a female child,
presumably the eighth child of Devaki, he picked the child by
her legs and began to slam her to the ground. The child
suddenly kicked Kamsa violently, slipped out of his grip, rose
upwards into space and revealed herself as Maha Durga. The
Deva-s offered their prayers and sang her Glory. Devi Durga
announces that Kamsa’s Antaka was born already in
Gokulam to Yasoda and Nandagopa and by saying these
words, she disappears. With this, the first Taranga of
Krishnalila Tarangini, which is titled ‘SriKrishna Pradurbhava

Varnanam’, comes to a conclusion.

? B.Natarajan-SriKrishnalila Tarangini — Slokas 40 and 41 page-306.
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SRIKRISHNA BALALILA VARNANAM

lind TARANGA
SRI KRISHNA BALALILA VARNANAM
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Krishna's sport as a child is described in this Taranga,
which is titled “Srikrishna Balalilavarnanam.” Yasoda,
Nandagopa and the Gopis fondle the two children.
(Balarama, son of Rohini and Krishna, son of Yasoda).
Hearing the surprising news that Lord Krishna has
manifested as a child in Nandagopa’s residence, the Gopis
hastened to there. The Gopis describes the beauties of child
Krishna and prays Lord Narayana to give all happiness and
prosperity. Gargamuni arrives in Gokulam, to perform the
naming ceremony of the two children. He names the two
children as Balarama and Krishna. Narayana Tirtha describes
Yasoda as having a charming face, which delights the Devas
by her grace, who moves in slow steps and who is sweet-
spoken. Realizing the truth that it is none other than Lord
Narayana, who was born as human child, in the form of
Krishna, Yasoda praises Him. The beautiful Gopi-s
(Cowherdess) of Gokulam (Vraja Bhumi) now fondles
Krishna, who crawls all over on his two hands and knees.
Even as Krishna was indulging in different sport, the Gopi-s
carried to Yasoda, their report of Krishna’'s behavior. They
complains Yasoda about Krishna's misbehavior. He is
involved intensely in playing with the mischievous cowherd
boys.
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He steals plenty of fresh butter and curd out of the pots from
every street in Gokulam. Yasoda saw Krishna roaming about
happily all over the streets of Gokulam. He was revealing
himself as the Supreme Being within the hearts of Gopis.
Yasoda has gained the reputation that, Krishna, the Supreme
Being was under Yasoda’'s control.

When on one occasion, Yasoda noticed that young
Krishna had become over bearing, she tied him to a wooden
mortar with a rope. Young Krishna crawled dragging the
mortar with considerable force. When he entered between
the twin trees, they fell down. Two Yaksha-s, Nalakubera and
Manigriva, sons of Kubera were thus redeemed by Krishna
himself bound by a rope. They sing the praise of Lord
Krishna. Hearing the news that young Krishna had destroyed
two Arjuna trees, Yasoda became scared about the safety of
Krishna, and freed him from the mortar immediately. Yasoda

also performed auspicious rites for the well-being of Krishna.

Though Young Krishna is the manifestation of Lord
Narayana, he became engaged in different childish sport,
such as swallowing mud with other cowherd boys. Hearing

this news from Balarama,
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Yasoda became angry and she picked up a stick and came
towards Krishna, to chastise him. Acting as if stricken with
fear, Krishna opened his mouth for Yasoda, to look into.
Yasoda was suddenly

amazed by seeing the entire universe, including herself in
the mouth of Young Krishna. Yasoda praises Lord Krishna,
the creator of the whole universe and who assumed the form
of a human child and who protects all the worlds without
exception. With this, the second Taranga of Sri Krishnalila
Tarangini, which is titled “SriKrishna -Balalilavarnanam”

comes to a conclusion.
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SRIKRISHNA GOVATSAPALANA
VARNANAM

llird TARANGA
SRI KRISHNA GOVATSPALANA VARNANAM
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Krishna’'s tending of the calves is the main theme of
this third Taranga. Krishna’s arrival is announced by the
divine celestial damsels. The Devas were aware that young
Krishna who was herding the calves, as Nandagopa’s son,
was none other than Lord Narayana himself. In the ecstasy
of devotion, they sing the praises of Lord Hari. Narayana
Tirtha now describes the different Lila-s of Young Krishna;
like stealing the pots filled with butter from the houses of
Gopis, killing of Aghasura etc. Once Brahmadeva, after
seeing Krishna enjoying with cowherd boys in Gokulam,
decides to spirit away the cowherd boys and the calves,
curious to see what might happen. The mothers of these
cowherd boys became worried by not seeing their children
back at home. Krishna realized that this is the ‘Maya’
created by Brahmadeva, decides to bring down his pride. To
do this, Krishna has manifested Himself in the form of
cowherd boys and calves. At the end of one year, Brahma
saw Hari having manifested in this way, now began to praise

Lord Narayana.

Krishna, along with Balarama and cowherd boys were

wandering in the forest, searching for food. After seeing the
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Rishi-s, doing a Yajna, Krishna told the cowherd boys to ask
for food. He also told them that, if the Rishi-s refuses, they
should ask the Yajnapatni-s. One of the cowherd boys
approaches the Rishi-s and asked for food, but he was
refused by them. Then he approached the wives of Rishi-s.
As soon as they heard Krishna’s name, the ladies abandoned
their earthly ties and ran towards Lord Krishna, carrying
different varieties of food. The Yajnapatni-s praised Lord
Krishna. With the praise of Yajnapatni-s, the third Taranga
titled ‘Sri Krishna Govatsapalana Varnanam’ comes to a

conclusion.

FOURTH TARANGA
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IVth TARANGA
SRI KRISHNA GOPALANA VARNANAM

This Taranga is generally a description of the tending of
cows by Krishna. The different Lila-s of Krishna, like the
Kaliyamardana and killing of the demon, Pralambha are

described in this Taranga.

Once, Krishna, along with cowherd boys, other than
Balabhadra, jumped into the river Yamuna; which was
occupied by Kaliya, the fierce serpant. On hearing the noise,
Kaliya entwined Krishna in his coils. The cowherd boys and
the Gopis became worried. But, Balabhadra, realizing the
power of young Krishna, prayed with eyes fixed steadfastly
on him. On hearing the prayer of Balabhadra, Krishna split
Kaliya asunder, flung his body ashore and danced on his
hood. The wives of Kaliya requests Krishna, not to kill their
husband. They prayed Krishna for the gift of their husband’s
life. Hearing the request of the wives of Kaliya, Krishna let
him go, by saying “Go to the ocean, without fear, with
the imprint of my feet on your hoods”.
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On another occasion, Krishna along with Balarama and
cowherd boys decides to go to the ‘Bhandarika’ forest. After
entering the forest, Krishna started off a different game, in
which the victor is carried on the shoulders of the defeated.
An Asura called ‘Pralambha’ manifested himself in the form
of a cowherd boy, and defeated in the game, started running
away carrying Balarama on his shoulders. After realizing that
it was an Asura, who carried him far away from the agreed
playing are, Balarama asked Krishna, what to do next.
Hearing these words, Krishna reminded Balarama of his
prowess. So induced by Krishna, Balarama smote
‘Pralambha’ on his head with his fist and killed him.
Pralambha was sent by Kamsa, in order to kill Krishna. After
Pralambha, Kamsa had also sent Aghasura and Bakasura but
they were also killed by Lord Hari. By describing this,
Narayana Tirtha concludes the Fourth Taranga which is

entitled ‘SriKrishna Gopalana Varnanam’.
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SRIKRISHNA GOPIVASTRAPAHARA-
GOVARDHANODHARA VARNANAM

Vth TARANGA
SRI KRISHNA GOPIVASTRAPAHARA-
GOVARDHANODHARA VARNANAM
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The main theme of this Taranga is the description of
the stealing of the Gopi’'s clothes and the lifting up of
Govardhana mountain. It should be noted that in many of
the Gitams of Fifth and Sixth Taranga-s, Narayana Tirtha has
used his Mudra as “SivaNarayanaTirtha”. This may be
indicative of his Guru. Sivaramananda Tirtha, who initiated
Narayana Tirtha, to become a Sanyasi.® The
GopiVastrapahara is now described. On seeing a group of
naked Gopis taking Bath in Kalindi, Krishna carried their
clothes in his lotus-like hands, to a point high up on a very
tall tree and tied them on the branches. Krishna asked the
Gopis to come out of the water. Realizing the fact that their
clothes have been stolen by Krishna, the Gopis requested
him to give it back to them. In reply to their questions,
Krishna says that ever since childhood, they are accustomed
to looking on clothes alone as their covering. The
metaphysical meaning of these words is -”Oh Ladies! It
must be realized that, right from your childhood,
absolute unity of spirit and matter subsists between
you and me.” By saying these words, Krishna gave back
their clothes.

After this, the Govardhanodhara episode is described.
Nandagopa and others performed the worship of

Govardhana Hill, along with the forest and of the cows as

* B.Natarajan — SriKrishnaLilaTarangini — Vol.I - Page 145 .

45



well. After seeing Nandagopa and others worshipping
Govardhana Hill, Devendra got angry and by using his
power, he made continuous rain. The entire Gokulam
became flooded. In order to remove the pride of Indra,
Krishna made an umbrella of Govardhana Hill by lifting it up
with his little finger. Thus, Krishna protected the Gokulam
and the supremely pleased Gopi-s praised him in devotion.
With this, Narayana Tirtha concludes the Fifth Taranga,
entitled  ‘SrikKrishna  GopiVastrapahara-Govardhanodhara

Varnanam'’.

SIXTH TARANGA

46



SRIKRISHNA GOPISSAMAGAMA
VARNANAM
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VIthTARANGA
S|1 KRISHNA GOPISSAMAGAMA VARNANAM

The description of Gopis’ spiritual union with Krishna is
the main theme of this Taranga. Considering the Sarad
season as highly auspicious, the Gopis decides to worship
Govinda. Sarad season has strong sun-rays, which can dry
up the mud of one’s sins. It is ornamented by the crystal
clear sky and bright stars. It drives away thoughts of extra-
marital sexual indulgence. As the Gopi-s were conversing
thus, they heard the beautiful playing of the flute. The Gopi-s
now began to enjoy completely the company of Krishna by
forgetting their families. Knowing the steadfast devotion to
the Supreme Being, Krishna appeared before them and
advised them that they should not disregard their duties.
Their most important duty is to cherish the feet of their
husbands. Krishna also asks them to go back to their homes
quickly.

Even after hearing these words from Krishna, the Gopi-s
stood there oppressed by their shyness. One of the Gopi-s
(because of the merit acquired by her over thousands of
previous births) requested Krishna to fulfill her desires.

Another Gopi addressed Hari with respect and a sense of
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propriety. The Gopi-s now completely enjoys the company of
young Krishna. With this, Narayana Tirtha concludes the
Sixth  Taranga entitled “SriKrishna  Gopissamagama

Varnanam.”

SEVENTH TARANGA
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SRIKRISHNA RASAKRIDAMAHOTSAVA
VARNANAM

Viith TARANGA
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SRI KRISHNA RASAKRIDAMAHOTSAVA -
VARNANAM

The Seventh Taranga entitled “SrikKrishna Rasakrida-

Mahotsava Varnanam” is generally a description of the great
festivity called Rasakrida. The Brindavana is full of parrots
(male and female) and cuckoos, with its clusters of Mandara,
Parijata, Santana, Kalpaka, Harichandana and other trees. It
is full of different delightful sounds of various species of
birds. The beautiful Yamuna River is decorated with cushiony
mounds of sand, with the texture of white pearls,
interspersed with gemstones gleaming here and there in the
moonlight. In such a beautiful Brindavana, the Gopi-s were
enjoying the company of Krishna by singing and dancing
with him. On that occasion, Krishna teaches them, the
“Advaita Philosophy”. This Gitam can be considered as the
most important and as the ‘Phalasruthi’.* At the end of each
Charana, Krishna advices the Gopi-s to consider Him as the
Supreme “Om” and as Truth.

After this Gitam, Narayana Tirtha describes the
Rasakrida episode. The Gopi-s (till then) suffering deeply
from the disease, that is the mortal world, drank deeply of
the elixir, that was Krishna’s advice and having obtained
relief, they sported about. After becoming one in essence
with Krishna, they repeatedly sung and danced with Him.
The Gopis who were in a state of unqualified happiness, now

4 B.Natarajan — SriKrishnaLilaTarangini — Vol.II - Page 14.
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are cleansed their bodies and minds of the feeling of ‘self’
(attachment to body) by complete surrender. After obtaining
the Advaita Truth from Krishna, the Gopi-s now praises Lord
Hari. They praised Lord Hari in His manifestation as Krishna,
He, who is the abode of unqualified consciousness and bliss,
who is the origin of all worlds without exception.

In such great ecstasy and joy, the Gopi-s wandered
about in tune with various leading time beats (tala-s), such
as Dhruva and Matya. Here, Narayana Tirtha has used the
Sapta Tala-s and composed Gitams in it. These Gitams have
only Pallavi and Jati syllables. Instead of Ata Tala, Narayana
Tirtha used Vilamba Tala.> With the graceful movements of
the Rasa play of the Gopis, the Seventh Taranga entitled
“SriKrishna Rasakrida-Mahotsava Varnanam” comes to a

conclusion.

* B.Natarajan — SriKrishnaLilaTarangini — Vol.II - Page 47.Vilamba Tala is also shown as Ata Tala in
some texts.
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Vilith TARANGA
RAASAKRIDA MAHOTSAVA VARNANAM

Description of the great festivity, Rasa is the main
theme of Eighth Taranga, entitled ‘Rasakrida Mahotsava
Varnanam’. The Gopi-s praises Krishna and dances with Him.
One of the Gopis imagines Krishna as the self-luminous Lord.
He is the cause of whole Universe. The Gopi-s sang one after
another of the Supreme Bliss. Suddenly, Krishna disappears
and enters into the state of formlessness. The Gopi-s
desperately searches for Krishna. They ask the creepers in
the forest, such as jasmine, the medicinal plants and the
mandara tree, to show them where Krishna is. They
continued asking the other trees, such as Kalpaka, Parijata,
Chandana, Champaka, Naga, Punnaga, Nalikera and Rasali
trees to show them their beloved Krishna.

Here, a dialogue between Radha and Krishna is
described in the form of a Gitam. Radha asks Krishna, to
fulfill her many desires in privacy. Krishna agrees and asks
her, how the pleasurable things are to be done. Radha now
asks Krishna, to fasten her dress, which has become loose.
She asks Krishna, to place Tilaka on her forehead and smear
her breasts with the fine paste of Kumkuma. She then asks

Krishna to fasten her loose hair-knot. The samvada goes on.
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Finally Radha asks Krishna, to carry her in His arms. Krishna
agrees to all her requests.

The desperate Gopis now asks Radha, whether she
has seen Krishna anywhere. Radha tells them, to
comprehend Hari, because he is free from birth and death,
He is limitless, He cannot be described in words, and is very
dear to the ladies of Vraja city. Hearing these words from
Radha, the Gopi-s concentrated their thoughts on Supreme
Lord Krishna, making in their minds the shape of the Lord,
and became silent. They forgot about their bodies. Their
minds have become that of children, and they were totally
absorbed only in their souls. Seeing this, Lord Hari appeared
before them. The Gopi-s have now reached a state of
equanimity. Lord Hari has revealed His Supreme self to the
Gopis, and in the next morning he returned with the Gopis to
Gokulam. With this, Narayana Tirtha concludes the eighth

Taranga, entitled - “Rasakrida Mahotsava Varnanam”.
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SRIKRISHNA MATHURAPRAVESA -
VARNANAM

IXthTARANGA
SRI KRISHNA MATHURAPRAVESA VARNANAM

The Ninth Taranga, entitled ‘SriKrishna Mathurapravesa
Varnanam’ is a description of Krishna’'s entry to Mathura.
Narada advises Kamsa, to kill young Krishna, who is believed
to be his ‘Antaka’, and who still lives in Gokulam. After
hearing these words Kamsa, after consultation with his
ministers decides to perform a ‘Dhnur Yaga’'(Bow Sacrifice),
and induces Akrura to go and bring the two boys to Mathura.
After the dialogue between Kamsa, Akrura goes to Gokulam.
In his extreme happiness, Akrura praises Lord Krishna, who
has beautiful smile, whose eyes are like red lotus, and who is
praised by the Deva-s. He also praises river Yamuna, whose
banks are blessed with the foot prints of Lord Narayana.

After seeing Lord Hari, surrounded by cows and
cowherds, Akrura prayed to Him. After having been
embraced by Akrura, Krishna came to know of the behavior

of Kamsa. Akrura stayed in Gokulam with Krishna and
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Rama, and on the next day, he gently awoke the two boys,

to take them to Mathura city.

By seeing Krishna and Balarama, seated in Akrura’s chariot,
on their way to Mathura, the young cowherdess of the Vraja
Bhumi wishes them victory. While on his way to Mathura,
Akrura had a holy dip in the Yamuna River. After a long
journey, they finally reached Mathura. Reaching at the
entrance of the Mathura city, Krishna describes to Balarama
about the beautiful Mathura, which is endowed with every
variety of riches, superior to Brahma’s creation. The Lord got
down from the chariot, and entered Mathura, which is the
Kingdom of Kamsa. With this, Narayana Tirtha concludes the
Ninth Taranga, entitled, “Sri Krishna Mathura Pravesa

Varnanam”.
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SRIKRISHNENA KAMSANIRHARANA-
VARNANAM

Xth TARANGA
SRl KRISHNENA KAMSANIRHARANA VARNANAM

This Taranga is the description of the slaying of Kamsa

by Krishna. Narayana Tirtha now describes the reactions of
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young maidens of Mathura city, after seeing the beautiful
young Krishna and Balarama. They praise Krishna, who is
like Manmatha to the strong minded women of Mathura and
who has clasped his beautiful hands with that of Balabhadra.
Seeing the maid-servant of Kamsa, Krishna asks her name
and she replies that her name is Kubja. After realizing that it
is Lord Hari himself who has come to their city, Kubja praises
Him. Listening to the beautiful words of Kubja, Lord Hari by
his mere touch, made her into a divinely beautiful woman.
After this, Narayana Tirtha describes how Krishna with his
strength, killed Kuvalayapidam (an elephant sent by Kamsa
to kill Krishna), then the wrestlers, called Mushtika and
Chanura. Krishna also broke the bow at the DhanurYaga.
Krishna finally arrives at the court of Kamsa. The Deva-s
praised Lord Hari from Devaloka. Kamsa got down from the
throne and began fighting with Krishna. At the end of the
fight, Krishna kills Kamsa. The Gods and the learned ones on
earth praised Lord Hari. Krishna releases Vasudeva and
Devaki from Kamsa’'s prison. Lovingly embracing the two
boys, caressing them on their heads, Devaki and Vasudeva
blesses them. With this, the Tenth Taranga, titled
‘Srikrishnena Kamsa Nirharana Varnanam’ comes to a

conclusion.

ELEVENTH TARANGA
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SRIKRISHNA DWARAKAPRAVESA
VARNANAM
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Xith TARANGA
SRI KRISHNA DWARAKAPRAVESA VARNANAM

Description of Krishna’s entry into Dwaraka is the main

theme of Eleventh Taranga, titled ‘SrikKrishna Dwaraka
Pravesa Varnanam'’.

Udhava arrives in all his splendors. He has been sent to
Gokulam by Krishna, to enquire about the welfare of the
Gopi-s. The Gopi-s considers Udhava as a bee, and asks him
about their beloved Krishna. After listening to the questions
of the Gopi-s, Udhava replied that Krishna is beyond the
notion of distinction and He is the only abode of the Dbliss
spoken by the scriptures. Udhava now returns to Mathura
city. He communicates the message of Gopi-s to Krishna.

Krishna and Balarama came under the tutelage of Sage
Sandipini. Krishna and Balarama completes their learning
and pleases his preceptor. The other students in the
Gurukula sang the praise of Krishna.

Krishna entered the city of Dwaraka, which was
constructed by the divine architect, Viswakarma in the midst
of sea. The place was full of music, fragrant with different
flowers and was extremely pleasing. The citizens of Dwaraka
now praise Lord Krishna. With this prayer, Narayana Tirtha
concludes the Eleventh Taranga, titled ‘SriKrishna Dwaraka

Pravesa Varnanam.
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SRIKRISHNA RUKMINIKALYANA -
MAHOTSAVA VARNANAM

Xlith TARANGA
SRI KRISHNARUKMINIKALYANAMAHOTSAVA-
VARNANAM
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This Taranga, entitled ‘SriKrishna Rukmini
KalyanaMahotsava- Varnanam’ mainly describes Krishna's
marriage with Rukmini.

Bhishma, the King of Kundinapura after consultations with
his ministers and elders of the clan, decides to give his
daughter Rukmini to Vasudeva. Rukmi got angry after
hearing this, and told Bhishma that he does not want to give
his sister to a cowherd-bridegroom. He also told Bhishma
that Vasudeva is not fit for their clan. Bhishma because of

his affection for his son agrees with it.

A lady messenger told Rukmini, what had happened in
the palace of Bhishma. She was also told that Balarama has
got married to Revati, and now it is the time for the great
festivity of the marriage of Krishna. Rukmi however wishes
to give Rukmini in marriage to Sisupala. Because of his
affection, Bhishma also agreed this. After hearing these
words from the messenger, Rukmini fell down to the ground.

Rukmini decides to give her message to Krishna
through a Brahmana. The content of the letter is described
by Narayana Tirtha in the form of Gadya. At the end of the
message, Rukmi requests Krishna, to take her hand in
marriage. This letter was given to Brahmana, and he went
quickly to Dwaraka.
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The Brahmana enters Dwaraka and saw Krishna, who is
the delight of cowherds. He then submitted to Hari, what had
been written by Rukmini. The Brahmana returned after
ascertaining the feelings of Krishna, towards Rukmini’s
proposal. He conveyed to Rukmini, the pleasant news of
Krishna’'s desire to come to Kundinapura. Rukmini became
extremely happy after hearing these words from the mouth
of Brahmana.

The description of the Swayamvaram marriage of
Rukmini is next described in a Gadya form. The Gadya is as
follows:
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Kings from different states appear on the stage with
their chariots lined up nearly in rows. They include, Kings
from Kosala, Kuru, Panchala, Mithila, Chedi, Magadha,
Malava, Anga, Vanga, Kalinga Saurashtra, Ghurjara,
Maharashtra, Sindhu, Kanyakubja, Konkana, Dravida,
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Nepala, Karnataka, Utkalita and Trillinga (Telugu) territories.
The dialogue between a confidante and Rukmini is now
described. The confidante points each king and describes
their greatness to Rukmini. She finally asks her to stop this
and show her, Krishna, whom she considers as her husband.

Krishna arrives in his beautiful chariot, with Balarama,
and after taking Rukmini’s hand quickly in his hand and
getting her, started for Dwaraka. Balarama defeated all the
kings, whom he encountered on the way. Rukmi, the brother
of Rukmini, attempted to conquer Krishna in battle, and was
defeated by Krishna and bound to the chariot, as if he were
an animal. According to the request of Rukmini, Krishna
releases Rukmi. When Krishna, Rukmini and Balarama
arrived in Dwaraka, all the relatives, with Vasudeva, came to
see them.

Gargamuni, with the permission of Vasudeva, begins
the ceremony of ‘Laghashtakam’. This is sung as a prelude
to the great festivity of the wedding of Krishna and Rukmini,
according to the Gandharva rites. Although the word Ashtaka
literally means number eight, here there are nine Charana-s.
Brahmasri Varahur Guruswami Sastrigal has pointed out that
even though ‘Lagnashtakam’ may signify the number eight,
the refrain - ‘Rukminya-Satatam Vivahasamaye Kurvantu Te
Mangalam’ occurs in nine verses - a situation, similar to that

in Sankara’s “Dakshinamurthi Ashtakam”.® The different

® B.Natarajan — SriKrishnaLilaTarangini — Vol.II - Page 217
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ceremonial rites performed in the marriage are described by
Narayana Tirtha, such as Saptapada, Homa, Laja-homa,
Pravesa-homa, Gandharva puja, Sthalipaka, Sesha Homam,
Nagabali etc.

Krishna, did everything according to the instruction of
the preceptor. The wedding now takes place. The Deva-s
from Devaloka praises Lord Krishna and sings. This Gitam is
also a very popular one, which starts as ‘Alokaye Rukmini
Kalyana Gopalam’ in Kamboji Raga, Adi Tala. Narayana
Tirtha concludes this Final Taranga, saying that this Krishna
Lila Tarangini bestows on those who sing it or listen to it with
devotion, whatever they wish for and liberation to those who
seek it. Finally, two Mangala Gitam-s are given. One is
‘Madanagopala’ and the other one is ‘Jayamangalam Nitya
Subha Mangalam’.

After this Mangalam, Sri. B. Natarajan, in his book, Sri
Krishna Lila Tarangini, adds three Prakshipta Gitam-s.
According to him, these Gitam-s are seen at the end of some
of the Andhra editions of Sri Krishna Lila Tarangini.
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LITERARY FORMS FIGURING IN
SRl KRISHNALILA TARANGINI
Sri Krishnalila Tarangini consists of various literary

forms like Sloka-s, Gadyams and Dvipadams. In this chapter,
a brief analysis of the different Sanskrit metres, in which
different Sloka-s are set and a general study of the poetical
excellences of these literary forms are being carried out. A
general structure of Sri Krishnalila Tarangini is also studied in
detail.

In Sri Krishnalila Tarangini, each Taranga has a specific
name, which gives a clue, about the story content of that
particular Taranga. Before each Taranga, Narayana Tirtha
prefixes ‘Athabhiniyate’, which means to be enacted. This
clearly shows that Narayana Tirtha composed Sri Krishnalila
Tarangini, to be presented as a Dance -Drama. Narayana
Tirtha concludes each Taranga with a Sloka, all of them
saying the particular number and name of each Taranga.

Preliminary Verses - Invocation:

Before embarking on the excercises, Narayana Tirtha
has made traditional invocations to Lord Vighneswara who is
believed to be the remover of any hurdles. This is followed
by an invocation to ‘Garuda’-the celestial vehicle of Lord
Mahavishnu. In the next Sloka, Narayana Tirtha pays
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homage to great devotees and holy men, such as Prahlada,
Narada, Parasara, Pundarika, Vyasa, Ambarisha, Suka,
Saunaka, Bhishma, Dalbhya, Rukmangada, Arjuna, Vasishta
and Vibhishana.

Dedication:

Introducing himself in the work, by considering Lord
Vishnu as his Guru, Narayana Tirtha dedicates Sri Krishnalila
Tarangini to his Ishtadeva, Lord Venkateswara of Varahur,

where he composed this work.

Phalasruti:

Phalasruti means the reward one gets for hearing.
‘Phala’ means ‘reward and ‘Sruti means ‘listening’. In
Sri Krishnalila Tarangini, the phalasruti is given in the Sloka
in the end of Twelfth Taranga, which is as follows:

. . ALY

Fol lzul Foli~Ifjl"1a1I
“IU IUKIUSIIE ZI “lIaKizal *

—IBs¥IJtIIE OII™ItIIE —IHOSI
FRosl;60;6IticetiiWosiO **

Meaning:
“The devotees who sing Sri Krishnalila Tarangini

or listen to its rendering with due reverence are sure

to achieve their hearts’ desires and it assures
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liberation from the shackles of Samsara to those

great ones striving after final emancipation.”

The story of Sri Krishnalila Tarangini mainly proceeds
through sloka-s, most of which are set in ‘Anushtuph’ metre.
Before each Taranga, Narayana Tirtha briefly gives the story
in a nutshell, through Sloka-s. For example, the story content
of the Second Taranga is given through five Sloka-s. They
are:

Sloka-1: i Zl‘lOI‘I‘aA—I‘@I‘ Oiié— TMi@i
™ [“lIdzaloedldl-psIO3IUtlze *
ceul IFBoslize
tI™1i4221"™IPI;6[]IE  ceul IFBoO-
sI™IIa: **

Meaning:
This is an episode of the narration of young

Krishna’s sport. Nandagopa and Gopi-s fondle the two

children- Rama and Krishna.

soa2. _ OIOIEZIi™IIEi—iOI"ifjiE

ti ™ iiafjlIE"IFBoftI?titi: *
IOt II"IF6héiza0 IIE
“izEa/JiE tizujifjticed " IfE **
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Meaning:
Garga Muni arrives. The naming ceremony of the
children as Rama and Krishna follows. The demoness

Putana and the demon Sakatasura are killed
thereafter.

sioka-3:  [JI¥I[JIOtIIzaZllae ™ IE ZI
™I 1azal ™ HE IFI¥lazafl " I/E *

™|"1ldza ™1l FBOtIE FBo-

sIz™i1zpl IE  :lésl™Il ~IU-Up:

kKK

Meaning:

Young Krishna steals butter, curds from the
houses of Gopi-s. This is brought to the notice of
Yasoda. In the fullness of her affection, Yasoda makes
entreatises repeatedly to Krishna.

soka-a:  =jU6LIj46  zul"I-i[jEié
i1 61 IUEi—Igi[]i“I/E *

55



 ™iKii—™IIE ZI FBOtIE
tllawlE I¥I«1 a:l:1ézu’lE [|'I/E
xk
Meaning:

Krishna is tied up by Yasoda with a rope to the
wooden mortar. The two Yaksha-s gets their
‘Sapamoksha’ from the form of two big trees, by
Krishna. Yasoda beholds the ‘Viswarupa’ Darsanam of
Krishna.
sioka-s:  ™I"lI4za™il  FBOtIE
2tliawlE -ll;0—II¥I-lézu’lIE[]I " I/E
x*

 <t™Ia¥IE -11;6;60;01™II:
FoyliZIRAES0Ié-p <Elcedlit] **
Meaning:

Yasoda sings Krishna’s praise. Krishna re-
assumes the form of young child. With this the
description of young Krishna’s sport concludes.

In between Sloka-s and Gitams, there are Gadyams,
which are like the linking passages. The Gadyams are like a
connecting bridge between Sloka and the Gita. For example,
the Gadyam in the First Taranga describes how the wedding
of Vasudeva and Devaki takes place and after that, Kamsa
hears a formless voice, saying, the eighth child born to

Devaki will kill him. The Gadya is as follows:
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Gadya-17:

+yl ZAU¥IFOO¥IZIUZau¥I ™ I14:
I¥1¥1I-plat2I¥li[ji[]tIceEd
¥121Uz4u¥10IB-p=-1é¥1a 121 "1 ™ 14
tl ™ 11a2?llcedy ™ IE FUO¥IEIt]
FEoZ?la zAUu¥IE ™ II’t¥I1®6 7114 Ol—
IE:

FEO2I"IBRt ™ IUIcedt ™ I laetiOce ¥l
IE™IE —IUt¥Il FEo62IIa
¥12JUzEa¥IE zIét™II-p **

SANSKRIT METRES

. N

6 zula =lizulze tiu

¥1azu? ™ I’- rada-s of ‘Vedapurusha’ are known as

‘Chandas’ or metres. All the Veda-s are strictly confined to
different metres. Knowledge of Sanskrit metres are very
essential for the correct pronunciation of the Veda Mantra-s.
According to ‘Kathyayana Maharshi’ whoever learns or
teaches the Veda Mantra-s, without knowing their metres,
won't have any effect. ‘Chandasttra’ of Acharya Pingala is
considered as the authoritative Grantha about the Chandas.

57



There are two types of metres in Sanskrit. They are

-‘Matra Vritha’ and ‘Varna Vritha’. Metres, such as Arya

and Giti comes under the category of Matra Vritha and

metres like Anushtuph, Indravajra, Vasantatilaka, etc. comes

under Varna Vritha. In Varna Vritha, the number of Varna-s

in @ Pada will be of a fixed number. Laghu and Guru are the

two varieties of Varna-s. All the hrasva varna-s are taken as

Laghu and all the dirgha varna-s, varna-s with anuswara-s,

varna-s which comes before a samyuktakshara, all are taken

as Guru. Laghu is shown by the symbol ‘I' and Guru as ‘8’.

Varna Vrithams are also known as ‘Gana Vrithams’. There

are eight types of Gana-s based on the Laghu-Guru varieties.

The names of 8 Gana-s and their angas are given below:

Name of Gana Anga-s Definition
‘Ma’ gana 8 8 8 Sarva Guru
‘Ya’ gana | 8 8 Adyalaghu
‘Ra’ gana 818 Madhyalaghu
‘Ta’ gana 8 8 | Antyalaghu
‘Bha’ gana 8 I | Adyaguru
‘l/a’ gana | 8 | Madhyaqguru
‘Na’ gana | | | Sarvalaghu
‘Sa’ gana | 1 8 Antyaguru

Different Sanskrit Metres used

in Sri_Krishnalila

Tarangini:

In the entire work of Sri Krishnalila Tarangini, Narayana

Tirtha has used the ‘Anushtuph’ metre for the majority of

Sloka-s.

Anushtuph - Lakshana:
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There are innumerable varieties of metres couched in
Anushtuph Chandas which consists of 4 pada-s of 8 syllables
each, but the main and the most popular among them is

known as ‘Sloka metre’.

Lakshana:
IfI"IE j6QIU 2I¥IEwl 2] I’IE
I"aZItiUyIE ™ 114 : *
I"Eé olurja I 1IJIo ™ lizaatiZ)
6j614F02™1 j6KISIE **
In the Sloka metre, 5" syllable in all of the 4 pada-s is

short and 6™ and 7™ syllables in each of the 2" and 4™ feet

are long and short respectively.

In Sri Krishnalila Tarangini, the second Sloka of the first
Taranga is set in ‘Anushtuph’ metre, which is a Sloka metre.
Sloka-2:-

IOlicedcedl IZIUtIAIUMIU:
Folaedceul I¥lceulfifji: *

+lloed=IElylOISICE¥IEII
2|Uceu?la¥ ™ 114 I¥lceul Itld **
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The fourth Sloka of the first Taranga is again set in
Anushtuph metre.
Sloka- 4:-

¥laeti[jla ™ IE I¥lcedl I[JtIE [¥I-
sIU¥IH-pJI"T0ul "I "I/E *
 ¥laeFUoslol—1"1"1"1il™IFol ™I
E OII™IIi"I FoIIzu I/ **

Like this, all the other Sloka-s in First Taranga, which are set in

Anushtuph metre are:-

Taraga Number Total Number of
Sloka-s
First Taranga 23
Second Taranga 22
Third Taranga 19
Fourth Taranga 20
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Fifth Taranga 15
Sixth Taranga 11
Seventh Taranga 11
Eighth Taranga 14
Ninth Taranga 17
Tenth Taranga 14
Eleventh Taranga 16
Twelfth taranga 31

The next metre used by Narayana Tirtha is ‘Geeti’. The

first Sloka in the First Taranga is set in ‘Geeti’ metre.

Arya and Geeti have common Lakshana. It is as follows:
Lakshana of Arya:

j0K laetit?l 1 Olsll Olla-Iatii
—I¥liti fjla-p 1¥li71a "I: *

17 613% ™IE [I-;6QIU ¥/l
=16yl 1a%Qlae [ I™ItI"lI™IE™II:

xkk
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Lakshana for Geeti:

+1™HE:Iéyl " Iza;618HES ™lizu
Fozu'lizl ;OKIsSIE —I¥lazUu—
IE™II4: *

zui6™Ila: FBotl™IItl 114—IIE

. . rd

tIIE OIOItI OIOtI¥li—IU IW&o6 I:

kKK

‘Ja’ gana should not occur in the 1%,3,5™, or 7™ gana-s.
6™ gana should be either ‘Ja’ gana or 4 laghu-s. This is the
Lakshana of Arya metre. If the same lakshana of the first half
or purvardha occurs in the latter half also, then it become
‘Geeti’. Geeti consists of total 21 akshara-s or syllables. Arya
or Geeti is a Matravritha i.e, 4 matra-s together is taken as
one gana. In Geeti, the number of gana-s will be same both
in purvardha and utharardha, whereas in Arya, it will be one

gana less in the utharardha.

Sloka-1:
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I-p lIOllced-ti 1™II-It™IE
ap HZI;6-ZIl:1-2I"IUIzatIE tl&']:
x*

IFo li:I “I-pul"I"lItE
2°JtIE¥ ™ IE I¥I1QIiltl "lceu-
-poedsl ™| **

According to the Lakshana, the above sloka will be:

Purvardha:
4 4 4 4 4
4
[ | | 8 8 8 8 8 | | 8
[ I

I'p “I'lOl leed  tI Ol ™I Ol t™IE
ap "Izl 6 zIl Oi2l tlu izd
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tiE tla N E
Utharardha:

4 4 4 4 4
I T I 1 8 I1 8 8 8 8 8 8

IF “1igi "1 -pul ™l "IItE 271 tIE
¥™IE [¥]

4 4 2
I T I 1 I T 8 1

QliitiI"leeld  polsll ™I

Another example for Geeti metre is the 6™ Sloka of the

First Taranga.
Sloka 6:

 [i6;6iZIio¥icedlijoIE
I[/IILI; 6 ' 10I[]Iélyl " laFo lIFo;0 ™ Ila
x*
 [JIOceulICEl ¥Ihéti[jal[JIFOhES
I ‘Izlé¥llj'§‘1-‘ L ‘
IB[/zul-ptiI¥ICEIItlceu I/E **

The other Sloka-s in Krishna Lila Tarangini which are set

in Geeti metre are:

SI.No | Taranga | Sloka Commencing words
No. No.
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Il rd

15

:060;0171I0IUIZau-Ep

iOK"10"IE t¥IIE

[ié2lizu™I3
ZaU¥I "1 E*

V th

14

\

N\~

\\I\Ié

ceulKItlOIa0ll;

CEIOII [a*

wIOFROtIiOlloelcel

60I14

N
—

X th

19

"l0ltIollcetceulfl —

N\ N\

lOI¥INIE ™iz0upiiti

The Sloka-s set in ‘Arya’ metre are:

Sloka-9 in second Taranga:

+/7™ Ilaﬂ ™JE ¥Ié ‘IUII ™ &

gigzaz™iiftiz i7" IUE ~a°6i *

<It] *I0OIUceulI¥I—IUEtIE

iOKIsItI’tiI } i ¥laesI¥IE tiad']: **

set in Arya metre are:

The other Sloka-s in Krishna Lila Tarangini, which are

SI.No | Taranga | Sloka Commencing words
: No. No.
1 | st 26

¥lé | —IUI¥
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I0zUFUo " llcedd
¥i& I-11j6F0-
IB0zuFUo"1Uzu

lind ) 33 DIIoeuzU”IUIDI¥Ioeu Il
|]II' .ol IUEDI¥II3KI—
¥ lginiélee*

vih 119 1MI0zuFUo” llceGFo"IMI
QIE Oilzel”
HicedininzuQipi-iiLi;é

VI th 5 1 —11a —118
¥1é" I0IUceui ™ IE:
“lloeGzu2l"I™IE
NiceEd i I¥IE

viten |13z IEIFOIAIhO¥IAIE
“NENEN™]
“II"IFa0

Viil th 14

“IICEI¥IZlocls]?lcells

"1 ¥II—IUI¥]

66




7 IX th

14

8 IX th

19

9 X1l th

24

10 Xl th

26

biceG¥ZIl"IBHE

The next metre figuring in Krishnalila Tarangini is

‘Vasanta- Tilaka'. 5*" Sloka of the First Taranga is set in this

metre.

Lakshana:
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=Hol ¥i2ijtiiti;6Foi ti—iii
‘I0llae OI: **

This metre has total 14 syllables or letters. The Gana-s
figuring in this metre are Ta-gana, Bha-gana, Ja-gana, ]a-

gana and two Guru-s.

Eg: Sloka 5 of First Taranga:

iéYspiza  licedzi-icedi iced:ils
n+cetiOFo-¥ ™ iIZli "-IceuO-
I"IUFo"llae[JIF6—I0"Izul; 6—
“H[JIE * o
[JGE " TIEWozul IUE[JI¥ii] 6 1¥i—
IOIslizuO[JIE **
HUs™Hl I'll I -lceu’™I—
IOI¥ItI[JI/E 2 loedll T **

The above Sloka when divided into their Gana-s will be:

Ta-gana Bha-gana |]a-gana |]a-gana

Guru-s
8 8 I 8 I I 8 | I 8 |
8 8

& %pl zU 1l celd zU

&
E\

el IU sn= ecl0 Fod
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Another Sloka in the First Taranga which is set in
‘Vasanta -Tilaka' metre is Sloka- 26.
Sloka-26:

KIOoeulIN-CEI ICE ™ I—
10 I0la[7taI-pI2IIl ™1
zau¥ll ™1 [JH—
IFo~ljélalzuti:l... 1™ *
™ 14010/ /tu—
¥ iololfjil“1;éljit ™ I-11a -
—IU lH—IcEI ™I =IU all™]
I"I: zlceu? lae: **

Like this, the other Sloka-s of Sri Krishnalila Tarangini,
in Vasanta Tilaka metre are:

SI.No. | Taranga | Sloka Commencing words
No. No.
1 VIl th 15

03 slizutiu¥iDiice
lfIIZIllthOIIé|:|I¥IéIE

2 X th 16 —-IO|:|I|:|zuOIIa|:|ItI|:|I
TMIIILI|0I¥I<<I U135

3| Xt 118 IKISTIE 2lzeeu¥d
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FUC |]U o
zaUu¥Ii”ILIi"isia
t¥IIE

The next metre in Krishna Lila Tarangini is ‘Sragdhara’.
The 10™ Sloka of the First Taranga is set in Sragdhara metre.
Lakshana:

“Ii1ia " IE[JIIE wi™I4s]
Iwi“Iuifgi™ el " iutll - 310&Elcelil
FOOItItIia ™I I/ **

This metre has a total of 21 akshara-s or letters, and the

Gana-s figuring in are Ma-gana, Ra-gana, Bha-gana, Na-
gana, Ya-gana, Ya-gana and Ya-gana.

Sloka 10:
+Izulae FBoslI¥itliceu?tizulU
lcet-paedd-1IE;6;60;01I¥1;61%14
¥It2IIIIE 11;6IE ti[llcedt] Iyl
OI¥IIE 11;6IE Iélaeqo—II¥l : *
Oll&10¥iulli-plced?tizalU
I0liceu¥icetila } ulcedslE

celil?l;60;6I
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FEo?lIzuO[JIE
Iﬂlaeulzlztlzuﬂlu I, oIﬂICEIIae
“ulcetuFol ™ IIE -Ié¥I3 | : **

The Sloka when divided into their respective Gana-s will be:

Ma-gana Ra-gana Bha-gana Na-gana Ya-
gana

8 8 8 8 | 8 8 | | . I
8 8

+1 zUlee FRO  sli ¥ tll  oed 2tl zU
U ced b 024l -IIE

Ya-gana Ya-gana
| 8 8 | 8 8

6 ;060 ;61 I¥l 6l 2lia

Another Sloka in Krishnalila Tarangini which is set in the
same ‘Sragdhara’ metre is the 16" Sloka in VIIth Taranga.
Sloka-16:

leﬂlﬂzE u Ulﬂzu 2JUJIUE
ZIFo,é‘IIﬂI “ItIIE
2floed “llceulzUu=11?™IE

zul?™I14 ;61?™IE ced’liqosi:
Focelitl;6Fol;6tlae?tl;6¥Iitae??IU
OIOtlze: *
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FUO¥IEﬂt ™JI4 Iﬂll¥l 'ISOI:
FUO¥I,0 WEIINIE;
Iza¥™itiih6So¥it™i:

-IB//zulceus ™1a —I 'I/]tIa
2jUceu¥lceu¥Iitl?tIE
‘lolu2z2™jrjzajl?yll: **

Like this, the other Sloka-s in Krishnalila Tarangini,

which are set in this metre are:

SI.No TaRIaonga Sll\looka Commencing words
T v 19 [ \Waniét™ W Olises
12eUdho2I"T1¥II"I-
¥ gIFo-
2 VIII th 4 +||:|||:|ZEU
Nifzu™ I[tIE
AbzUu™ IOItI"1I¥Itl-l
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3 VIII th 5 2]¥

4 VIII th 24 ~‘|

Next metre used by Narayana Tirtha in Krishnalila
Tarangini is ‘Malini’. The 24™ Sloka in the First Taranga is set
in this metre.

Lakshana:

I T™ 1™ IUtIa ™IE “11;6/]10 —
114101;614Fae0: **
This metre has total 15 akshara-s or letters. Padacheda or

Yati occurs after the 8™ syllable. The Gana-s figuring in this

metre are Na-gana, Na-gana, Ma-gana, Ya-gana and Ya-
gana.

Sloka-24:
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“Iceds] I‘U-l‘oitl‘i%-l:‘p t¥IIE
“loeus ™IE IﬂllﬂllE

IHIILI, 6—I™II¥I™IIAOIE
””’IIaIOIIZIﬂt ™JE ] ,blﬂtl “IAE *

2jUcetulceli-IUOIsI—IlceEu
zUu2?I-Ep zUu—IEceEu 14

zllced-poed zlced’lit"l IE —
IIHo/?I }aeuFo " IUtIE **

Divided into their respectine Gana-s, this Sloka will be:

Na-gana Na-gana Ma-gana Ya-gana YA-gana
I [ 8 8 8 | 8 8 | 8
8

“Toeetsl “IUI Ol tll %-Ep t¥IIE
“Toet s™iE i il QIE

Another example for this metre is the 25™ Sloka in the
First Taranga. It is:

<Itl I¥II¥ICEI¥IZIIa]—I:
=lélylE™I t™IIE Elceds ™ II-

“IILI;6—IU¥IJlI " IwiE
“IwlU-p[jtliced IO IE *
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I¥IICEI"IULI?IUce ¥ ™ IIE?tIU ®
US¥IUI¥IsIU IITE

IJILI; GIJIOI"I¥I&A1E
2¥[1yIEZIEIZII } a-3ptIU " I/E **

Like this, the other Sloka-s in Krishnalila Tarangini,

which are set in ‘Malini’ metre are:

SI.No | Taranga | Sloka Commencing words
No. No.

1 | st 34 'bi(ElfI(El:Iyi
01" 1" 1Hos|
“I0IEI7 112yl ™ | ZAU¥:

2| st 1 3% <itlipiolzuitl
tIN2"IIE
™ [IzU¥IA[JFau 21—
H™ia

3 Wd 110 IMjoe"IFO[OsI ™I
"HIE OIi6™ 1 t¥lIE
niepipiéT &

4 | Wrd 19 ¥IT”IIIbI¥IZIoe0i”ii
a »IIe"1IFoIuS”IIslI:

5 VIl th 11 |O|2UUZUTM|IOTM“|
U22[IEIFED
2[|EIFed ™ IELIE

6 | vith 17 FENU¥IT 68 IULIT UL
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™ |ae2t]];6—
lazaeuceUho[Jjt™ lla

7 VII th 18 ~|U Ub(EUl[ll
2Ieru|]IITMIIa
oeulzl.oO.oII¥I.oI2IE

8 | Vilith 120 +y| IZIoeuDIIoeu—
IUHOI
“Ilaeloel]sIILIsn+|:|0[|
1

o | Xth 15 Tyl igi¥ilitl
tIN2IOI&E

OIlaFUb;ab
¥112IUzau¥i4

10 Xl th 8 |¥|O|||6t|— \ .
™ " 1aFol I¥IT™ I
iO-CEItIu¥Il:

The next metre used by Narayana Tirtha is
‘Sardulavikriditam’. The 35 Sloka in the First Taranga is set
in this metre.

Lakshana:
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2jU ™IIE«lae "IE?I" IOItii:
2fjofUceu¥I:
“IIzUEG;61¥IFéo0In-+tI"I/E **
This metre consists of total 19 akshara-s or letters. Yati, or
Padacheda occurs in the 12* syllable. The Gana-s figuring in

this metre are-Ma-gana, Sa-gana, Ja-gana, Sa-gana, Ta-gana,
Ta-gana and one Guru.

Sloka-35:

FoY ™IIsIE I¥ItiJIIativu
Folae2tiU—I"lisl Foslao
ZUGEIJIN I 1U:

FoY™IlislO"lI:l "I4 FoceulatiU

“ITU—IzuUlE ¥IislO -1é¥I0sIIE
ICEI™IE *

ZAu¥IE™II
¥I12IUzaa¥I " lIza¥I:1t14 " "IV60
celiylIWo0 OIzuO

2I...0

I zaFo ' IIWEOSZII=I"IFUOh60
=IOtiI"-lced: FUOSN+;60 **

The above Sloka when divided into their Gana-s will be:
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Ma-gana Sa-gana |]a-gana Sa-gana Ta-

dana

8 8 8 | 1 8 | 8 | | 1 8 8
8 |

FOY™IIsIE [¥ltl[lld tiu Folee
2tlU - —I "I'lsl  Fo slad zu

Ta-gana Guru
8 8 | 8

Gl gIN"T U

Another example for Sardulavikriditam is the 38" Sloka

in the First Taranga.
Sloka-38:

ZJ¥IIEGElIced ceu"ll-Itléd %yl —
I¥Iti] tI[IEIo ™ IE 1¥I—11a

" ItFOtIE¥ ™ 171 141 1a11¥I—
1071l -1é°s ™" lcedKIlI¥ICEllse *

D¥IE a=:1"1"1l IUIE
“10I[]I¥lcedE ™1a ™" IE 2I"11Z)

olza™l o
2¥111 "I JIAE “HIui-il; 6—

H¥I"IEIugH  2gza IE ™ H?TTIOIE
=IEéIt] **
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Like this, the other Sloka-s in Krishnalila Tarangini,

which are set in ‘Sardulavikriditam’ metre are:

SI.N TarNang SII\IOka Commencing words

1 | st 45 ZUUOié
zUUOIEtI-pliceuisi
lwi" IOItIE
2|OlIEIZUI2I}UlYIEFA0

2 | WMth | 26 —nlOOIIaDII.oFo”éFb”i
a¥| |]Ioeu IE zaeU¥IE
2|zul IIDIT”Ia

3| vVt 17 —-IOOIIaDII.oFBoDIIIDI
CEIaFoDusIT”II
2¥1117 1014
“I™ IVl 6tIE

4 | Xlith )23 abZIUDIIpI 2|*|U
¢02II“eruI bsiOZIE-pl
celzulallizu-

> | Xlith |39 2It““IbIIDIZIULI2¥I|:|uDI
“I"1;E® 21¥lIaul”IE
I[|ItT”I<UUFﬁEo

6 XII th 40 OiEWéiﬂ:
2[leuitiiaolé-p©l "IU
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X1l th

41

X1l th

42

Xl th

43

¥IE"IONIIzUl¥IOliazupl
N[|zutI2IU|:|IDzuITIa
%|]I¥ITIé " bIDIﬁE

10

Xl th

44

I¥ITUt|:|IUgIIDI—II —
loet2™ | ¥ 02I[ \
2U¥Ia™IFO2™] [Jie—
1a:

11

Xl th

45

"IO0iSSIIEIFoZI Uzt
cel??lUceU¥IEIU<ujol
tIFol™-llaCElceula

12

XIl th

46

“jié \ZitTTiE\ o
[l€¥IzuN[tl 2I¥IE—
IU¥INIa ™Il
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EI"IE” I0.0I IpITMI

13 Xiith] 47 OIOIIETae IUEI|]II—
I22Izull ItlI"I-pl " 10¥IIEz

N\ A 7 N\

yRMIIEGRIE

The Sloka-s from 39 to 47 in the above table are known
as ‘Lagnashtakas’. Besides these, there is a ‘Mangala Sloka’
and four ‘Dhyana Sloka-s’ which are set in
‘Sardulavikriditam’” metre. In his book, Sri Krishnalila
Tarangini, B.Natarajan mentions that the author of these
Dhyana Sloka-s is un-known. According to him, these Sloka-s
have been handed down by tradition over generations.
Mangala Sloka:

2¥111°I[ /I /E 2I¥IE " 101I[]Ié¥II?I
ceulZItIE n-+=14;6IE
2JUceduljtallzal—I:

¥l lé2tl—
II¥I1ZIwlcedvILIIZItI?¥IsIE?yl;46
“Isho-14 *

+Ija»1"lceu¥I ™ IEOCIOtI"TUIII
—ICE™Ia ™ IIt"I"IUtId -poedu

jOI¥Is ™ II"IBtI¥IlceUCEIA
I¥I-poed 2[tFoOPti
2JUI¥I*tlced ™ | **
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The four ‘Dhyana Sloka-s’ are:

Sloka-1:

™ JzaNRAESQIi-IS46 G-p;60li
“IE

I I-I0™] I0ceEu
I¥1 I, olﬂtlaeuWO' *

e tiu¥IE
I I'I'iie1 a:=I'I4&E

tIE [Jilael”I

[Jilcedl ™ IsItiOyIE "1l ™" IE "I /E **

Sloka-2:
mf jéI*li: =ll6 IE "I HOli=I
””’ItlaaeulaSolaeu, OKIIICEIFo "I&E

mf  ~“JUtldceul=I =101 IE
plaeu ,baeu-leollzu—IU I
2°IBtI"I/E *

™ [tFol ™ IE IwilI¥ICGEIE

IPPECIONIIE
“TipilylElgisiiE ™ iFo "iE
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~i0jiicedi ™ isitiOyIEzi { Uuji¥
JoeEd tiE [Jiiaei “IUIHOI-i™ize

Kk

Sloka-3:

¥iazuiftilylEr¥iZiicedoi™ ™ iicE

lisiii¥icEXizti—iazai i i I/E
ii iiti wizizalylEZIE i™iQI

JIGE¥IiftIIFEotiUY ™ IE OiUsize: *

giifiizaa “iiizaoigtizigtiti ™ i
“I: ziél II¥IFoi”IE OIU G I/E

~i0yjiicedi ™ isitiOyIEzi{ Uui¥
JoeEd tiE [Jiiaei “IUIHOI-i™ize

kKK

Sloka-4:

HaEIIOIIEIPIVIITIE; 6litI"IEIU
cead i lifizii-Eiize -ploei:
Féo0n=t™IUN citizUuOEiizi
[EiUcedl]i IE
“Tigt ™ iifzazOofti ifjiae: *
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IIHoblI[jII¥lcedlHOZIEbI“ItIU; ES

Fo ™Iliwl™IE zlél:I ™I:
=10[]llcedl " IsItiOyIEZI{ Uu[]G¥

lceEd tIE [jllael”l “1UIHolI-1™lae

xkk

After ‘Sardulavikridita’, the next metre figure in Sri-
Krishnalila Tarngini is ‘Pushpitagra’. The 41 sloka in the
First Taranga is set in this metre.

Lakshana:
+™IUI"'] [JI™IUOIceddotila
™JFoloeuld ™IUI'l ZI [I'llae
‘loedtli©] -IUN=ItIIOIé] **

This is an ‘Ardha sama vritha’. Here, the first and third
line will consists of 12 syllables in the following order of

Gana-s such as Na-gana, Na-gana, Ra-gana and Ya-gana.

The second and fourth lines will have total 13 syllables in the
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order of Gana-s such as Na-gana, Ja-gana, Ja-gana, Ra-gana
and one Guru (12+1=13).

Sloka-41:
<ItIFOlyIti¥ItIO—-¥loedu
tlylae¥I
=Iésl ™ I¥I 'llzuFoceulatzUu:lé
¥I0ceu: *
2AULITTICET¥I?IIH 271
OII4FUO;6IL ™IE
-plocetcedlLl;é] tlceulZIt:lé
—1Ha%I=I "1™ 10 **

When the above Sloka, divided into their respective Gana-s,

it will be:

First Line

Na-gana Na-gana Ra-gana Ya-gana (12
Akshara-s)

I | [ 8 | 8 | 8 8
< Iti FO Iyl tl ¥l  tiO —¥l cedl
tl yloe ¥

Second Line

Na-gana Ja-gana |]a-gana Ra-gana Guru (13
Akshara-s)
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r+r 18 1r 1 8 1 81 8 8

[ésl ™ ¥ "llz UFdoeUldt zUU
[ié ¥I0 ocel:

Third Line

Na-gana Na-gana Ra-gana Ya-gana

[ [ 8 | 8 | 8 8

U LT @ ¥ A it 2 oiia
FUO 81 L™IE

Fourth Line
Na-gana J]a-gana ]a-gana Ra-gana Guru

1T 1 8 1 18 | 8§ | 8 8
- ploe Gee l]iLi 0l Otl el IZI tié

\\

—11&8 %Il - ™10
There are only two more Sloka-s in the entire Krishnalila

Tarangini, which are set in ‘Pushpitagra’ metre. They are:

SI | Taranga | Sloka Commencing words
No. No. No.
1 Il nd 36 zau¥IE _
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AN2y It~ I &

N e EENEIN
-Ep2I”iljol:

The next metre figure in Sri Krishnalila Tarangini is
‘Upendra Vajra’. The sixth Sloka in the Second Taranga is set
in this metre.

Lakshana:
=lata¥I 1él Itl’Iititli4 Ollze
Xk

This metre consists of total 11 askhara-s or letters. This
is @ ‘Sama Vritha'. In all the four lines, the Gana-s figuring
will be

Ja-gana, Ta-gana, Ja-gana and Two Guru-s.

Sloka-6

2lceEu zlceud? lizal=l -lITOFo IE-
Féo“lasl ¥I31E
Foceuslaeceu¥Iat I/ *

I 1'1aZ\6™II =Iél 171 IU™I¥IAIE
2JUtIE ™1 1lazul 2IULITI=I ~0a°6]
XXk
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The above Sloka when divided into their Gana-s will be:

]a-gana Ta-gana ]a-gana Two Guru-s
| 8 | 8 8 | | 8 | 8 8

|]a-gana Ta-gana ]a-gana Two Guru-s
| 8 | 8 8 | | 8 | 8 8

Féo “la sl ¥la tE Fo ceu slee cel
¥la t7IE *

There are only three more Sloka-s in the entire Sri
Krishnalila- Tarangini, which are set in this metre. They are:

SI.N | Taranga | Sloka Commencing words

0] No. No.

L dimd 131 TESZUlZIZUlse Ut ™ "
INinti¥IO0™ i3
-poeliee -

2| w12 TESl60zUFo™ I1i6-b
elO-p EIQ™II

31 Xt 7 4 IgtIFeY ™ lisIOlUS
li—lcedl"liee
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The 21 Sloka in the Second Taranga is set in the

metre, ‘Mandakranta’

Lakshana:
“IrjzalFéolrtii ‘1;61QI-

In=Olae’le [jitllee tlizAEu OIU/d
ZIAtI/E **

This metre consists of total 17 akshara-s in each line. The
Gana-s figuring in this metre are Ma-gana, Bha-gana, Na-

gana, Ta-gana, Ta-gana and Two Guru-s (15+2=17). There
should be a Yati or pause after the 4™, 6™ and 7% letter.

Sloka-21:
I1¥i[]™ 1> leeFEo —IUI¥I —
IU¥I |1—IBt:1Izi”I&FEoO ZI -p3tIE
“Hiwll ZIl  1U=zIélslI-pti”lyl
2¥lIzU0 -aep " IWS¥IO[JI "I/ *
pZtla OIB, p//I/E
2[Fo;6 IOItIIEE 2llced—
II&HOI-pIit 14-
t ™ IItIKIIsIIa I¥I-poedlt]
‘1OI[]"Ha-p/Jla [Jljza?lurjiu: **
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According to the Gana-s, the above Sloka will be:

Ma-gana Bha-gana Na-gana Ta-gana Ta-gana
Guru-s

The next metre, Narayana Tirtha used in Sri Krishnalila
Tarangini is ‘Rathoddhata’. The fourth Sloka in the Third
Taranga is set in this metre.

Lakshana:

celllécedll¥I-p ocedEIli4}util
j00llae **
This metre has total 11 akshara-s or letters. The Gana-s in

this metre are Ra-gana, Na-gana, Ra-gana, one Laghu and
one Gurul.

Sloka-4:
Iza2IUIUceuyl OII&IAIUIUI—I:
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INzatldzUa¥Izal " “liee " “liee: *

L™I-I™] IéILI;6zu0 I-
IJCEIUtII"IAE

¥ItA-11;6 1I¥I&Ellze 2
ZUOIKItI: **

The above Sloka when divided into their Gana-s will be:

Ra-gana Na-gana Ra-gana Laghu Guru
8 | 8 N 8 | 8 I 8

0l OJzu 2lU QiU celG yi  OII4 i 21U
Oiv - I—I:

Sloka-12 in the Third Taranga is set in ‘Sikharini’ which
is the next metre used in Sri Krishnalila Tarangini.

Lakshana:

ceu?lae/jataeulN “\o/jlel ™I1°I[]I?]
—I1;61 OI: I'ILIIceuslO **

This metre has total 17 akshara-s. The Yati should occur
after the 6™ letter and the Gana-s figuring in this metre are

Ya-gana, Ma-gana, Na-gana, Sa-gana, Bha-gana, one Laghu

and one Guru.

Sloka-12:
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FozuliZI{ulal¥I[jzau
Fol, ot/ IUaeu, oOﬂIIzu, ol, otla
2fzal?l4 Olla¥ltzllﬂ¥lﬂl—l UI¥i
2JULIE Zllced ™ IIt] ¥lae *
I¥IiICEI*tit’llse—IIO ™ IE
I[llce G¥IICEIFO " 11;618E ™I
FUOtIUFOI-
[ 1U-Up¥IEt3II[JI/E -
11;61 I-poedza’l 1™ IzIceu¥l I:

xkk

The above Sloka divided into their Gana-s will be:

Ya-gana Ma-gana Na-gana Sa-gana
| 8 8 8 8 8 [ . | | 8
FO zul izl  {uld ¥l [Jza&u  FoO 16 tl

"IU cel j60

Bha-gana Laghu Guru
8 | | I 8

Ol zu 6 1;6  tia

The other Sloka-s in Sri Krishnalila Tarangini, which are
set in this metre are:

| SI.No | Taranga | Sloka | Commencing Words
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No. No.

1 VIl th 7 FozulizZi { STATY

NicedififzuzizuflE
2 | xth 17 IRf™t4ulla zula-

o)
3 IX th 8 Nl'bi

Here, it is interesting to note that, the commencing
words of both 12 Sloka of Third Taranga and 7" Sloka of

VIlith Taranga are the same,
FozullZI{ulal¥l/]zau (<adachidgovinde).
Next, Narayana Tirtha uses the metre, 'Indravajra’. The

7" Sloka in the Fourth Taranga is set in this metre.
Lakshana:

zmifjzajta¥l’ 1él  ™liza tilee
‘IOllae OI: **
This metre has 11 akshara-s. The first letter should be Guru.

The Gana-s in this metre are - Ta-gana, Ta-gana, Ja-gana,

and one Guru. This pattern of Gana-s occurs in all four lines.
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Sloka-7:

A"tV 1 zallzalu
OllaI:IFol?’IU —-IOFBo-
sIIA¥IILI; 61 Twi—IUtI "I/ *
tiU ® 61¥I cedl "122IFo; 61t Iz "I x
2J¥IIEt"IFEo FBOsI Il ™ I~u®65]

xkk

According to the Gana-s, the above Sloka will be:

Ta-gana Ta-gana Ja-gana Two Guru-s
8 8 | 8 8 | | 8 | 8

8
Ol "™ t2lu Qgigzul iz ulu olla il
Fol 2IU

Ta-gana Ta-gana |a-gana Two Guru-s
8 8 | 8 8 | | 8 | 8 8
—-10 FRO sl “la ¥l ILI i0 1”1 wi

The other Sloka-s in Sri Krishnalila Tarangini, which are
set in the same metre are:

SI.No | Taranga | Sloka Commencing Words
No. No.

booxieh 128 fwlaej61aE™ IPIE[ItFO
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I¥ItIOsIIE

io™
2 Dhyana 3 1 1Ihv/IE
sioka ¥lazulntllylE
I¥1Z1loecuOl ™|

ISCEIIONGEIUI0I I

OIItI"IEIUee

The next metre used in Sri Krishnalila Tarangini is
‘Bhujangaprayaga’. The 12" Sloka in the Fourth Taranga is
set in this metre.

Lakshana:

—IU IWo-=:le " IItIE —_
I¥lafae ©Itivi—I: **
This metre has total 12 akshara-s. When four Ya-gana-s
occurs in all the four Pada-s, it will be Bhujangaprayaga. The
rhythmical structure of this metre resembles the movement
of snake. Hence it has got the name, Bhujangaprayaga. Adi
Sankaracharya has composed a number of ‘Bhujanga

Stothrams’ on various Deities and all of them are set in this

metre.
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Sloka-12:

2["JE Oll&=I-11;226 IE-pull;6-
IB[zEu

Féo lasl zlél¥I®dlae
LI(EUIHIE 2[E . ,ba-:-uﬂtllae *

I1¥11ZIwli©1 Ol ©llceu mlﬂtll&
Zlaeuﬂtllae

e0;a262tiial ™ ii"iizitivoiiaz:i-
ii; 6IfI/E **

The above Sloka, when divided into their Gana-s will be:

Ya-gana Ya-gana Ya-gana Ya-gana
| 8 8 | 8 8 | 8 8 | 8 8

2l "IEOll& [l -1l jaeb6  "IE -p ull
i0 -IB []zEu

Ya-gana Ya-gana Ya-gana Ya-gana
| 8 8 | 8 8 | 8 8 | 8 8

F&O “la sl Nié ¥l ®dlee LI
ccUI[I&E 2IE b el [Jtiiee
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There is only one more Sloka, in the entire 6Sri
Krishnalila- Tarangini, which is set in this metre. It is the
eighth Sloka in the Tenth Taranga. It is as follows:

Sloka-8:

b2l tIE ¥iza tIE 2I"10:14
¥I2[[JtIE

“IU-Up22IE?"lced tIO tI:i:
21éIHO IE tIti/E *

=loet=1é3 " I—IHosI -Ié—IUE
=lélylE™I tIiO

2¥]™IE zlél-p ZIazEu

¥IZI?2[ICEIU FUo- "Il **

The next metre figure in Sri Krishnalila Tarangini is ‘Prithvi’.
The 23" Sloka in the Fourth Taranga is set in this metre.
Lakshana:

WHIE= 121 ™ I; 61:
¥I2juoié-p™Iitie| =IBy¥I0
olU[]iG: **
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This metre has total 17 akshara-s and the Gana-s are Ja-

gana, Sa-gana, Ja-gana, Sa-gana, Ya-gana, one Laghu and
one Guru.

Sloka-23:

+QII?IUc -
IFoI2IUced=Ié “TULIFEO?IzUutl?IU
cell:

ptIIZtIU ,blaeusll
OIUsI¥ ™ IIHOFoceu-1é2IUtII:
LI;6I: **

¥Iﬂla I¥IZlceditl] Qlﬂla
¥IF Uo, 0 ~Iglo.=_-u0—l UIgIFoI-

3I¥IU ICEIUCIGEUOZI(EUH ICE]
U=IFol lII¥ItIOIUcetilae **

According to the Gana-s, the above Sloka will be:

|a-gana Sa-gana |a-gana Sa-gana Ya-gana
Laghu Guru

| 8 | I 1 8 | 8 | | | 8 | 8 8
I 8

+ QI 2lU  cel -l Fol 2IU o=l [Jié
"IULIFEO 2zUUtIl 2lU cedl:
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There is only one more Sloka, in Sri Krishnalila
Tarangini which is set in this metre and that is the 6" Sloka

in the Sixth Taranga. It is:
<Itl zIé;6:1itl ¥Ié 14 “loeulizu
OllaI-:IFol’Isn+;46
2JUCEIIIFocetisl Isn+;46
zlloedAptil &EIFolcedd I 11T *
locedlE-Ié¥IsIII 1211%3] LI;U6
FRoslI?licedl: 2¢Uoho " I/E
“IUcelllceu”IUceti;60c0eui¥1?2l~
1UIzathi22I " TIFOIETt] **

‘Panchachamaram’ is the next metre used in Sri
Krishnalila- Tarangini, by Narayana Tirtha. The 4% Sloka in
the Fifth Taranga is set in this metre.

Lakshana:

WEIES ‘lcedlze ¥Izaltl
=IfIZII " loed "I/ **
This metre consists of total 16 akshara-s, and the Gana-s

figuring in this metre are, Ja-gana, Ra-gana, Ja-gana, Ra-
gana, Ja-gana and one Guru.

Sloka-4:
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I[JItIN~-I[]IO OIsIE Apzéau
[zaOI -IceEu 1¥1;613E ™I tItI/E
¥loedl -lceEd -1I-p: N?yItIE
Foceul -1U 14 211U u- pﬂIAE *
-I- Upﬂletla tIho,tUu yE
“I- hlaﬂletlla plaeu. NZyItIIa
¥IzuﬂIA.’= I¥11Z] wlﬂl “IE tIE
b2AJIeOIH ™ ItId~u "I I/E **

According to the Gana-s, the above Sloka will be:

Ja-gana Ra-gana |]a-gana Ra-gana J]a-gana
Guru

| 8 | 8 |1 8 | 8 | 8 | 8 | 8
I 8

I[|I tl N~ [|IO Ol slE A|o zau lzu
Ol "-l ceEU I¥l j6IA E™I] tItIE

Other Sloka-s in Sri Krishnalila Tarangini, which are set in
this metre are:

SI.N | Taranga | Sloka Commencing Words
0. No. No.
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1 | IXth 17 ”|UUb~|UEUb|:||E~I|:|
e
“IUFUo[JzuJlizuf]l...

™a: *

2 wm 1t 2 EIE—IE
Nie—IUE Apzul
.boeadu:2"loeUiE
OIUsIiIE*

The next metre in Sri Krishnalila Tarangini is
‘Drutavilambitam’. The 17 Sloka in the Sixth Taranga is set
in this metre.

Lakshana:

FUUtiI¥I;oN -ItI"II-p []I—Ilee —
lceulae **
This metre has total 12 akshara-s and the Gana-s are Na-
gana, Bha-gana, Bha-gana and Ra-gana.

Sloka-17:

~gilori- ‘ -
IBz0loedla[ja-pIWOtIE
IQIILIiéiéléFb “ICETU?¥I’IULIIt IFo
“IAE
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iEiUlced:IVE iéiti;6—i Zi
¥/
¢6¥I6 IEIUFoceiiziUF baedgiOi
Ulceut™1;06°I/E

According to the Gana-s:

Na-gana Bha-gana Bha-gana Ra-gana
[ 8 | | 8 | | 8 1| 8

Il Ol ~I -IB Ozu 21 celld [J0 -p
2] WO tIE

Other Sloka-s in Sri Krishnalila Tarangini, which are set

in the same metre are:

SI.No | Tarang | Sloka Commencing Words
a No. No.

L] Xt 110 E|UTeeUIVE
"IEIUceuINiUcedil
™|FEO

2 Xl th 20 _|_.|.|||:||_
IHolgIigiuFo~OI™ IO
Uzul
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The 13™ Sloka in the seventh Taranga is set in the
metre, ‘Harini’.

Lakshana:

ceu?l ™ IUOI-p "lze[j!llae “lélae
2;6lae OIl4 ™Izul -plcedslia tizal
Xk

This metre has total 17 akshara-s. Yati should occur after 6™,
4™ and 7™ letter. The Gana-s in this metre are Na-gana, Sa-
gana, Ma-gana, Ra-gana, Sa-gana, one Laghu and one Guru.

Sloka-13:

Apzu ™ lI[JII-ptIE Fol[JtIE

FoliZItFol;o[jzu?lUtlItIhéo

I=1€ ™ Iti"I"lyllILI; 6Wo-1ét ™ IW
ot™I}al I[jleedSUG “ItIBI[jIt: *

I I'l:lceul—IzultiOtIE
CElae " IIEZ\U6tIIAN ~“loeu?lIE -
1;6ItI/E

“IU-Upcedl=I —IB IE
Oli ™It ™ I4[]IE IZIceEu -I-Up
“Hazutla **
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According to the Gana-s, the above Sloka will be:

Na-gana  Sa-gana Ma-gana Ra-gana Sa-gana
Laghu Guru
I | | 8 8 8 8 8 |1 8 | 1 8
I 8

U
|-T-|\

™| I Fol [JtiE Foi
IZI ;6 [Jzu IU th ti had
In the entire work of Krishnalila Tarangini, this is the

only Sloka, which is set in ‘Harini’ metre.

The 17" Sloka in the Eleventh Taranga is set in the
metre, ‘Vamsastham'.
Lakhana:

‘Itlize tiv
¥IE “12yI"TUzuOlcedtiIE “loedlae **
This metre has total 12 akshara-s and the Gana-s are

Ja-gana, Ta-gana, Ja-gana and Ra-gana. This is a Samavritha.
Sloka-17:

 <Itl 2tIU¥I[JtIE o
“IUZIUFUO[]zu llzuceulti/E
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FRO-IZIUCEII¥IBI®6<u " 11¥1; 613
E™] 2: *

I-ptiE 2I"llIza ™1 ZI ?It¥loeEu
IV I:

I¥I¥I4 1
“llaelceu "IECEIUceul llceu/jzu’l:

akKxk

According to the Gana-s, the above Sloka will be:

|]a-gana Ta-gana ]a-gana Ra-gana
| 8 | 8 8 | | 8 I 8 | 8

< itl2tlU ¥ [QtiE "IU  ZIU FUd
[]zu "1l zu oc=ultlE
There is one more Sloka in the whole work, which is set

in this metre. It is the 21 Sloka in the Eleventh Taranga.
Sloka-21:

At =
IHoi | IUFo~:i™i ~iUzai
Aptifi¥itié

ﬂlOlmuO “lICEII6tl: *
Iét ™ I’tI"IwIU—IEOI¥II I/

I¥lceul Itla
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K1™IHl ZI ;6K™ ™11 2I-p
2I¥IE?l "=lzul **
Besides the Sloka-s, the other literary forms seen in Sri-

Krishnalila Tarangini are Gadyams and Dvipada-s.

GADYAM:
These are prose passages, used to describe a particular

incident. It acts as a connecting bridge between Sloka-s and
Gitams. Total 34 Gadyams are used in Sri Krishnalila
Tarangini.
The first Gadyam in the First Taranga is as follows:
Gadya-1:
+yl ZAU¥IFoO¥I2IUzau¥I ™" 114:
I¥I¥1I-plat2I¥il]i jtlceEu
¥iziUzA0¥I0IB-p=-ie¥ia i i ™ia
tI™I1142?llcedy ™ IE FUO¥IEItI
FEoZla zAu¥IE™ II’t¥I®67114 Ol—
IE:
FEo2I"IBt ™ IUIcetit ™I “IceliOce i ¥l
IE™IE —=IUt¥Il FEO3ll4
¥I12JUZAU¥IE =Iét™ II-p **
Meaning:

After the wedding ceremony of Vasudeva and

Devaki, Kamsa drove the couple himself in a chariot,
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to Vasudeva’s residence. Just then, a formless voice
(Asariri) was heard, sayingthat the eighth child born
to Devaki would kill Kamsa. When Kamsa heard this,
he spoke to Vasudeva as follows.
The next Gadyam in the First Taranga is a short one. It is as
follows:
Gadyam-19: o L. L

~ +yl ¥I/IUZ40¥I¥IIE™IE
-IUt¥ll FE6%I2tiie FoloeulOIBR-Ep
=1é¥la | " ItI/E **

Meaning:
Having heard Vasudeva’s words, Kamsa got

Devaki and Vasudeva imprisoned.

The number of Gadyams in each Taranga is as follows:

SI.LN | Taranga No.of Gadyams

O No.
1 I 7
2 Il 10
3 11 2
4 \Y 2
5 Vv 1
6 Vi 2
7 VII 1
8 VIl 2
9 IX 1
10 X 1
11 XI
12 XII 5
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DVIPADAM

The next literary form figuring in Sri Krishnalila

Tarangini is the ‘Andhra Dvipada’. The Lakshana of Dvipada
is that, there will be a Prasa on the second syllable of each
line. A perfect example for Dvipada is seen in the second
Taranga. This Dvipada is the words of Yasoda, addressing
young Krishna. It is as follows:

2|E0;6;0laFolCEllcet 2li[IzUIFoloed
OIEEoIn&tOI T 11;6 [l...1¥1;614;0
+OlisitiOlUs |oie‘|“i +it"1li—
lcell”l
"IROI"IzUlIS6tI* 016
" IwlIJIUFU0;6
LiIOloe Ul I¥iI-pi[]I-OIEtI—I¥I"1ia-p
Ni0lcell’ I¥lceUEIOeU
qlipil




2ti‘>.62i|jiéUtiinsi 2[IEEIvzinwlisi
IFooeuGE¥I IIFolcel

tIOyIEFROtIOIOL]

Literary beauties generally figuring in Sri Krshnalila

Tarangini

1. Adyakshara Prasa:

Here, the Prasa can be found in the first letter of each
line or Pada. A beautiful example for this is the 21 Gitam in
the First Taranga. In this Gitam, the Adyakshara Prasa is
seen in the second and third Charana-s. It is as follows:

Charana-1:

+[ilceti*itiigigzu-laEiz4Qapi
+IitIFdQAsii¥IEIRtI, Uutina[|
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Fo[ihGoediKizi-peed LiNsn-+tigiifi
F(\):|\|F(\)|~\—|CECI§E\|CECI
Fo[]lhozUuoceul[]l

Charana-2:

7

“1IFOceUFUdSN+| OF TMlU(El;I|¥\|—iUi
“1002 T ItIFOIaThe " Igiu 6¥Ial
IXIFOZIFO 1;621I[IE—II¥IIU;6IKI
1¥171;6Apzu™I10l11&[llj6Foce UKl

2. Dviteeyakshara Prasa:

Here, there will be a prasa between the Second syllable
of each line or Pada. An example for this is the 16™ Gitam in

the First Taranga. The Pallavi and Anupallavi have the
Dviteeyakshara Prasa.

Pallavi:
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"loedsiE  —I¥l  Fo[JOsliE  ~li™I
FUo|:|uzuO|:|IzuTMI ola \
Fo[l_slloeuzl ¥Iasli6™ |

AN

FoloeUoeUl' IFRO[JII;614

Anupallavi:

+CEIUQII LI;Ub I¥ICEITHT™ |
2JUICET™ 121U U—Illceutl " 14
"IEIVzIUzUl  CICEIVI0zufl  -peeld
"II"IFO zUUlceUtl™ £

/

3. Alliteration:
Here, the repetition of the same letter, close together is

seen. The above mentioned Gitam is also a good example for
this.

Pa\IIavi: . v L

lceUsIE - — ¥ Fo(JUsIE “1I™|
FUo[]GzuO IzuT”II.oIa

Fo[Jusllce L’l I ¥I|]us||.o”“|

FoloeUoeUl' IFRO[II;614

Charana-2:

QIBIsl"Isn+6 "lIsIFUdsn=+;6

«OIsl”Isn+;6" ™I
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4. Antyakshara Prasa:

Here, the Prasa is in the ending syllables of each line or
Pada. A beautiful example for this is the 21 Gitam in the

First Taranga. In all the three Charana-s, Antyakshara Prasa

is found.

Charana-1:
+[llcedl"ItliOI0zuU-11aCEI2¥l__G=]
+ItIFo[asII¥ICEIRtII, Gl

Uutl
L]

utl
FoOlhdoellKI2l-poet LINSn-+ti[li=]

FO[]IFOI™-lceUCElcel
Fo[JlhozUuceul+1

Charana-2:

"IFOeUFUOsn+;0Fad ™ IUcell¥I—=I1UI
“Igiiz 17 ItlFolalhg~1glujo¥lal
I¥IFOZIFO™I; 02II|]Ie—II¥I|]IU.oI

Mk I,oAbzuTMIOIIaDII.oFooeuKI

Charana-3:
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IFO"IOIO™IEeslé
Fo[JGsllceU?l—Ilocul” 1ljOtI¥laeFUOSIO
Niicednii;é™i —iUi¥ —

Besides these poetical excellences, there are Ulpreksha
Alankara-s, i.e, comparing one thing to another and
Allusions, in which a particular word is used to bring out a
whole story of the past.

Example for Ulpreksha Alankara:

As mentioned earlier, here a particular thing is
compared to another. In the 16™ Gitam in the First Taranga,
Saranam Bhava in Saurashtra Raga, Adi Tala, we can see
Ulpreksha Alankara in the phrase, ‘Karunalaya Varunalaya’.
Here, the characteristic Karuna Bhava of Bhagavan is
conceived as the Ocean, i.e, Varuna.
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Another example is seen in the 14" Gitam, in the First
Taranga. It starts with ‘Ramakrishna Govindeti’ in Bhairavi
Raga, Adi Tala. In the Pallavi itself, we can see Ulprelsha
Alankara. Here, the Holy names, Rama, Krishna and Govinda
are conceived as the Holy river, ‘Prayaqg’.

ceul”IFRosIOlal¥I]zaultl

AN

gii-1zI7gié™l1iaola

Allusion:

Here, a particular word is used to highlight a particular
story from the past. Here, in this work allusions are used to
describe the greatness of Lord Vishnu, which can be seen in
the example given below. The 16™ Gitam of the First Taranga
is a fine example for this. In the Pallavi, the word ‘Kariraja
Kripalo’ is wused. This is to mention the story,

‘Gajendramoksham’.
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"loeUsiE —I¥l FO
FUoGzuOglzu™Ii;

Foljuslloeuzl ¥I|]u 6
Folceucetil IFBo:1l; 61

QasIE "1™
Ola

—

Another fine example for Allusion is the 10" Gitam in
the Third Tarnga. Here, in the third charana ‘Varnitavirya
Vamana Gopalakrishna’ is used. This is used to mention the
story of Mahabali, the Asura King, who ruled Kerala. Krishna,
at the request of the Deva-s, took the incarnation of
‘Vamana’ and humbled Mahabali by measuring up all the
three worlds as his due.

Charana-3:

OlUslagzul”isn-+iol0i
|]IeruItI[|I

QIUsIE 2lugisiE¥-p[l SAinlinl

tiOsIE2IE2lioel "11&-p[
EIOcetl ™Il

FOsIEFUOsn+6 11a—I]l Fogli

_¥IsIti¥IO™IE ¥

Olla[]il;6FROsI

il
¥loe

—

- .

"Il

\l —

MUDRA-S USED BY NARAYANA TIRTHA
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Different types of Mudra-s are found in
compositions belonging to South Indian Music. Among the
different varieties of Mudra-s, the ‘Vaggeyakaramudra’
declares the stamp of the composer of a particular
composition. Narayana Tirtha is a ‘Swanama Mudrakaraka’.
In most of the Gitams of Sri Krishnalila Tarangini, Narayana
Tirtha has used his mudra as ‘Narayana Tirtha’. But, we can
find some other mudra-s like Siva, Sarasavara,
Haribhaktasiva, Bhavya, Nara, Muni, Yogivara, Dhira, Yati,
Sachidananda Dhira, etc prefixed to the term, Narayana
Tirtha. He pays his homage to his Guru, Sivaramananda
Tirtha, by using the Mudra as ‘Siva Narayana Tirtha'. These
are some commonly used mudra-s. Besides these, there are
some rare mudra-s like Ghatita Narayana Tirtha,
Vishnubhakta Siva Narayana Tirtha, Sidha Narayana Tirtha,
Sri Haribhakta Narayana Tirtha, Bhakta Narayana Tirtha and
Gurubhakta Narayana Tirtha.

Besides this, he has also used different varieties of
prfixes such as Vara Narayana Tirtha, Siva Narayana Tirtha,
Dhira Narayana Tirtha, etc. Narayana Tirtha couched the
emotional outpourings and the prayers of the characters in
Krishna’'s story and identified himself with the characters
themselves, while prefixing his mudra to each song.

In the 16™ Gitam of the First Taranga, the third charana
has a rare mudra.
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Charana-3:

_ +lcet—IOFocel  -pljod2liadzlceu
OiicedpiUsie2ivLii-Ela
[JlocUFoOI[JtIFO [loeU[]ll;6F0

Oilceuiii;otl* 1;6EIa

-ploetl&¥IFo L 1¥i[]licedl ™ IsItiO
,\LEDIoeult IniE

“IEIUz10zupl “IEIVI0zunl -poed
"I1"IFO zUUloeUtIE **

This Gitam is the request of Bhumi Devi, to Lord
Narayana in order to free her from the Asura-s. Here, the
mudra used is ‘Harisevaka Siva Narayana Tirtha’. This clearly
shows that Narayana Tirtha was an ardent devotee of Lord
Krishna, whose guru is Sivaramananda Tirtha.

In some Gitams, we do not find any mudra-s. For
example, the 10™ Gitam in the Third Taranga, commencing
with ‘Deva Deva Padaseva’ which is set in Mohana Raga and
Adi Tala does not have any mudra. Mudra-s are generally
found in the last charana of the Gitams. Very rarely, it is
seen in the charana before the last charana. For example, in
the Gitam ‘Balagopala Mamudhara’ in Mohana Raga, Adi
Tala the mudra is found in the 9 charana. This is one of the
longest among all the Gitams of Sri Krishnalila Tarangini,

having 11 charana-s. Another peculiarity of this Gitam is
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that, in all the charana-s, Narayana Tirtha has composed Jati
syllables with the sahitya. For this reason, this Gitam is
frequently used in Kuchipidi dance performances. This Gitam
comes in the Third Taranga and it is sung by the Yajnapatni-s
in praise of Lord Balakrishna.

VARIETIES OF MUDRA-S USED BY NARAYANA TIRTHA

Different types of Mudra-s used by Narayana Tirtha and

their context are given below:

1. Dhira Narayana Tirtha:

In the first Gitam in the First Taranaga, commencing
with ‘Jaya Jaya Swamin’, the Mudra used is ‘Dhira Narayana
Tirtha'. This Gitam is in praise of Lord Vighneswara, who
removes all obstacles. Here, Narayana Tirtha mentions
himself as bold and preserving. Lord Vighneswara shows

unlimited compassion to the learned Narayana Tirtha.

2. Muni Narayana Tirtha:

In the second Gitam of the First Taranga, commencing
with ‘Sri Narayana Vahana’, the Mudra used is ‘Muni
Narayana Tirtha'. This Gitam is in praise of ‘Garuda’ the
celestial vehicle of Lord Mahavishnu. The mudra is seen in
tha last charana of the Gitam. Here, Narayana Tirtha

mentions himself as ‘Saint’.
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3. Narayanananda Tirtha:

The third Gitam in the First Taranga bears this mudra.
This is one of the rare mudra-s used by Narayana Tirtha. This
Gitam is in praise of Lord Jagannatha of Puri. Here, Narayana
Tirtha praises Lord Vishnu as the blissful form that cherishes,
meditates upon and derives joy from.

4. Sarasa Narayana Tirtha:

This mudra is found in the fourth Gitam of the First
Taranga, which is in praise of Lord Venkatesa of Varahur.
Here, Narayana Tirtha considers Lord Mahavishnu as his
Guru. The Mudra comes as ‘Sarasa Narayana Tirtha
SadGuru Varenya’.

5. Tapaharana Narayana Tirtha:
In the fifth Gitam, which is the description of the 10
incarnations of Lord Vishnu, Narayana Tirtha uses his mudra

as Tapaharana Narayana Tirtha. Here, Lord Narayana is
believed to be the remover of Tapatraya-s, such as:

1.Pain due to bodily and mental causes

2.Pain caused by fate

3.Pain caused by animals
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6. Gurubhakta Siva Narayana Tirtha:

One of the rare mudra-s used by Narayana Tirtha. This
mudra is seen in the 21 Gitam of the First Taranga. It is in
praise of Lord Vishnu, who is the Abode of all felicity and
prosperity. By using this Mudra, Narayana Tirtha mentions
himself as the disciple of ‘Sivaramananda Tirtha’ and who is
totally devoted to his Guru.

7. Mangalakara Narayana Tirtha:

This Mudra is seen in the 10™ Gitam in the Second
Taranga. The Gitam is sung by Yasoda, while fondling young
Krishna. Narayana Tirtha praises Lord Vishnu, who confer His
grace on his servants and who bestow good fortune always.
Narayana Tirtha considers Lord Narayana as ‘Mangalakara’.

8. Bhuvi Narayana Tirtha:
This Mudra is found in the 12™ Gitam in the Second
Taranga. The young cowherds of Gokulam complaints

Yasoda, about her son Krishna, who steals butter from their
homes. This Gitam, containing

the story of ‘Navanitachora’ or ‘thief of butter’ is composed
on earth, by the ascetic Narayana Tirtha.
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9. Yati Narayana Tirtha:

This Mudra has no specific meaning, instead Narayana
Tirtha mentions himself as Yati Narayana Tirtha, whose song
has pleased Krishna. This Gitam is sung by ‘Brahma Deva’
praising Lord Krishna and it has been narrated by the ascetic
Narayana Tirtaha. This is the 9" Gitam in the Third Taranga.

10. Palita Narayana Tirtha:
This Mudra is seen in the 4% Gitam in the Fourth

Taranga. Narayana Tirtha praises Lord Krishna, who

fascinates the Universe and who is the delight of Devaki and
Vasudeva. Lord Krishna who is the most holy and protector
of Narayana Tirtha.

11. Vishnu Bhakta Siva Narayana Tirtha:

Here, Narayana Tirtha mentions himself as a devotee of
Vishnu,(Vishnu Bhakta) and who is the disciple of
Sivaramananda Tirtha (Siva). This Mudra is seen in the 6™

Gitam in the Fourth Taranga, which is sung by Balarama,
who asks Krishna to free himself from the coils of serpant
Kaliya.
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12. Yogivara Narayana Tirtha:
This Mudra is found in the 8™ Gitam in the Fourth

Taranga. It is the prayer of the wives of serpant Kaliya for

the gift of their husband’s life. Narayana Tirtha mentions
himself as Supreme Yogi.

13. Sri Hari Bhakta Narayana Tirtha:
This Mudra is another variety of Vishnu Bhakta Siva

Narayana Tirtha. This Mudra is seen in the 11™ Gitam in the
Fourth Taranga. Here also, Narayana Tirtha stresses that he
is an ardent devotee of Lord Hari.

14. Muni Narayana Tirtha:

This is another variety of the Mudra,Yogivara Narayana
Tirtha. The 2" Gitam in the Seventh Taranga has this Mudra.
15. Sivasankara Narayana Tirtha:

This is another variety of Siva Narayana Tirtha.
Narayana Tirtha mentions the name of his Guru,
Sivaramananda Tirtha through these two Mudra-s. This

Mudra is seen in the 3™ Gitam in the Ninth Taranga.

16. Sidha Narayana Tirtha:
This Mudra is seen in the 3™ Gitam of Eleventh Taranga.

Narayana Tirtha mentions himself as Sidha, who praises Lord
Vishnu.
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MUSICAL ANALYSYS OF SRI KRISHNALILA TARANGINI

The Literary and artistic content and also the Musical
setting of the Gitams in Sri Krishnalila Tarangini have
attracted many generations. As this work was composed to
be presented as Dance-Drama, Narayana Tirtha has used
mostly Rakti Raga-s. Swami Sivasankara Sastri recalls that
the practice of staging the play had gone out of vogue, over
the last seventy years.

Nori Narasimha Sastri has observed: “Only the songs
are now sung and that too very widely and with great
fervor. Some exponents sing them to the
accompaniment of dance with greater prominence to
Laya. The fact that it is mainly indented to be enacted
is almost forgotten to such an extent that the songs
in the work are popularly called ‘Tarangams’,
forgetting that the word Taranga was used by the
poet for the twelve parts, into which he had divided
his entire work and not for each composition in the
Tarangam”.?

The Musical pieces or Gitams composed by Narayana
Tirtha are so simple and beautiful that, they easily ranks
with the ‘Ashtapadi-s’ of Jayadeva. These Gitams are so

exquisite in respect of Bhava-Raga-Tala aspects.

! B.Natarajan — Sri Krishnalila Tarangini — Vol-1
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Scholars have difference of opinion about the
authenticity of the Musical setting of the Gitams of Sri
Krishnalila Tarangini. Prof.P.Sambamdurthy mentions that
Narayana Tirtha has used total 36 Raga-s. He also mentions
that a new Raga, called ‘Mangalakapi’ which according to
him is believed to be introduced by Narayana Tirtha.
However, no trace of this Raga is seen in the Grantha
Manuscript. B.Natarajan in his book mentions that this Gitam
is now sung in Nadanamakriya Raga. In the Grantha
Manuscript also, the Raga of this Gitam is given as
Nadanamakriya.

According to Sri T.S.Parthasarathy, Narayana Tirtha has
used total 41 Raga-s. They are - Saurashtram, Natta,
Kambhoji, Sankarabharanam, Kalyani, Ahiri, Navaroz, Kurinji,
Kapi, Saveri, Ghanta, Bhupala, Sahana, Gauri, Mukhari,
Nadanamakriya, Madhyamavati, Anandabhairavi, Regupti,
Punnagavarali, Dwijavanti, Kedaragowla, Yadukulakambhoji,
Mangalakapi, Nilambari, Desakshi, Saranga, Arabhi, Huseni,
Sri, Bhairavi, Pantuvarali, Purvikalyani, Mohana, Todi,
Karnatakasaranga, Dhanyasi, Bilahari, Varali, Surutti and

Khamas. Two rare Raga-s such as Mangalakapi and Regupti
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are seen in the above list. B.Natarajan opines that the Raga,
Regupti may probably be the Raga, Mohana. He also makes
reference about Dr.Seeta, who in her book ‘Tanjore as a seat
of Music’ mentions that the name Mohana as such is absent
in the ancient and medieval works on Music. She also points
out that, it may be possible that the Gitam, ‘Jaya Jaya
Gokulabala’ was originally composed in Kurinji Raga, but was
later changed to Ragamalika by Tiruvotriyur Tyaga lyyer,
taking the Raga-s Bhairavi, Atana, Kambhoji, Kalyani and

Surutti, all the sections with crisp Chittaswara-s.

Musical Forms found in Sri Krishnalila Tarangini

Two Musical forms are found in Sri Krishnalila Tarangini
and they are ‘Daruvu Gitams’ and ‘Gitams’. The structure of

these Musical forms is now given.

Structure of Daruvu Gitams:

This Musical form has no separate Anga-s like Pallavi,
Anupallavi and Charana. Normally, most of the Daruvu
Gitams have only 4 lines or pada-s which is set in a
particular Raga and Tala. Some of the Daruvu Gitams have
only 3 lines or pada-s. The content of Daruvu Gitams is
similar to that of ‘Varnana Daru-s’. Usually, it gives a
detailed description of a particular character, who enters the
scene. For example in the First Taranga, the first character

to enter the stage is King Ugrasena. The Daruvu Gitam
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describes the entry of this character is set in Saurashtra
Raga and Adi Tala. This Daruvu Gitam has only 4 lines or
pada-s.

Daruvu Gitam no.6 - | Taranga:
+0Iléa?lcelila “I-pIt”I[IIE
+O0IéOIs ™ 114%I -1 EIO ItH "I/ *
=0Ié"II*I[JIFol0IésIO-
[JG0Ié2I4[]Ila I¥lcedl Itlid **

The next character, who enters the stage is Kamsa, and
is described in a Daruvu Gitam set to Saurashtra Raga, Adi
Tala. It also has only 4 lines or Pada-s.

Daruvu Gitam no.7 - | Taranga:

11614 -ploIzaEI"IEFBotIA&E
“I-pl IUqalé “I-pI-1;60 * o
FololacedA pzu™ 11a IjIt™IE

. N\ 77

FEOS2II2IUced??I 11 ™ IIIt]
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The Daruvu Gitam, which describes Devaki has only 3
lines or Pada-s and this is set to Nadanamakriya Raga and
Adi Tala.

Daruvu Gitam no.8 - | Taranga:

+I™ It Z4U¥IFoO
Izu¥ ™ I12IU[Jzi0edO I¥IsIU T ™ IG¥]
2J[KIiza ™1 1?lced[]llceliO

lcedliCEI:I-¥loedOlai-p I0

~iOpjiicedi™isiO ™ ilza¥ ™ i"iUiti"|
7ifjio

</[jzUu¥Izuljllcedl¥I[jzu; 614ZI]
]| "ITU—IFUo[jzucedzu/]ll
FUOIh6;6FUo[JtI; 6QIfjII

Except 6%, 7' and 8" Taranga-s, all the other Taranga-s
have Daruvu Gitam-s. It is to be mentioned that the same
Daruvu Gitam has been used in two different Taranga-s to
describe the entry of the same character. For example, the

entry of Nandagopa both in the second and third Taranga-s

is described through the same Daruvu Gitam.
Olia:izeced ivOItiia I it™iE
Olla-IB[jzull/]l I¥IZllceu ™ I[/I/E
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The other Daruvu Gitams, their opening Sahitya, Raga

and Tala and the character they describe are given below:

SI.N | Opening Raga Tala Character

0 Sa‘hityg‘, i i

L 4+1™HIit] Nadanamakriya | Adi Devaki
zau¥IFoO

2 | +2lUceul Sri Adi Vasudeva
ccls™IFo
FUoI6loeu
1a

3 1 4+1™1Itl Nadanamakriya | Adi Brahma
ZItiUceul?
™1ia

4 |- Sri Adi Devendra
IR[Jzuloeti
Folizul¥I[
1UtIIA

5 i6]¥]STM]”] Madhyamavati | Adi Bhumi
e v Devi
UItICEIEce
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uslo
6 | +"14- Sankarabharan | Chapu | Vishnu
I Az A N \ am
ljolaFoFo
loeUsIE
7 |:|‘| ul™ Is | Saurashtram Rupak | Narada
. a
|
[loeul™lIs
[
8 |"IVAO Madhyamavati | Adi Narayana
ZIFéo
Olzu
:1...0
9 | Olla- oe |Bhairavi Adi Nandagop
a
10 Madhyamavati | Adi Gopi-s
¢Oo¥I™IU
IitiIFézu" -
E
11 D]o]ﬁt]”]] Madhyamavati | Adi Gargamu
ni
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a-pitil"loe
ula

12 DiDZﬂOiéi Dwijavanti Adi Yasoda
bOIO

13 b|66 — | Nadanamakriya | Adi Balarama
1;602ZI
"1U%1;00

14 | +oatlsl=] |Saurashtram Adi Yajnika-s
wi=l1;6171

15 | ™bl=lwlO | Yadukulakambh | Adi Yajnapatn
< . 0ji i
-IB[]Jzu

16 zi'b3ii~iCE Nadanamakriya | Adi Devendra
Guzlal¥iti

17 DF‘]Dt]_ Nadanamakriya | Adi Akrura
IHHOZIE™I
UHo

18 [FUo-1I Nadanamakriya | Adi Kubja
21" ™ it

19 =}Bilt‘|2‘|¥ Nadanamakriya | Adi Udhava
IE —IU¥IE

20 iD]_ Nadanamakriya | Adi Sandipini
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IN1é¥lazul
¥Ibli[Jlia

21 CE]"”]‘“D] Nadanamakriya | Adi Bhishma
-1l ™
IE

22 Dl’_‘l"E”]Dﬁ Nadanamakriya | Adi Rukmi
NE"Is™ ¥l
oceu lla

23 [ 1™t Nadanamakriya | Adi Rukmini
[JGANE"IsIO

24 Oi‘léi¥‘||:|Z£I Nadanamakriya | Adi Brahmana
ceul’l

Gitam

The next musical form found in Sri Krishnalila Tarangini

is Gitam. We find two types of Gitams in this work - one

which is modelled after Kriti-s and the other modelled after

Kirtana-s. The Gitams which are modelled after the Kritis

have the three sections - Pallavi, Anupallavi and Charana

and that Gitam-s which are modelled after Kirtana-s have

only Pallavi and multiple Charana-s. For example, in the first
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Taranga, the Gitam, praising Lord Vighneswara is in the
pattern of Kritis, having the sections Pallavi, Anupallavi and
Charana. This Gitam is set in Saurashtra raga and Adi Tala.?
In this Gitam, there are four Charana-s and the mudra, Dhira
Narayana Tirtha is seen in the last Charana.

Mode of Singing

This Gitam is rendered in the same pattern of a Kiriti.
i.e., first Pallavi is sung, then Anupallavi and finally Charana-
s. After Anupallavi, the Pallavi is repeated. Among the four

Charana-s, the first and last Charana-s are mostly sung.

The 4™ Gitam in the fourth Taranga starting with the
words,’Pahi  Pahi Jaganmohana’ , which is set in
Nadanamakriya Raga and Adi Tala is an example of a Gitam-
s which is in the pattern of Kirtana-s, i.e., they have the
sections, Pallavi and multiple Charana-s. Here also, the last
Charana bears the Mudra of Narayana Tirtha, as ‘Palita

Narayana Tirtha’.

The mode of singing is the same as the Kirtana-s, i.e.,
first Pallavi is sung followed by each Charana-s. After each
Charana, the Pallavi is repeated. In Sampradaya Bhajana or
congregational singing, the main singer first sings the
Pallavi, which is repeated by the audience. Then he sings the

2 Given in Mohana raga — Adi tala by Smt.Seetha Rajan in the Notations published by Tirupunturuthy Sri
Narayana Tirtha Swamigal Trust.
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Charana, which is repeated by the audience and after this,
the Pallavi is sung together by the main singer and the
audience.

Some Gitams admit of different sections, which are not
titled as Pallavi, Anupallavi and Charana. Here, each section
contains four lines. The 5™ Gitam in the first Taranga is an
example for this. It is the description of the ‘Ten
Incarnations’ of Lord Vishnu. This is set in Saurashtra Raga
and Triputa Tala. * This Gitam has four Charana-s.

B.Natarajan mentions only 4 sections.

Mode of Singing

As this Gitam do not have the sections like Pallavi,
Anupallavi and Charana-s, it is sung in the same style, as
that of the Sadharana Gitams of present day. After each of
the two lines, a kind of Namavali like ‘Krishna Krishna Hare
Krishna’ is sung, and then the next two lines followed by the
same phrase ‘Krishna Krishna Hare Krishna’' and so on.

Narayana Tirtha has composed some Gitam-s in which
Jati Syllables are interspersed with the Sahitya. The 14%
Gitam in the Third Taranga is a good example for this. It is
set in Mohana Raga and Adi Tala. Here, there are 11
Charana-s and each Charana having some complicated Jati
Patterns. This Gitam is sung by the Yajna Patni-s, the wives

of sacrificial priests. Krishna along with cowherd boys

3 Given in Malavi Raga, Misrachappu Tala by Smt.Seetha Rajan in the Notations published by
Tirupunturuthy Sri Narayana Tirtha Swamigal Trust.
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approached the Yajnapatni-s for food while they were

playing

in the forest. Soon after they heard the name of Krishna,
they gave up all their earthly commitments and
attachments, rushed the food to Krishna, Balarama and the
cowherd boys. By seeing Lord Hari before them, in the form
of Krishna, they were overwhelmed with joy and they praise
Lord Krishna, singing and dancing. It may be for this reason
that Narayana Tirtha has added Jati Syllables, which suits the
dance performance. The first Charana of this Gitam, with Jati
Syllables is given below:
Charana-1 of 14" Gitam:

Izulzul —IHoZIzul Z3IUceu--
iBzuceuiZiti-i-Up¥izui

“IzaNz"ItI?IUzacedlll Folalho-
“Izal?lUzaced “101°114-pl
<Nzuceul INzuceu —IHo-
2fUzacedApza ™ loedl¥l[jzu
—IBWo—IIHo IFoceu[jzu

IN zatiOlldl:IFol-IB zu

tii ﬂtll b tiCElae CEI ul ullE ti
Go tlia ICEI I'1 sllIWG sl tiia
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ICEI Il cedu tI Go tila IGEI I’1
ICEI IFo hé tila ICEI N~ aedu ti

Go tlla Izu I0IsiliWo si ulla
WOICGEI-OIUE nU+= z ul&ElI OIU
nU-=-CE|

ullaWo tila Il 101 sliWo iul
[JG ulldAWo ICEI za 1} a IFo ti

IFo ho z ulcEl I0I] sl tiia

In the Seventh Taranga, Narayana Tirtha has composed
7 Gitams in the Sapta Tala-s. Dhruva, Matya, Rupaka,
Jhampa, Triputa, Vilamba (Ata) and Eka. In the book,
B.Natarajan mentions that instead of Vilamba Tala, Ata Tala
is given in some texts. These 7 Gitams are set in the Raga-s
Natta, Madhyamavati, Todi, Pantuvarali, Sri, Anandabhairavi
and Saurashtra respectively. A variation in the Raga-s
prescribed in the Grantha Script is that instead of Todi and
Pantuvarali, Mukhari and Varali are given. In all these 7
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Gitams, there are Jati Syllables interspersed with Sahitya.
These Gitams have no deviation of sections into Pallavi,

Anupallavi and Charana.

Raga-s & their Emotional aspects depicted in the

Dance-Drama

The main aim of any Kavya is the depiction of its
emotional content. Sri Krishnalila Tarangini, being a Dance-
Drama, the selection of the Raga-s and their treatment in
the musical form are with a specific purpose of emoting the
ideas contained in the Sahitya and as the context suggests.
In Sri Krishnalila Tarangini, great importance is given to
Bhakti, especially ‘Madhura Bhakti’.

Bhakti or devotion can be of various types like Madhura
Bhakti, Sringara Bhakti, Ujwala Bhakti, Desa Bhakti, etc. of
which the Supreme one is Ujwala Bhakti. The devotion of
‘livatma’ towards ‘Paramatma’ is the Madhura Bhakti. Here,
the Jivatma is the human and Paramatma is the Lord. The
Bhakti of the Gopi-s towards Krishna is Madhura Bhakti,
where as the Bhakti of Radha towards Krishna is Sringara
Bhakti. It is erotic in nature. This is beautifully depicted in
the ‘Gita Govinda’ of Jayadeva.

The Raga-s used in Sri Krishnalila Tarangini for

different Rasa-s
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Although there is difference of opinion among scholars
regarding the Raga-s used in Sri Krishnalila Tarangini, the
selection of Raga-s are in perfect accord as to convey the
emotional content of the Sahitya. The name of the Raga-s
used in Sri Krishnalila Tarangini and the number of Gitams
composed in each of them is given below:

SI.No Name of the Raga | Number of Gitams

composed
1 Nadanamakriya 15
2 Kambhoji 13
3 Saurashtram 13
4 Saveri 9
5 Bhairavi 8
6 Kalyani 7
7 Mohanam 7
8 Kedaragowla 6
9 Mukhari 6
10 Punnagavarali 6
11 Madhyamavati 6
12 Ananda Bhairavi 4
13 Ahiri 4
14 Sankarabharanam 2
15 Pantuvarali 3
16 Dhanyasi 3
17 Saranga 2
18 Kapi 2
19 Todi 2
20 Varali 2
21 Dwijavanti 1
22 Kurinji 1
23 Yadukula Kambhoji 1
24 Huseni 1
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25 Ghanta 1
26 Nilambari 1
27 Natta 1
28 Bilahari 1
29 Surutti 1
30 Malahari 1
31 Bhupalam 1

On account of the number of Raga-s used by Narayana
Tirtha for the Gitams in Sri Krishnalila Tarangini, it becomes
clear that, Raga-s like Nadanamakriya, Kambhoji, Saveri,
Bhairavi, Saurashtram, Kalyani, Mohanam, Kedaragowla,
Mukhari, Punnagavarali and Madhyamavati were his
favorites. Raga-s used for different Gitams and the Rasa-s
they portray in Sri Krishnalila Tarangini is now being

analyzed.

1. Nadanamakriva

In the entire work of Sri Krishnalila Tarangini, it is in this
Raga that largest number of Gitams are composed. Total 15
Gitams have been composed in Nadanamakriya Raga. The
first Gitam set in this Raga is the 8" Daruvu Gitam in the
First Taranga, in which Devaki's entrance to the scene is
described. This Gitam is set to Adi Tala. In the First Taranga
itself, there are two more Daruvu Gitams composed in this
Raga, which describes Brahma and the auspicious birth of
Bhagavan.
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The next Gitam composed in Nadanamakriya Raga
figures in the Second Taranga, It starts with the words,
‘Mangala ni Tanotu’ set to Jhampa Tala. This Gitam is the
prayer of Gopa-s and Gopi-s of Gokulam. They are the
prayers to Lord Narayana for the well being of young
Krishna. Karuna Rasa and Bhakti Rasa are well expressed in
this Gitam.

The next Gitam which is composed in this Raga is the
4™ Gitam in the Fifth Taranga, ‘Pahi Pahi Jaganmohana
Krishna’ which is set to Chapu Tala. Here, Narayana Tirtha
requests Lord Krishna who fascinates the Universe, to
protect him. Here also, both Karuna Rasa and Bhakti Rasa
are portrayed. In the same Taranga, there is another Gita,
starting with ‘Ayati Nagadara Kadambam’ in Adi Tala. In this
Gitam, Narayana Tirtha praises Lord Narayana, who by His
powers of delude created the whole world.

In the Sixth Taranga, the Gitam ‘Saranam Bhava
Krishna’ is composed in Nadanamakriya Raga and Adi Tala,
is a prayer of Gopi-s towards Krishna. They consider Krishna,
who fulfills all the desires of womankind and to be infinitely
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compassionate. Bhakti Rasa combined with Sringara Rasa is

expressed here.

The 9™ Gitam in the Eighth Taranga which is in Jhampa
Tala is also set to this Raga. It is mainly the dialogue or
samvada between Radha and Krishna. This Gitam depicts
Sringara Rasa for which again Nadanamakriya Raga is used.
Next is a Daruvu Gitam set to this Raga which describes the
entry of Akrura and in Adi Tala, which is also in the Ninth
Taranga. In the Tenth Taranga also, there is yet another
Daruvu Gitam composed in Nadanamakriya Raga. Here, it is
a description of ‘Kubja’ the servant maid of King Kamsa, who
has a hunched body. This is set to Adi Tala. The description
of the arrival of Udhava, figuring in the Eleventh Taranga is
also composed in this Raga and Adi Tala. In the same
Taranga, there is another Daruvu Gitam set to the same
Raga, Nadanamakriya. It describes the arrival of Sandipini
Maharshi, which is set to Adi Tala.

In the next Taranga i.e., the Twelfth Taranga, the arrival
of Bhishma, Rukmi and Rukmini is described in three Daruvu
Gitams, all composed in Nadanamakriya Raga and Adi Tala.
In the Twelfth Taranga, ‘Gopalameva Devatam’ is also
composed in Nadanamakriya Raga and Adi Tala. This Gitam
is the words of Rukmini. She considers Krishna as her only

God who has the great qualities of ‘Sarva Kama’ which
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means achiever of all desires. In this Gitam, Nadanamakriya
Raga is used to portray Sringara Rasa coupled with Bhakti

Rasa.

The 10™ Gitam in the Twelfth Taranga is the words of
Brahmana, whom Rukmini has sent as a messenger to Lord
Krishna. He consoles Rukmini, saying that Krishna will come
from the city of Dwaraka to Kundinapura to marry her. Here
Adbhuta Rasa combined with Bhakti Rasa is portrayed.

2. Kambhoiji

Next in gradation is the Raga Kambhoji which occupies

the second position. There are altogether 13 Gitams
composed in this Raga. The Dvipadam in the First Taranga
‘Kamsa Rajasuta’ is set in this Raga and Jhampa Tala. These
are the words of Vasudeva addressing Kamsa. He requests
Kamsa, not to kill Devaki and he also agrees to stay with
Kamsa and to handover the children Devaki will beget. Here,
Kambhoji Raga is used to express the pleading tone of
Vasudeva.
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The next Gitam composed in the same Raga is in the
Second Taranga. It is the 3™ Gitam, ‘Sripatimiha
Nandagopagrihe’ which is set to Adi Tala. This Gitam is the
words of Gopi-s, who celebrates the happy news about the
birth of Krishna in Nandagopa’s house. After conveying this
happy news to each other, they invite everybody to the
home of Nandagopa, to see the beautiful child. Here,
Kambhoji Raga is used to Joy and excitement.

The 9" Gitam in the Second Taranga is also composed
in the same Raga and in Adi Tala. These are the words of the
Gopi-s who fondles young Krishna, born in the house of
Nandagopa. It starts with ‘Ehi Mudam Dehi Sri Krishna’. In
this Gitam, the Gopi-s considering young Krishna as Lord
Hari, requests to come near to them and protect them. Here,
Bhakti Bhava of Jivatma to Paramatma is beautifully
depicted.

The 13™ Gitam in the Second Taranga ‘Ayahi Madhava

Madhava’ is again set in Kambhoji Raga and Chapu Tala.

This Gitam is the words of Yasoda, while fondling young
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Krishna. Here she asks Krishna, to return home and also asks
him to stop playing with the cowherd boys. Valsalya Rasa is
portrayed here in a beautiful manner. Next is a Daruvu
Gitam figures in the same Taranga ‘Vriksha Bhava’ which is
composed in Kambhoji Raga and Adi Tala. The arrival of two
Yaksha-s, Nalakubera and Manigriva who have been freed
from the curse is described here. Bhakti Bhava is mainly
portrayed here.

In the Fourth Taranga, the 9* Gitam starting with the
words ‘Rama sakhe Krishna sakhe’ in Triputa Tala is set in
Kambhoji Raga. This Gitam is sung by the Gopa boys of
Gokulam, after seeing Krishna defeating Kaliya Serpent and
thereby saving their lives. The Gopa boys praise Krishna
here. Bhakti Bhava is portrayed here.

Next Gitam, set to Kambhoji Raga comes in Fifth
Taranga. It is the 4™ Gitam, ‘Indrayagasamarambha’. This
Gitam is the words of Krishna to Nandagopa, to stop praying
to Indra Deva, and to worship the Govardhana hill. This is a
samvada between Krishna and Nandagopa.

The 10™ Gitam in the Sixth Taranga is ‘Vanabhuvi

Govindamiha’ is set in Kambhoji Raga and Triputa Tala. This
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Gitam is sung by the Gopi-s while they were in the great
company of young Krishna, singing and dancing with him.
They consider Krishna as the one Lord. Here, Sringara Rasa
is depicted and is also the concluding one in the Sixth
Taranga.

12" Gitam in the Seventh Taranga, ‘KalayataVanabhuvi’
is also set in Kambhoji Raga and in Eka Tala. This Gitam is
one among the 7 Gitams and is set in the Suladi Sapta Tala-
s. It is sung by the Gopi-s while enjoying the company of
young Krishna. According to them, Krishna is the cloud laden
with the sentiment of compassion. Here, Sringara Rasa is
mainly portrayed. Towards the end, Narayana Tirtha has
incorporated beautiful Jati syllables also.

The next piece set in Kambhoji Raga is the 3™ Gitam in
the 8™ Taranga, ‘Mrigayata Radha Madhavam’, which is set
to Triputa Tala. This Gitam is the words of Gopi-s,
desperately searching for Krishna, who suddenly
disappeared. The Gopi-s desperately asks Radha, whether
she has seen Krishna anywhere. The passionate love or
Viraha of the Gopi-s is depicted in this Gitam.

The 8™ Gitam in the same Taranga is set to Raga

Kambhoji and in Triputa Tala. It is sung by one of the Gopi-s,

who is in search of Krishna. For her, Krishna is the source of
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long-lived happiness. Pure Sringara is brought out in this
Gitam as the Gopi-s considers Krishna as their husband. This

Gitam starts with the words ‘Sahachari samarasamiha’.

In the 9" Taranga, the 5" Gitam ‘Nandagopala Krishna’
is set in Kambhoji Raga, Adi Tala. This is sung by Akrura,
when he had the Darsan of Krishna in Brindavana. He has
been sent by Kamsa, to bring Krishna and Balarama to
Mathura. Akrura praises Krishna as who is adorned with the
Garland, 'Vaijayanti’, who made the Deva-s happy and who
gives boons to his humble devotees. Pure Bhakti Bhava is

depicted here.

The next Gitam in Krishnalila Tarangini in Kambhoji
Raga is the 5" Gitam of Eleventh Taranga - ‘Iti Vadati Hi
Gopi’. This Gitam is sung by Udhava after having heard the
anguish of the Gopi-s. After returning from Gokulam, Udhava
meets Krishna and conveys the messages of the Gopi-s.
Love of separation or viraha is portrayed in this Gitam.

The concluding Gitam in the Twelfth Taranga, ‘Alokaye
Rukmini Kalyana Gopalam’ is set in this Raga and Adi Tala.
This is one of the popular Gitams of Sri Krishnalila Tarangini.
After having the divine Darsan of Lord Krishna in his ‘Kalyana
Kolam’, the Deva-s praises Him from Devaloka. This Gitam is

sung by the Deva-s. They praise Lord Krishna, who married

123



Rukmini, as one who deeply cherishes the steadfast Yogi-s

and who is the source of bliss. Bhakti Rasa is portrayed here.

3.Saveri

In the entire work of Sri Krishnalila Tarangini, there are
9 Gitams set to Saveri Raga. The First Gitam set in this Raga
is the 23™ Gitam in the First Taranga. It commences with
‘Avadharaya mamiswaram’ in Adi Tala. Lord Krishna gave his
Viswaswarupa Darsan to Vasudeva and Devaki, while they
were in the prison of Kamsa. Seeing this Vasudeva requested
Lord Krishna, to give his Darsan in the form of a human
child. In reply to Vasudeva’'s request, Krishna advises
Vasudeva to consider Him as the Supreme One. Krishna
addresses Vasudeva as father and says that it is because of
Vasudeva’'s rigorous austerities that he practiced in his
previous births and in answer to his prayer that Krishna has
descended into the earth as his son. Bhakti Bhava is mainly
portrayed here. This Gitam is now sung in Purvikalyani Raga

also.

The next Gitam which is set in Saveri Raga and Adi Tala
is the 10" Gitam in the Fourth Taranga, ‘Rama Rama
Vicharamo’. This is the words of Krishna to Balarama.
Krishna says Balarama that, he has decided to go to the
Bhandarika forest, to play with the cowherd boys of

Gokulam. The beautiful description of Bhandarika forest is
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depicted here. Adbhuta Rasa is brought out in this Gitam by

Narayana Tirtha.

The 8" Gitam in the Fifth Taranga is also set in Saveri
Raga and Triputa Tala. It begins with the words,
‘Nandanandana Govinda’. By lifting the Govardhana Hill with
his little finger, Krishna protects Gokula from heavy rain
which was produced by the Maya of Indra Deva. Seeing this,
the Deva-s sang the praises of Lord Krishna. Kamadhenu, the
celestial cow of Indra Deva, ceremoniously showers on
Krishna, her own milk. After this, she praises Lord Krishna.
This Gitam is sung by Kamadhenu. She praises Krishna who
is the protector of cows, who destroys the Asura-s and
whose sport delights the world. Bhakti is the main Rasa
portrayed in this Gitam.

In the Sixth Taranga, the 7™ Gitam is also composed in
this Raga and Triputa Tala, which starts with the words,
'Karunavalokaya mam’. This Gitam is sung by one of the
Gopi-s. She requests Krishna to look on her with compassion.
She also requests Krishna to fulfill all her desires. Here,
Saveri Raga is being used to portray Sringara Rasa.

The 8™ Gitam in the Ninth Taranga, ’'Swaminam

Vanamalinam’ is set in Saveri Raga and Triputa Tala. As per

the order of Kamsa, Akrura arrives in Gokulam, to invite
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Krishna and Balarama, to Mathura. Akrura stays with Krishna
and Balarama that day and the next day, they start their
journey to Mathura. Seeing Krishna seated in Akrura’s
chariot, the Gopi-s says these words to Akrura. They
requests Akrura, not to take Krishna away from them and
that they can’t live any moment without him. The Gopi-s also
requests Akrura, to take care of both Krishna and Balarama.
Here, in this Gitam, Raga Saveri is used to portray Karuna
Rasa and Soka Rasa.

The next Gitam, which is set in Saveri Raga and Ata
Tala is the 6™ Gitam in the Tenth Taranga, ‘Avalokaya Sri
Govindam’. This is the praise of Deva-s by seeing Krishna
entering into the court of Kamsa, after killing the two Asura-s
Mushtika and Chanura. The Deva-s praises Krishna, who
destroys the enemies of Deva-s encumbering the earth, who
destroyed the wrestler Chanura and Kuvalayapidam, the
rogue elephant and who is like the lion to the elephant that
is Kamsa. Here, Saveri Raga is used to portray Bhakti Bhava
and Adbhuta Rasa.

The 2" Gitam in the Eleventh Taranga is composed in
this Raga and Triputa Tala. The Gopi-s considers Udhava as a
bee and says these words. In the height of sorrow of
separation, the Gopi-s addresses Udhava as ‘fickle-minded

creature’ and asks him where Govinda is. They also say that
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they do not want to see Krishna, who is happy with the
company of beautiful women of Mathura. Here Saveri Raga is
used to portray the disgust of Gopi-s.

Next Gitam which is composed in Saveri Raga is the 5%
Gitam in the Twelfth Taranga. It commences with ‘Re Re
Manasa’ which is set to Adi Tala. This Gitam is sung by
Rukmini, considering Krishna as her husband. She asks her
mind to cherish Gopala, who is nearer than the nearest, who
is noble and the soul of everything. Here, Saveri Raga is
used to portray Bhakti Rasa along with Sringara Rasa. The 7™
Gitam in the same Taranga, starts with ‘Kamkse Tava’ is
again composed in Saveri Raga, set to Triputa Tala. This is
sung by Rukmini. Bhishma, Rukmini’'s father decides to give
her daughter in marriage to Sisupala. Hearing this news,
Rukmini became worried and sends a letter to Krishna in the
hands of a Brahmana. This Gitam describes the request
Rukmini has made to Krishna. She requests Krishna for his
grace. She wants only Krishna as her husband. In this Gitam,

Saveri Raga is used to portray Karuna Rasa.

4. Bhairavi

After Saveri, the next Raga in which most number of

Gitam are composed is Bhairavi. The different Gitams set in

this Raga and the Rasa-s they portray is now described:
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In the whole work, there are total 9 Gitams composed
in this Raga. The first Gitam set in this Raga is the 14™ Gitam
in the First Taranga, ‘Ramakrishna Govindeti’ which is set to
Adi Tala. This is the praise of Sanaka Muni and the other
Rishi-s. The Rishi-s along with Bhumi Devi and other Deva-s
approaches Lord Vishnu, to save them from the Asura-s. The
Rishi-s prays that uttering the three names - Rama, Krishna
and Govinda constitutes the most holy and wished for
confluence of Prayag. It is like taking the Holy dip in Prayaga
River, which removes all sins. The Rishi-s considers the
names Rama as Ganga, Krishna as Yamuna and Govinda as
Saraswati Rivers. In this Gitam Bhairavi Raga has been used
to portray Bhakti Rasa.

Next is a Daruvu Gitam of the Second Taranga, which is
composed in the same Raga. It starts with the words ‘Nirgata
Mohatimiro’ which is set to Chapu Tala. It describes the
arrival of Garga Muni for the naming ceremony of the two
children of Nandagopa and Yasoda. Here, Bhairavi Raga is
used to portray Adbhuta Rasa. The 17% Gitam in the same
Taranga is set in this Raga and Jhampa Tala. This Gitam
commences with ‘Govinda Ghataya’, which is the praise of
Yasoda. After having the Divine Darsan of the three worlds in
the mouth of young Krishna, Yasoda prays Lord Krishna to
help her to attain Supreme bliss. Here, Bhairavi Raga is used
to portray both Adbhuta Rasa and Bhakti Bhava.
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The next Gitam composed in Bhairavi Raga figures in
the Third Taranga. It is the 6™ Gitam, ‘Pasyata Pasyata
Bhagavantam’, which is set to Triputa Tala. This Gitam is
sung by the Deva-s in praise of Lord Krishna, who has taken
the form of a human child and plays along with the cowherd
boys of Gokulam. They praises Lord Krishna as one who
steals cooked rice mixed with tasty curds and butter from
the houses of Gopi-s of Vraja Bhumi. Here also Bhairavi Raga
is used to portray both Bhakti Rasa and Adbhuta Rasa.

The 5™ Gitam in the Seventh Taranga is again
composed in Bhairavi Raga and Chapu Tala. This Gitam
commences with the words ‘Govindamiha’, which is sung by
the Gopi-s while enjoying the company of young Krishna, by
singing and dancing with him. The Gopi-s considers Krishna
as a source of happiness and whose fluent Music on the Flute
drives away the anguish of good souls. His eyes are like
honey bees which cling to the lotus faces of women. In this

Gitam, Bhairavi Raga is used to portray Sringara Rasa.

The next Gitam set in the same Raga is the 4™ Gitam in
the Eighth Taranga, ‘Madhavam Darsaya’. This is set to Adi
Tala and sung by the Gopi-s who are desperately in search of
Krishna, who suddenly disappeared from their company. The

Gopi-s asks each and every creeper in the Brindavana forest,
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for their beloved Krishna. They also ask Mandara Tree, to
show them where their Krishna is. They again ask the parrots
Koels and Sarika-s to tell them where their Krishna is. Here,
Bhairavi Raga has been used by Narayana Tirtha to portray
disgust and Soka Rasa, or sorrow. The 12™ Gitam in the
same Taranga is again composed in the same Raga and
Triputa Tala. This Gitam is sung by the Gopi-s, praising
Krishna who appeared before them again. They praises Lord
Krishna, who is the depicted as giver of all happiness of

Gopi-s in Brindavana and who bestows Supreme bliss.

The next Gitam composed in Bhairavi Raga figures in
Tenth Taranga, which is the 5" one. This Gitam commences
with the words ‘Madhava Me Ratim’ which is set to Triputa
Tala. This is sung by ‘Kubja’, the maid servant of King Kamsa
who has a body bent at three places - neck, breast and
waist. Krishna, by his mere touch, made her into a divinely
beautiful woman, who then wishes to have union with
Krishna. In this Gitam, she requests Krishna to give her the
pleasure of love. Here, Bhairavi Raga is used to portray
Sringara Rasa of erotic nature.

5. Saurashtram

According to the number of Gitams composed, this
Raga occupies the next position to Bhairavi Raga. Since

Saurashtram is an auspicious Raga, the first Gitam of Sri
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Krishnalila Tarangini itself composed in this Raga. It starts
with ‘Jaya Jaya Swamin’ which is set to Ata Tala. This is an
invocation to Lord Vighnesara, who is the remover of all
obstacles. In this Gitam, Narayana Tirtha praises Lord
Ganesa, who is ‘Mushika Vahana' and ‘Lambodara’. Here,
Saurashtra Raga is used to portray pure Bhakti Rasa. The 3™
Gitam in the same Taranga is again set in this Raga and
Triputa Tala. This Gitam also commences with ‘Jaya Jaya
Swamin’ which is in praise of Lord Jagannatha of Puri.
Narayana Tirtha praises Lord Jagannatha, as the one who is
in the company of Balabhadra and Subhadra, who dwell on
the shores of Eastern sea and whose glory has been sung by
Narada and other sages. In this Gitam also Bhakti Rasa is
portrayed. There are two Daruvu Gitams which describes the
arrival of King Ugrasena and Kamsa, which is composed in
the same Raga and Adi Tala.

The 16" Gitam in the First Taranga, ‘Saranam Bhava’ is
set in Saurashtra Raga and Adi Tala. This is sung by Bhumi
Devi, requesting Lord Vishnu to save her from the burden of
Asura-s. She prays Lord Vishnu, as one who strikes terror in
the hearts of enemies, one who killed Narakasura and the
one who is the ocean of bliss and joy. In this Gitam,
Saurashtra Raga is used to portray the pleading tone of
Bhumi Devi depicting Karuna Rasa.
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The 18™ Gitam in the First Taranga is in this Raga and
Rupaka Tala. This is a Daruvu Gitam, which describes the
arrival of Narada, commencing with ‘Narayana Narayana'.
Narayana Tirtha describes sage Narada, arriving in all his
splendor and who constantly sings the praise of Narayana.
Here, Saurashtra Raga has been used by Narayana Tirtha to
portray Adbhuta Rasa.

The 2" Daruvu Gitam in the Second Taranga ‘Vallava
Yuvati’ is composed in Saurashtra Raga and Adi Tala. Here,
Narayana Tirtha describes the arrival of beautiful young girls
of Vraja Bhumi. They are carrying curds, milk and large
quantities of fruits with them. Adbhuta Rasa is portrayed
here. Narayana Tirtha has used Saurashtra Raga for most of
the Daruvu Gitams in Sri Krishnalila Tarangini.

In the Fourth Taranga, the arrival of Nandagopa and
Balabhadra is described in two Daruvu Gitams, which are
composed in Saurashtra Raga and Adi Tala. The first Daruvu
Gitam starts with ‘Gopairanugato’ and the second one starts
with ‘Hali Bali cha Murali’. Here also Adbhuta Rasa is
portrayed.

In the Fourth Taranga, the arrival of wives of Kaliya

Serpent is described in a Daruvu Gitam, composed in

Saurashtra Raga and Adi Tala. Here, Narayana Tirtha
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describes the requests of the wives of Kaliya towards
Krishna, who has by his powers to delude, who delights in a
variety of sport and who has the object of affection for the
Gopi-s. This is the prayers of the wives of Kaliya to Lord
Krishna.

The 5™ Gitam in the Eighth Taranga is composed in this
Raga and Chapu Tala. It commences with ‘Nanda nandana
Gopala Jaya’, which is sung by the Gopi-s in the midst of
Rasakrida. The Gopi-s are now enjoying fully the company of
Krishna, whom they consider as beautiful as Manmatha.
Here, Saurashtra Raga has been used by Narayana Tirtha, to
portray Sringara Rasa.

The 11" Gitam in the Ninth Taranga, ‘Rama Mathura
Nagari’ is composed in Saurashtra Raga and Chapu Tala.
This is the words of Krishna to Balarama, while looking at the
beautiful city of Mathura. The beautiful description of
Mathura city is described by Narayana Tirtha. The city
streets have golden gateways, topped with collections of
diamond crowns. The Mathura city is endowed with every

variety of riches, superior to Brahma’s creation. In this
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Gitam, Narayana Tirtha uses Saurashtra Raga to portray

wonder or Adbhuta Rasa.

The next Gitam, which is composed in Saurashtra Raga
is the 4™ Gitam in the Tenth Taranga, ‘Ehi Ehi Vijaya Gopala’,
set to Adi Tala. This is sung by Kubja, the maid servant of
King Kamsa. When Krishna saw her, he asked her name. In
reply to this, Kubja says these words. She welcomes Gopala,
to the Mathura city. After realizing that it is none other than
Lord Krishna who has came near her, she requests Him to
protect her. She prays Gopala, who destroys both sin and
hosts of Asura-s who are free form existence and who is an
ocean of total bliss. In this Gitam, Saurashtra Raga depicts
Bhakti Rasa, along with Adbhuta Rasa.

6. Kalyani
After Saurashtra Raga, it is in Kalyani Raga that most

number of Gitams has been composed. The Gitams and the
Rasa-s they portray is now described.

In the First Taranga, the 20™ Gitam, ‘Jaya Jaya
Srinivasa’ is composed in Kalyani Raga and Triputa Tala.
Here, Narayana Tirtha praises Lord Srinivasa, in whom
Lakshmi resides. He also praises Lord Krishna, who are
endowed with eyes, which resemble the petals of the lotus,
who is the delight of this Universe, who protects the world

and who look after the devotees who turn to Him for
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protection. Here, Kalyani Raga is used by Narayana Tirtha, to

portray Bhakti Bhava.

The next Gitam, which is composed in Kalyani Raga, is
the 15™ Gitam in the Second Taranga, ‘Damodara Tavaka’,
which is set to Triputa Tala. This is sung by the two Yaksha-s,
Nalakubera and Manigriva who were released from the curse
of being two ‘Arjuna Trees’. The two boys praise Krishna in
this Gitam. They address Krishna as Damodara, whom they
consider as the Supreme Being. They praise Krishna, who
root out the fear of hell, who inspire qualities like the search
for truth and who destroyed the leaders of the demons. Here
also, Raga Kalyani has been used by Narayana Tirtha to
portray Bhakti Rasa.

The 12 Gitam in the Fourth Taranga, ‘Sri
Gopalakamekameva’ is composed in Kalyani Raga and
Jhampa Tala. This is sung by the Deva-s, praising Lord
Krishna, who killed the Asura-s like Aghasura and Bakasura.
They praises Gopala, whose name is sung by Narada and
other Rishis, whose characteristic is the protection of the
entire Universe and who is formless. Here also, Bhakti Rasa
is been expressed through Kalyani Raga.

The 2" Gitam in the Sixth Taranga is composed in this

Raga and Triputa Tala. It starts with ‘Sankhe Sankaram’
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which is sung by the Gopi-s before the Rasakrida episode.
They considers ‘Sarad’ season as most suitable which can
drive away thoughts of extra-marital sexual indulgence. The
beautiful description of Sarad season is given in this Gitam.
Here, Kalyani Raga has been used by Narayana Tirtha to
portray Adbhuta Rasa. The 9™ Gitam in the same Taranga,
‘Vada Kim Karavani’ is again composed in this Raga and Adi
Tala. This is sung by one of the Gopi-s to her companion. The
Gopi-s became so attached to Krishna that they even
forgotten their families, their husbands and children. They
can’'t spend any moment without Krishna. In this Gitam

Kalyani Raga is used to portray Sringara Rasa.

The 8™ Gitam in the Eleventh Taranga is composed in
Kalyani Raga and Jhampa Tala. This Gitam is the praise of
Narayana Tirtha on Lord Hari. He addresses Lord as
Narasimha, who removes the tight bond of repeated births in
human form, whose radiance matches a crore of Suns, who
is an adept in granting the prayers of great sages with pure
hearts and who is highly compassionate. Here, Narayana
Tirtha uses Raga Kalyani to portray his deep devotion.

7. Mohanam

This Raga occupies the next position after Kalyani

Raga, on account of the number of Gitam composed. The
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different Gitams of Sri Krishnalila Tarangini, composed in

Mohana Raga and the Rasa-s they portray are now analyzed:

The 8" Gitam in the Second Taranga, ‘Madhava
Madhava Krishna’ is composed in this Raga and Chapu Tala.
This Gitam is sung by the women of Gokulam, after seeing
young Krishna and Balarama moving hither and thither,
crawling on their knees and lotus like hands. The Gopi-s
praises Madhava, who is the abode of all prosperity. They
realize the fact that it is Lord Krishna himself who has taken
birth as the human child, in Nandagopa’s house. Raga
Mohanam is used here to portray Bhakti Rasa and Valsalya
Rasa.

The next Gitam in Sri Krishnalila Tarangini which is
composed in Mohana Raga is the 10™ Gitam in the Third
Taranga, ‘Deva Deva Prasida’, set to Adi Tala. This is sung by
Brahmadeva. Krishna defeated Brahma Deva by having
manifested in each and every living being of Gokula, which
he spirited away by his Maya. Brahma Deva prays Krishna, to
confer His grace on him; whose face is like the orb of full
moon, who have Garuda as his vehicle and who is beyond
the pale of samsara. Here, Mohana Raga is used for
portraying Bhakti Rasa.

The 13" Gitam in the Third Taranga, ‘Balagopala

Krishna’ is composed in Mohana Raga and Triputa Tala. This
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is sung by the Yajnapatni-s while playing in the forest,
Krishna along with the cowherd boys approached the Rishi-s
for some food. They denied their request. After this, they
approached the wives of the Rishi-s for food. Soon after they
heard the name of Krishna, they gave all their food to the
cowherd boys. The Yajnapatni-s praises Lord Krishna in this
Gitam. They praise young Krishna, to protect them. They
consider Krishna as Yajnaswarupi, who is the Supreme
authority for the sacred statements in the Vedanta and who
grant eternal liberation from worldly shackles. Here also,

Bhakti Rasa is portrayed.

The next Gitam in the same Taranga, ‘Balagopala’ is
again composed in Mohana Raga and Chapu Tala. This is
sung by the Yajnapatni-s in praise of Krishna. The
characteristic feature of this Gitam is that it has Jati syllables
interspersed with the Sahitya of every charana-s. This Gitam
is one of the longest Gitams in the entire work, having 11
charana-s. The Yajnapatni-s praises Lord Krishna, who has
been pleased to take on the form of a cowherd boy in
Gokulam. According to them, Krishna is the delight of
Nandagopa, he performs his customary dance of victory and
he is fond of the Tandava dance form. It is to be mentioned
that this Gitam is used very frequently in Bharata Natya
dance performances. Bhakti Rasa is mainly portrayed here.
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The next Gitam which is composed in Mohana Raga and
Triputa Tala is the 6™ Gitam in the Sixth Taranga, ‘Puraya
Mama Kamam’. This is one of the popular Gitams of Sri
Krishnalila Tarangini, which is now being rendered in Bilahari
Raga and Adi Tala. This is sung by the Gopi-s in the midst of
‘Rasakrida’. One of the Gopi-s, because of the merit acquired
by her over thousands of previous births asks Krishna to
fulfill her desires. She considers Krishna as the Supreme
God. Here, Mohana Raga is used to portray Sringara along
with Bhakti Rasa.

The 10™ Gitam in the Seventh Taranga, ‘Gopalaka Ma
Kalaye’ is again composed in Mohana Raga and Triputa Tala.
This Gitam belongs to the group of seven Gitams composed
in 7 Suladi Sapta Tala-s. This is sung by one of the Gopi-s
during their enjoyment with Krishna. According to her,
Krishna is ever lustrous in the orb of the fierce-rayed Sun.
Here, Mohana Raga has been used by Narayana Tirtha to
depict Sringara Rasa of erotic nature. Another peculiarity of
the Gitams belonging to this group is that each of them has
Jati syllables interspersed with their Sahitya.

The 3™ Gitam in the Eleventh Taranga, ‘Gopalam Vidhi’
is the next one composed in Mohana Raga and Chapu Tala.
This is sung by Udhava, in reply to the questions of Gopi-s in

Gokulam. He advices Gopi-s to comprehend Gopala, who is
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the source of Supreme bliss. He is free of unions and
separations. Udhava also advices them to reflect on Him
again and again. Pure Bhakti Rasa is portrayed here in this

Gitam.

The 8™ Gitam in the Twelfth Taranga, ‘Kshemam Kuru’
is composed in Mohana Raga and Triputa Tala. This is sung
by Rukmini, praying Gopala to do good to her always. Her
mind has become a beautiful bee at Krishna's lotus feet.
Here, Raga Mohana has been used to portray both Karuna
and Bhakti Rasa-s.

8. Kedaragowla

After Mohana Raga, most number of Gitams are set in
this Raga. The Gitams and their Rasa-s are now given.

The 21 Gitam in the First Taranga, ‘Mangalalaya’ is
composed in Kedaragowla Raga and Chapu Tala. This is sung
by Narayana Tirtha himself, praising Lord Krishna. He
requests the Lord to protect him. He praises Lord Krishna,
who appeared on earth as Devaki’s son, whose lotus feet are
always worthy of being adored by the sages and who is
generous in conferring prosperity on his devotees. Here, in
this Gitam Raga Kedaragowla is used to portray both Bhakti
and Karuna Rasa-s.
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Next is the 4" Gitam in the Second Taranga, ‘Kalaya
Kalyanani’ which is composed in Kedaragowla Raga and Adi
Tala. This is sung by the cowherdess, praying Lord Narayana
for the well being of young Krishna. They requests Lord
Narayana to give all happiness and prosperity to young
Krishna. Kedaragowla Raga has been used here to portray
Bhakti Rasa and Valsalya Rasa.

Next Gitam which is composed in Kedaragowla Raga
and Chapu Tala is the 12" Gitam in the Second Taranga,
‘Kalaya Yasode Tava Balam’. This is sung by the women of
Vraja Bhumi, complaining Yasoda about Krishna’s behavior,
saying that her son is stealing plenty of fresh butter and curd
from their houses. Here, Kedaragowla Raga has been used
by Narayana Tirtha to depict a kind of anger or Krodha of the
Gopi-s.

The first Gitam in the Fifth Taranga, ‘Ayahi Vrajayuvati’
is again composed in this Raga and Adi Tala. This Gitam is
the words of Krishna addressing the Gopi-s, who were taking
bath in the Yamuna River. Krishna takes all their clothes and
asks them to come out of the water quickly. This Gitam is a
samvada between Krishna and Gopi-s and hence no specific
Rasa can be ascribed to it.
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The first Gitam in the Sixth Taranga, ‘Parama
Purusham’ is composed in Kedaragowla Raga and Adi Tala.
This is sung by the Gopi-s. They decide to follow Krishna,
who has the fascinating smile, beautiful nose and lips. Here,
Kedaragowla Raga is used to portray Sringara Rasa.

The 6™ Gitam in the Eighth Taranga, ‘Nandamukunde’ is
again composed in Kedaragowla Raga ad Adi Tala. This
Gitam is sung by one of the Gopi-s, searching for Krishna,
who suddenly disappeared from their company. In this
Gitam, Kedaragowla Raga is used to portray a kind of viraha

Oor sorrow.

9. Mukhari
Mukhari Raga comes after Kedaragowla Raga on

account of the number of Gitams set. The Gitams and their
Rasa- is now described.

The 22" Gitam in the First Taranga, ‘Raksha
Rakshasura Siksha’, is composed in Mukhari Raga and Chapu
Tala. This is sung by Vasudeva, praising Lord Narayana. He
addresses Lord as ‘Raksha Rakshasura Siksha’ meaning the
destroyer of all Asura-s and requests Lord to protect him. In
Kamsa’s prison, Lord Vishnu gave his divine Darsan to
Vasudeva and Devaki, in his ‘Viswarupa’. Frightened by

seeing the huge form, Vasudeva requests Lord to assume
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human shape and give them Darsan as a child. Vasudeva’s
devotion towards Lord Vishnu is well brought out through
Mukhari Raga. In this Gitam Bhakti Bhava is mainly
portrayed.

The next Gitam composed in Mukhari Raga figures in
the Second Taranga, which is the 11" one. It starts with the
words ‘Krishnam Kalaya Sakhi’, which is set to Adi Tala. This
is sung by the Gopi-s of Vraja Bhumi, describing the
handsome Balakrishna, born to Nandagopa and Yasoda.
They fondle young Krishna, who is free from earthly
attachments, who is fearless and who is the Supreme Lord of
the three worlds. Mukhari Raga is used here to portray
Valsalya Rasa.

The 8™ Gitam in the Fifth Taranga, ‘Devakuru Siksham’,
is again composed in Mukhari Raga and Adi Tala. This is the
prayer of the wives of Kaliya, the serpent King. They prays
Krishna, to give back their husband’s life as a ‘Bhiksha’. In
this Gitam, Mukhari Raga has been used to portray Karuna
Rasa, which is the Sthayi Bhava of this Raga.

Next Gitam, composed in Mukhari Raga is the 6™ one in
the Fifth Taranga. This Gitam is one of the popular one in Sri
Krishnalila Tarangini, starting with the words ‘Govardhana

Giridhara’, set to Triputa Tala. Seeing the unbelievable act of
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young Krishna, lifting the Govardhana Hill with his little
finger, thus by protecting the Gokulam from the flood, the
cowherds praises Lord Krishna. Here, Mukhari Raga is used

to portray Bhakti Rasa.

The 11™ Gitam in the Twelfth Taranga, ‘Komaladhare’ is
again composed in this Raga and Chapu Tala. This is a
samvada between Rukmini and the confidante. The
confidante shows each and every king, who arrived for the
Swayamvara with Rukmini. Rukmini, however replies that
she wants only Krishna as her husband and also asks the
confidante to show her Krishna. In this Gitam, Adbhuta Rasa
is portrayed in the words of confidante and the depressed
state of Rukmini’s mind is reflected in her replies.

10. Punnagavarali

After Mukhari, the next Raga in which most Gitams are
composed is Punnagavarali. The Gitams composed in this

Raga and the Rasa-s they portray is now given:

The 10" Gitam in the Second Taranga, ‘Ehi Mudam
Dehi’ is composed in this Raga and Chapu Tala. This is sung
by Yasoda, while fondling young Krishna. She asks Krishna,
to come near to her. Considering Krishna as the Lord
Himself, Yasoda praises Him, who casts a spell on the entire
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Universe. In this Gitam, Punnagavarali is used to portray
both Valsalya and Bhakti Rasa-s.

The 2" Gitam in the Fifth Taranga, ‘Sri Krishna Tavaka’,
is again composed in this Raga and Adi Tala. This is sung by
the Gopi-s, requesting Krishna to give back their clothes
which he has stolen. The Gopi-s pleads Krishna, saying that
he is the Lord of the Universe and who is the protector of all.
In this Gitam, Punnagavarali Raga is used to portray the
pleading request of the Gopi-s towards Krishna. Karuna Rasa

is mainly portrayed here.

The 3rd Gitam in the Sixth Taranga,
‘Brindavanamathuna’ is the next one composed in this Raga,
and Triputa Tala. This is sung by one of the Gopi-s, while
they were enjoying the company of Krishna singing and
dancing. She tells her companion that Brindavana forest is
now feeling as ‘Brihadaranya’ for her. The Gopi-s was in such
a state that they can’t imagine a single moment without
Krishna. In this Gitam, Punnagavarali Raga is used to bring
out Sringara Rasa to a great extent which is erotic in nature.

8" Gitam in the same Taranga, ‘Bhuyo Bhuyo’, is again
composed in Punnagavarali Raga and Adi Tala. This is again
sung by another Gopi, during their happy union with Krishna.
Here she requests Krishna, to fulfill all her desires. Here also

Punnagavarali Raga has been used to depict Sringara Rasa.
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The next Gitam composed in this Raga is the 3™ one in
the Seventh Taranga, ‘Kalaye Devam’. This is set to Triputa
Tala. It is sung by one of the Gopi-s, contemplating Lord,
who is beyond good and evil, who is without end and who is
beyond human thoughts. Here Bhakti Rasa is portrayed.
‘Dhanya Dhanyoham’, the 3™ Gitam in the Ninth Taranga is
set in this Raga and Chapu Tala. This Gitam is the words of
Akrura, who has been sent by Kamsa to bring Krishna and
Balarama to Mathura City. When Akrura reached on the
banks of Yamuna River, he saw the footprints of Lord Hari.
Seeing this, he says that he is the most blessed person on
the entire earth. In this Gitam, Punnagavarali Raga is used to
depict the deep devotion of Akrura, which means Bhakti
Rasa of a higher level.

11. Madhyamavati

After Punnagavarali, Madhyamavati is the next Raga in
gradation of the number of Gitams composed. The first
Gitam composed in this Raga comes in the Fourth Taranga,
‘Kalayata vanabhuvi’, which is set to Adi Tala. This is a praise
of the people of Gokulam. They praises Lord Krishna, who is
the delight of the Universe, whose body resembles the crest
of the Rajata (silver) mountain and who protects all the boys
of Gokulam. Here, Madhyamavati Raga has been used by
Narayana Tirtha to portray Bhakti Rasa.
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Next Gitam composed in this Raga is the 7™ one in the
Seventh Taranga, ‘Jagadisam Pasyata’. Another peculiarity of
this Gitam is that it belongs to the group of seven Gitams
composed in the ‘Suladi Sapta Tala-s’. This Gitam is set to
Matya Tala. It is sung by the divine damsels (Gopi-s) during
their happy union with Krishna. Here, Madhyamavati Raga is
used to portray Sringara Rasa.

The 2" Gitam in the Ninth Taranga, ‘Drakshyami
Gokulanilayam’ is composed in Madhyamavati Raga and Adi
Tala. This is sung by Akrura, who came to Gokulam to invite
Krishna and Balarama to Mathura City, as per the order of
Kamsa. Akrura considers this as the happiest moment in his
life and says to himself that he will surely see Madhava and
seek his blessings. In this Gitam, Madhyamavati Raga is used
to portray Bhakti Rasa.

Next Gitam composed in the same Raga comes in the
Twelfth Taranga. It is the 16" Gitam, ‘Brahmagranthim’,
which is set to Adi Tala. This Gitam describes the different
rites performed in the marriage of Rukmini with Krishna. The
rites, such as tying the Brahmagranthi, different Homa-s,
Gandharva puja-s, etc are described in detail.
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The Mangala Gitam, starting with the words
‘Madanagopala Mangalam’ is again composed in this Raga
and Adi Tala. This is the concluding Gitam in Sri Krishnalila
Tarangini and because it is the Mangala Gitam,
Madhyamavati Raga which is an auspicious Raga suits well
to this Gitam.

12. Anandabhairavi
According to the number of Gitams composed,

Anandabhairavi Raga occupies the next position to
Madhyamavati. The Gitams in Sri Krishnalila Tarangini, which
are set in this Raga and the Rasa-s they portray is now

given.

The 17™ Gitam in the First Taranga, ‘Narayana Namo
Madhavaya’ is composed in this Raga and Triputa Tala. This
is sung by Bhumi Devi, praising Lord Narayana who reclines
on ‘Adisesha’ in the ocean of milk. Bhumi Devi offers her
salutations to Lord and praises him. Here, Anandabhairavi
Raga is used to portray Bhakti Rasa.

Next Gitam composed in the same Raga comes in the

Seventh Taranga, ‘Kalayata Suravanita’, which is set to Ata
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Tala. This Gitam belongs to the seven Gitams composed in
Suladi Sapta Tala-s. This is sung by the beautiful Gopi-s while
enjoying the company of Krishna, singing and dancing. In
this Gitam, Anandabhairavi Raga has been used to portray
Sringara Rasa.

The 1% Gitam in the Tenth Taranga, ‘Nanda Nandanam’,
is again composed in this Raga and Adi Tala. This is sung by
the young maidens of Mathura City, after seeing the
handsome Krishna and Balarama seated in Akrura’s chariot.
They describe the beauties of Krishna and Balarama. In this
Gitam, Anandabhairavi Raga is used to depict Adbhuta Rasa
combined with Sringara Rasa.

The 9™ Gitam in the Eleventh Taranga is again
composed in this Raga and Triputa Tala. It starts with the
words ‘Vayam Dhanya’, which is the prayer of the citizens of
Dwaraka, when Krishna entered into their city. They consider
themselves as blessed with the divine Darsan of Lord
Krishna. Anandabhairavi is used here to portray Bhakti
Bhava.

13. Ahiri

Ahiri is the next Raga in which most Gitams are

composed. The Gitams and their Rasa-s are now given:
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The 24" Gitam in the First Taranga, ‘Jaya Jaya Durge’ is
composed in this Raga, set to Chapu Tala. This is in praise of
Durga Devi, and is sung by the Deva-s after seeing her real
form as Durga, in the prison of Kamsa. Here, Ahiri Raga is

used to portray Bhakti Bhava.

The next Gitam which is composed in this Raga comes
in the Eighth Taranga, ‘Bhavaye Sakhi’. This is set to Triputa
Tala and it describes the ‘Rasakrida’ episode. The Gopi-s are
now considering Krishna as their companion. Here, Ahiri
Raga is used to depict Sringara Rasa.

The 10™ Gitam in the same Taranga, ‘Kathaya Kathaya
Madhavam’ is composed in Ahiri Raga and Triputa Tala. This
is sung by the Gopi-s, desperately searching for Krishna who
suddenly disappeared from their company. They ask Radha,
who is the most beloved to Krishna, whether she has seen
Krishna anywhere. They requests Radha again and again to
give some information of Krishna. Ahiri Raga is very aptly
used by Narayana Tirtha to portray the mental dilemma of

the Gopi-s.

The next Gitam composed in this Raga comes in the
Twelfth Taranga, ‘Vikshe Ham’, set to Adi Tala. This is sung
by Rukmini, thinking of Krishna. She asks herself that when

she is going to see Krishna, who has the treasures of all good
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qualities. Ahiri Raga is used here to portray the indecision of

Rukmini. Bhakti and Sringara Rasa-s are also depicted here.

13. Sankarabharanam

There are only two Gitams composed in
Sankarabharana Raga. The context and the Rasa-s of the

Gitams are now given:

The 16" Gitam in the Second Taranga, ‘Harimide Sri
Harimide’ is composed in this Raga and Triputa Tala. This is
sung by Yasoda, after seeing the three worlds in the mouth
of young Krishna. Yasoda praises Lord Krishna in this Gitam.
Sankarabharana Raga is used here to portray Bhakti Bhava.

The 4™ Gitam in the Sixth Taranga, ‘Vallavangana
Kalayata is the next one composed in this Raga and Triputa
Tala. This is the words of Krishna, advising the young Gopi-s,
not to disregard their duties. Krishna also advises them that
their greatest duty is to serve their husbands. As this is an
advice to the Gopi-s, no specific Rasa can be ascribed to this

Gitam.

14. Pantuvarali

The first Gitam composed in this Raga is the 5" one in
the Third Taranga, ‘Kalayata Gopika Karunaya’, which is set
to Rupaka Tala. This is sung by the Deva-s praising Lord
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Hari. They realize the fact that young Krishna who was
herding the calves is none other than Lord Hari himself. They
praise Lord, who has a radiant form and who removes the
veil of delusion that concealed the Supreme Truth.
Pantuvarali Raga is used here to portray the deep devotion
of the Deva-s.

The next Gitam composed in this Raga is the 3™ one in
the Tenth Taranga, ‘Kamamohini Kathaya’. This is set to
Chapu Tala. Krishna says these words to Kubja - the maid
servant of Kamsa, who was ‘TriVakra’, her body was bent at
three places. Krishna asks her name and says that her
speech is like the calling of swans. Karuna Rasa is well
portrayed here.

The 14" Gitam in the Twelfth Taranga, ‘Sobhanam Me
Sobhanam’ is again composed in this Raga and Chapu Tala.
This is the ‘Mangala Charana’ and is sung by Narayana
Tirtha, having seen Lord Krishna in his ‘Kalyanakolam’ with
Rukmini. In great ecstasy, Narayana Tirtha prays Lord to
bless him and to protect him. Here Pantuvarali Raga is used
to portray Paramananda Bhakti or Bhakti Rasa evolved from
great delight.

15. Dhanyasi
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There are three Gitams composed in this Raga. The
context of the Gitams and their Rasa-a is now given:

The 3™ Gitam in the Fifth Taranga is composed in this
Raga and Adi Tala. This is an example for ‘Uthara-
Pratyuthara Daru’, which starts with the words ‘Avaranam
Mama’. Here, Krishna asks the Gopi-s to come out of the
river. The Gopi-s, however realizing the fact that their
clothes have been stolen, asks Krishna how they could come
out. To each question of Gopi-s, Krishna gives intelligent
answers. The mental dilemma of the Gopi-s is well brought
out in this Gitam.

The 11™ Gitam in the Eighth Taranga, ‘Harimeka
Rasakriti’ is again composed in this Raga and Triputa Tala.
This is sung by one of the Gopi-s, who had the communion
with Krishna, praises the greatness of Lord Hari. She advises
her companion to comprehend Hari, who is the embodiment
of Bliss, who is free from birth and death and who cannot be
described in words. Bhakti Bhava along with Sringara Rasa is

portrayed in this Gitam.

The next Gitam composed in this Raga figure in the
Eleventh Taranga, which is the 4™ one. It starts with the
words ‘Kimu Rajate’. This is sung by the Gopi-s, asking
Udhava about their beloved Krishna. The Gopi-s considers

Udhava as a bee and asks him does their Krishna shine in
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the Royal court of Mathura. The concern of the Gopi-s about

Krishna is depicted here.

16. Saranga

There are only two Gitams composed in this Raga. The
6" Gitam, ‘Bandhanan Mochaya’ in the Fourth Taranga is
composed in this Raga and Triputa Tala. This is sung by
Balarama, asking Krishna to free himself from the coils of
Kaliya serpent. Balarama reminds Krishna about his
matchless strength. Here, Saranga Raga is used to portray
Vira Rasa.

The next Gitam composed in this Raga is the 7™ one in
the Eleventh Taranga, ‘Kamsasura harana’, which is set to
Chapu Tala. This is sung by the students of the Gurukula of
Sandipini Maharshi, praising Krishna and Balarama who
completed their learning. They praise Krishna, who is the
destroyer of the demon Kamsa, whose Ilotus feet are
worshipped by Brahma and other Deva-s and who delight in
different varieties of sport. Here, Bhakti Rasa is portrayed.

17. Kapi

In this Raga also, there are two Gitams composed. The
11" Gitam in the Fourth Taranga, ‘Tavakam Parabhava’ is
composed in this Raga and Adi Tala. These are the words of

Krishna to Balarama. When they were playing with the
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cowherd boys in the forest, an Asura, called ‘Pralambha’
came in the form of cowherd boy and started running away,
carrying Balarama on his shoulders. Seeing this, Krishna
reminds Balarama of his immense powers and asks him to

kill the Asura. Here, Kapi Raga is used to portray Vira Rasa.

The next Gitam set in the same Raga is the 13™ one in
the Twelfth Taranga, ‘Avalokaya Bhaishmi Vadanam’ which
is set to Chapu Tala. This is the praise of Narayana Tirtha on
Lord Krishna and also describes beautiful Rukmini, who is
like the moon come down to the earth. Here, Narayana
Tirtha requests Lord Hari, to cover Rukmini with new
beautiful clothes and tie the holy, auspicious thread around
her neck. Pure Bhakti Rasa is portrayed in this Gitam.

18. Todi

Here also there are only two Gitams composed in this
Raga. The 7" Gitam in  the Fifth  Taranga,
‘Mamakaparadhasatam’ is composed in this Raga and
Triputa Tala. This is sung by the people of Gokulam, praising
Lord Krishna, who saved their lives by lifting up the
Govardhana Hill with his little fingers. This was done by

Krishna to protect Gokulam from the heavy rain produced by
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the Maya of Indra Deva.The residents of Gokulam praises
Lord Krishna, who is the ocean of infinite mercy, who is the
destroyer of Asura-s and who is like the Sun to the darkness
those are sins. Todi Raga is used here to portray Bhakti

Rasa.

The next Gitam composed in this Raga is the 10" one in
the Ninth Taranga, ‘Jane Bhuvana Srishti’, which is set to
Triputa Tala. This is sung by Akrura. While on his way to
Mathura, Akrura had a holy dip in the Yamuna, where he saw
Krishna in the water. Seeing Lord in front of him, Akrura
praises him, who is the source of extraordinary good fortune
to the denizens of Vraja, whose body has the radiance of a
hundred crore Manmatha-s and who grants emancipation to
his devotees. Here also, Todi Raga is sued to depict Bhakti
Rasa.

19. Varali

Only two Gitams are composed in this Raga. The first
Gitam composed in this Raga is the 9" one in the Seventh
Taranga, ‘Suraloka Vanita’ which is set to Jhampa Tala. This
is sung by the Gopi-s while enjoying the company of Krishna.

They say each other to behold Krishna, who is the basis of all
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the worlds. Varali Raga is used here to portray Sringara Rasa
and Bhakti Bhava.

The 2" Gitam in the Eighth Taranga, ‘Sri Nilayam Sakhi’
is again composed in this Raga and Adi Tala. This is sung by
one of the Gopi-s who asks Krishna, to fulfill her desires. She
says to her companion that Krishna is exceedingly dear and
who is sought after in the Veda-s. Here also, Varali Raga is
used to depict Sringara and Bhakti Rasa.

20. Bilahari

Only one Gitam is set in this Raga. It is the 4" one in

the Ninth Taranga, ‘Bhavaye Hridayaravinde’. This is set to
Adi Tala and sung by Akrura, by considering himself as the
most blessed person on the earth. On his way to Mathura, he
had the Darsan of Lord Hari, on the banks of Yamuna River.
The profound devotion of Akrura is well portrayed in this
Gitam.

21. Dwijavanti

Only one Gitam is composed in this Raga. It is the 7™
Daruvu Gitam in the Second Taranga, ‘Nandagehini’ which is

set to Adi Tala. It describes the arrival of Yasoda along with
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the crawling children, Krishna and Balarama. Here, Yasoda is
described as one who has a gentle and charming face, who
is very sweet-spoken and who enchants the Deva-s by her
loving presence. This Daruvu Gitam is followed by a Dvipada,
where Yasoda addresses her son, Krishna as one who carry
the burden of the entire Universe and one who is the
Supreme Being. Valsalya Rasa of Yasoda towards Krishna is
beautifully depicted here.

22. Huseni

Here also, only one Gitam is composed in this Raga.
The 4™ Gitam in the Third Taranga, ‘Alokaye Sri
Balakrishnam’ is composed in this Raga and Adi Tala. This is

sung by the Gopi-s of Vraja Bhumi, announcing the arrival of
Lord Krishna. They describes young Krishna, who steals
butter from the houses of Gopi-s, one who is worshipped by
Narada and one who is adorned with Kaustubha around his
neck. Here, Huseni Raga is used to portray Karuna and
Valsalya Rasa-s.

23. Kurinji
The 9" Gitam in the Third Taranga, ‘Jaya Jaya

Gokulabala’ is composed in this Raga and Adi Tala. This is
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sung by Brahma Deva, praising Lord Hari, after he has been
defeated by the Lord. Brahma Deva once spirited away all
the cowherd boys and calves from Gokulam. Realizing this,
Krishna assumed the form of all the missing cowherd boys
and calves, thus by defeats Brahma Deva. Since this Gitam
is the praise of Brahma Deva, Bhakti Rasa is mainly
portrayed.

24. Yadukulakambhoji
The 12™ Daruvu Gitam in the Third Taranga, 'Yajnapatni

Brinda’ which describes the arrival of Yajnapatni-s is
composed in this Raga and Adi Tala. Here, Narayana Tirtha
describes the Yajnapatni-s, who are highly knowledgeable
and their hearts are pure. They also wear new garments and
beautiful necklaces. Since this is a Daruvu Gitam, Adbhuta
Rasa may be ascribed to this Gitam.

25. Ghanta
The 2" Gitam in the Seventh Taranga, 'Paramiha

pasyata’ is composed in this Raga and Triputa Tala. This is
sung by the Gopi-s during the Rasakrida episode. Krishna
advices them, the Advaita Tatwa. After having cleansed their
bodies and minds of the feeling of ‘Self’ by complete
surrender, they praises Lord Krishna. They praise Krishna

who gave rise to the PanchaBhuta-s and who is the
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embodiment of indivisible bliss. Here, Ghanta Raga is used
to portray Bhakti Rasa.

26. Nilambari
The 4™ Gitam in the Seventh Taranga, ‘Madhava

mamava Deva Krishna’ is composed in this Raga and Jhampa
Tala. This is one of the popular Gitams of Sri Krishnalila
Tarangini’, which is now being sung in Adi Tala. This is sung
by the Gopi-s, praising Krishna. They praises Krishna, who is
the sustainer of the virtuous and the good, who have
assumed the human form and one who has all auspicious
attributes. In this Gitam, Nilambari Raga has been used by
Narayana Tirtha, to portray Bhakti Rasa.

27. Natta

The 6™ Gitam in the Seventh Taranga is composed in
Natta Raga and Dhruva Tala. This Gitam belongs to the 7
Gitams composed in the Suladi Sapta Tala-s. It is sung by the
Gopi-s, while singing and dancing with Krishna. The starting
phrase of this Gitam bears the Tala Mudra also - ‘Dhruva
Mandala’. This Gitam portrays Sringara Rasa.
28. Malahari

The 6™ Gitam in the Ninth Taranga, ‘He Rama He
Krishna’ is composed in this Raga and Jhampa Tala. This is

sung by Akrura. He arrives in Gokulam to bring Krishna and
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Balarama to Mathura. He stays that day with them and on
the next day he awoke the two of them. He asks Krishna and
Balarama to wake up and protect their devotees. Here,
Narayana Tirtha uses the suitable Raga for the situation,
which portrays Bhakti Bhava.

29. Surutti
The 9™ Gitam in the Ninth Taranga, beginning with the

words, ‘Vijaya Gopala’ is composed in this Raga and Chapu
Tala. This Gitam is sung by the women of Vraja Bhumi,
wishing Krishna and Balarama victory, who are getting ready
to go to Mathura. They wish Krishna all the victory, who is
the delight of Nandagopa and Yasoda. Bhakti Rasa is mainly
portrayed here.

30. Bhupalam
The 7™ Gitam in the Tenth Taranga, beginning with the

words, ‘Pahimam Pahimam’ is composed in this Raga and
Triputa Tala. This Gitam is sung by the Gods and Deva-s,
praising Krishna, who killed King Kamsa. Seeing the
victorious Krishna, Deva-s praises him, who is the destroyer
of enemies, who protects Deva-s and who is praised by
Narada. Bhakti Rasa is mainly portrayed here.
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Variations in Raga-s & Tala-s found in other printed

editions of

Sri Krishnalila Tarangini

The Musical analysis of Sri Krishnalila Tarangini has
been done on the basis of available ‘Grantha Manuscript’,
which is more than 150 years old. Some of the Raga-s and
Tala-s mentioned in the Grantha manuscript, have some
variations in the other printed editions of Sri Krishnalila
Tarangini. The other versions being-

Sri Krishnalila Tarangini by Narayana Tirtha with ‘Venkatesa
Priya’- Tamil commentary, compiled by V.5.V Guru Swami
Sastrigal of Varahur, edited by Kalyanasundara Sastrigal of
Varahur and Srikantan was published by Sri Narayana Tirtha
Educational and charitable Trust, Chennai in 1986, The
complete work of Sri Krishnalila Tarangini, in two volumes
with Sahitya in Devanagari and English texts with
transliteration has been published by ‘Mudgala Trust’
Chennai in 1988, compiled by Sri.B.Natarajan. Another
printed edition contains notations given by Sangita Kalanidhi
Dr.Semmangudi Srinivasa Ilyyer for 49 Gitams of Sri
Krishnalila Tarangini, which was published by Sri Narayana
Tirtha Swamigal Aaradhana Committee, Tiruppunturuthy in
1977. In 1996, Tiruppunturuthy Sri Narayana Tirtha

Swamigal Trust, Chennai has published a book, containing

162



notations of selected 55 Gitams of Sri Krishnalila Tarangini.
The notations were given by Vidushi Smt.Seetha Rajan, who
is a disciple of Semmangudi Srinivasa lyyer. The variations
seen in these works have been studied in detail and are

given.

Variations in Raga-s and Tala-s seen in the notations

given by

Sangita Kalanidhi Dr.Semmangudi Srinivasa lyyer.

Only selected 49 Gitams have been given in this book,
with notations. The first Gitam is taken from the Seventh
Taranga, beginning with ‘Govindamiha
Gopikanandakandam’. In the Grantha script, it is given in
Bhairavi Raga and Chapu Tala, where as in this book, it is
given in Bagesree Raga and Jhampa Tala. This is one of the
popular Gitams of Sri Krishnalila Tarangini. The Gitam starts
with the words ‘Dhruva Mandala’ in the same Taranga is
next given. It is in Natta Raga and Dhruva Tala in the script.
The peculiarity of this Gitam is that it belongs to the seven
Gitams, composed in the Sapta Tala-s. In the book, it is given
in Chenchurutti Raga and Rupaka Tala.

Next Gitam, admits of variation is ‘Mrigayata Radha

Madhavam’ in the Eighth Taranga. It is given in Kambhoji
Raga and Triputa Tala in the script, and in Behag Raga and
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Adi Tala in the book. ‘Deva Devam Kveti’ in the same
Taranga is been given in the script in Madhyamavati Raga
and Chapu Tala, where as here it is given in Sindubhairavi
Raga and Chapu Tala. The Gitam ‘Nandagopala Krishna’ in
the Ninth Taranga is mentioned in Kambhoji Raga and Adi
Tala in the script and in Khamas Raga and Rupaka Tala in
the book.

‘Rama Mathura’ in the Ninth Taranga is given in the
script as in Saurashtra Raga and Chapu Tala, where as in the
book, it is given in Kharaharapriya Raga and Adi Tala. Next
Gitam, which admits of change in Raga and Tala is ‘Madhava
Me Ratim’ in the Tenth Taranga. It is given in Bhairavi Raga
and Triputa Tala in the script and Kapi Raga and Rupaka Tala
in the book.

The Gitam, ‘Akruro Nayati’ in the Ninth Taranga is
mentioned in Kalyani Raga and Triputa Tala in the script and
Behag Raga and Adi Tala in the book. Likewise, the Gitam
‘Avalokayata Sri Govindam’ in the same Taranga has been
mentioned in Saveri Raga and Triputa Tala and Kurinji Raga
and Chapu Tala in the book.

The Gitam ‘Ayahi Vrajayuvati’ figure in the Fifth

Taranga is given in Kedaragowla Raga and Adi Tala in the

script and Hamsanandi Raga and Adi Tala in the book. Next
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variation seen is in the Gitam, ‘Govardhana Giridhara’ in the
same Taranga. It is given in Mukhari Raga and Triputa Tala
in the script and Hindola Raga and Adi Tala in the book. This

is one of the most popular Gitams of Sri Krishnalila Tarangini.

‘Sanke Sankaram’ in the Sixth Taranga is also admits of
change in Raga and Tala. In the script, it is given in Kalyani
Raga and Triputa Tala, where as in the book, it is given in
Saranga Raga and Chapu Tala. The Gitam
‘Brindavanamathuna’ in the same Taranga is given in
Punnagavarali Raga and Triputa Tala in the script and in
Mukhari Raga and Adi Tala in the book. The Gitam ‘Jaya Jaya
Gokulabala’ in the Third Taranga is given in Kurinji Raga and
Adi Tala in the script and is given as Ragamalika in the book,
taking the Raga-s - Bhairavi, Atana, Kambhoji, Kalyani and
Surutti, with eight avarta-s of crisp Chittaswara-s. This Gitam
is set to Rupaka Tala. ‘Saranam Bhava Krishna’ in the Sixth
Taranga admits of change only in Raga, not in Tala. It is
given in Nadanamakriya Raga and Adi Tala in the script and
in Kapi Raga and Adi Tala in the book.

‘Puraya Mama Kamam’ in the same Taranga admits of
change both in Raga and Tala. It is given in Saurashtra Raga
and Triputa Tala in the script and in Bilahari Raga and Adi
Tala in the book. This is also one of the popular Gitams of Sri

Krishnalila Tarangini.
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‘Vanabhuvi Govinda’ in the Sixth Taranga is given in
Kambhoji Raga and Triputa Tala in the script and in Ghanta
Raga and Chapu Tala in the book. Next Gita admits of
change in Raga and Tala is ‘Kalayata Suravanita’ in the
Seventh Taranga. This is given in Kambhoji Raga and Eka
Tala in the script and Ananda Bhairavi Raga and Adi Tala in
the book. This Gitam belongs to the Group of seven Gitams,
composed in Sapta Tala-s. The Gitam, beginning with the
words ‘Sri Krishna tavaka Mahima’ in the Fifth Taranga
admits of change both in Raga and Tala. In the script, it is
given in Punnagavarali Raga and Adi Tala, where as in the
book, it is given in Chenchurutti Raga and Rupaka Tala.
‘Madhavam Darsaya’ in the Eighth Taranga is mentioned in
Bhairavi Raga and Chapu Tala in the script and Kambhoji
Raga and Adi Tala in the book. The Gitam ‘Nanda Nandana
Gopala’ in the same Taranga also admits of change in both
Raga and Tala. It is given in Saurashtra Raga and Chapu Tala

in the script and Bilahari Raga and Adi Tala in the book.

Next Gitam, which admits of change in Raga and Tala is
‘Kathaya Kathaya Madhavam’ in the Eighth Taranga. It is
given in Ahiri Raga and Triputa Tala in the script and Kalyani
Raga and Chapu Tala in the book. ‘Harimekamathuna’ in the
same Taranga is mentioned in Dhanyasi Raga, Triputa Tala
in the script and Amritavarshini Raga and Adi Tala in the

book. Again in the same Taranga, the Gitam starting with the
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words ‘Natha Nathama Kalaya’ is given in Bhairavi Raga and
Triputa Tala in script and Surutti Raga and Rupaka Tala in
the book.

‘Paramiha Pasyata’ in the Seventh Taranga is
mentioned in Ghanta Raga, Triputa Tala in the script and
Hindustani Asaveri Raga and Adi Tala in the book. These are
the Gitams, which admits of variations in Raga and Tala from
the Grantha Script. Besides these, the remaining Gitams
given in the book are set in the same Raga-s and Tala-s as in
the script. They are now given:

SI.N | Commencing Words | Raga Tala

0

1 Kalabhagati Nadanamakriya | Chapu

2 Drakshyami Madhyamavati | Adi

3 Bhavaye Hridaya Bilahari Adi

4 Swaminam Vanamali | Saveri Chapu(Triputa
)

5 Jane Bhuvana Todi Chapu(Triputa
)

6 Nanda Nandanam | Anandabhairavi | Adi

Nija i

7 Kamamohini Pantuvarali Adi (Chapu)

8 Ehi Ehini Saurashtram Chapu (Adi)

9 Avaranam Mama Dhanyasi Adi

10 Indrayaga Kambhoji Adi (Chapu)
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Samarambha

11 Mamakaparadha Todi Rupaka(Triput
Satam a)

12 Paramapurusha Kedaragowla Adi

13 | Vallavangana Sankarabharan | Chapu

am (Triputa)

14 Bhuyo Bhuyo Punnagavarali | Adi

15 Pahi Pahi | Nadanamakriya | Adi (Chapu)
Jaganmohana

16 |Jayamangalama Madhyamavati |Jhampa(Chap
Nitya u)

17 Madhava Mamava Nilambari Adi (Jhampa)

18 Bhavaye Sakhi Ahiri Adi (Triputa)

19 Sobhanam Me Pantuvarali Rupaka(Chap

u)

In the above table, the Tala-s given in brackets are those

mentioned in the Grantha script.

from the Grantha script is now given:

Variations in Raga-s & Tala-s found in

Sri Krishnalila Tarangini of B.Natarajan

The name of the Gitams, their Raga-s and Tala-s which admits of change

SI. | Commencing Raga-s Tala-s
y Words Script Book Script Book
1 | Narayanaya Ananda- Sankara- Triputa | Triputa
Namo Bhairavi bharanam i
2 | Narayana Saurashtram | Pantuvarali | Adi Rupaka
3 | Sankhi Chakri | Nadanama- |Madhya- Adi Adi
kriya mavati
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4 | Avadharaya Saveri Purikalyani | Adi Adi
5 |Jaya Jaya | Ahiri Kambhoyji Chapu |Ata
Durge
6 |Vallava Yuvati | Saurashtra | Madhya- Adi Adi
mavati
7 | Nirgatamoha | Bhairavi Madhya- Chapu |Adi
mavati
8 | Madhava Mohanam Navaroz Chapu | Chapu
Mamava
9 | Ehi Mudam Kambhoji Yadukula- Adji Adji
Kambhoji
10 | Ehi Mudam Punnaga- Ananda- Chapu | Adi
Mama Varali Bhairavi
11 | Govinda Bhairavi Kambhoji Jhampa |Jhampa
Ghataya
12 | Deva Deva Mohanam Regupti Adi Adi
13 | Balagopala Mohanam Regupti Chapu | Adi
14 | Bandhanan Saranga Karnataka- Adi Ata
Saranga
15 | Sri Gopalaka | Kalyani Kambhoji Jhampa | Adi
16 | Mamakaparad | Todi Sankara- Triputa | Adi
ha bharanam
17 | Sanke Kalyani Saranga Triputa | Triputa
Sankaram
18 | Brindavana Punnaga- Mukhari Triputa | Triputa
Varali
19 | Saranam Nadanama- |Mangalakapi | Adi Ata
Bhava kriya
20 | Puraya Mama | Mohanam Bilahari Triputa | Adi
21 | Vanabhuvi Kambhoji Kedaragowla | Triputa | Ata
22 | Advayam Nadanama- | Mukhari Jhampa | Adi
kriya
23 | Paramiha Ghanta Bhairavi Triputa | Ata
24 | Kalaye Devam | Punnaga- Kambhoji Triputa | Adi
Varali
25 | Madhava Nilambari Kedaragowla | Jhampa | Ata
Mamava
26 | Govindamiha | Bhairavi Madhyamav |Chapu |Adi
ati
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27 | Nityananda Mukhari Todi Rupaka | Rupaka
m m

28 | Suralokavanit | Varali Pantuvarali |Jhampa |Jhampa
a

29 | Gopalaka Mohanam Sri Triputa | Triputa

30 | Kalayata Kambhoji Saurashtra Eka Eka

31 | Srinilayam Varali Mukhari Adi Adi

32 | Mrigayata Kambhoji Sankara- Triputa |Ata
Radha bharanam )

33 | Madhavam Bhairavi Kambhoji Chapu | Adi

34 | Nandanandan | Saurashtram | Mohanam Adi Adi
a

35 | Sahachari Kambhoji Huseni Triputa | Adi

36 | Kalabhagati Nadanama- | Madhyamav |Jhampa |Jhampa

kriya ati

37 | Kathaya Ahiri Kalyani Triputa |Ata
Kathaya

38 | Harim Ekarasa | Dhanyasi Regupti Triputa | Ata

39 | Natha Bhairavi Kambhoji Triputa | Adi
Nathama

40 | Dhanya Punnaga- Pantuvarali | Chapu |Ata
Dhanyoham Varali

41 | He Rama Malahari Desakshi Jhampa |Jhampa
He Krishna

42 | Nanda Ananda- Yadukula- Adi Adi
Nandanam Bhairavi kambhoji

43 | Madhava Me Bhairavi Kapi Triputa | Ata

44 | Avalokaya Saveri Sankara- Triputa | Ata

bharanam

45 | Pahi Pahimam | Bhupalam Surutti Triputa | Ata

46 | Madhupa Saveri Kalyani Chapu |Ata
Madhupa
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47 | Gopalam Vidhi | Mohanam Regupti Chapu |Ata
48 | Kamsasura Saranga Kedaragowla | Chapu | Adi
49 | Vedadri Simha | Kalyani Kambhoji Jhampa |Jhampa
50 | Vayam Ananda- Saveri Triputa |Ata
Dhanya bhairavi
51 | Viksheham Ahiri Ananda- Adi Jhampa
bhairavi
52 | Re Re Manasa | Saveri Regupti Adi Ata
53 | Gopalameva |Nadanama- |Khamas Adi Adi
kriya
54 | Kamkshe Tava | Saveri Madhyamav | Triputa |Ata
ati
55 | Kshemam Mohanam Saveri Triputa | Adi
Kuru
56 | Vanamali Nadanama- | Yadukula- Rupaka |Adi
kriya kambhoji m
57 | Avalokaya Kapi Kalyani Chapu |Ata
58 | Brahmagranth | Madhyamav | Kedaragowla | Adi Adi
im ati

In this book, Sri Krishnalila Tarangini of B.Natarajan, the

above mentioned Gitams only admits of change in Raga-s

and Tala-s from the Grantha script. Here also, the Tala-s of

some Gitams have not been changed, for example, the Tala-

s of the Gitams Sankhi Chakri, Madhava Mamava, etc. are

the same as mentioned in the Grantha script. On a close

examination of the table, it becomes clear that Triputa Tala

has been used for most of the Gitams. In some Gitams,
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Triputa Tala is used to mention Adi Tala and for some other
Gitams, it is used to mention Ata Tala also. Sometimes,
Chapu Tala has been used to mention Ata Tala and Adi Tala-
S.

Variations in Raga-s and Tala-s seen in the notations

given by
Smt.Seetha Rajan

This book contains notations of selected 55 Gitams of
Sri Krishnalila Tarangini. The variations in the Raga-s and
Tala-s of the Gitams other than the Grantha script given in

this book is studied in detail and is given below:

Sl. | Commencing Raga-s Tala-s

E Words Script Book Script | Book

1 | Govardhana Mukhari Hindolam | Triput | Adi
Giri a

2 |Jayajaya Saurashtra Mohanam |Ata Adi
Swami _

3 | Avadharaya Saveri Purvikalyani | Adi Misra-

) chapu

4 | Ehi Mudam Kambhoji Khamas Adi Adi

5 | Damodara Kalyani Kiravani Triput | Adi(Tisr
Tavaka a a Nada)

6 | Pasyata Bhairavi Kharaharapri | Triput | Adi
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Pasyata ya a
7 | Ayahi Kedaragowla | Hamsanandi | Adi Adi
Vrajayuvati
8 |Jayajaya Kurinji Ragamalika | Adi Rupaka
Gokulabala m
9 |Sanke Kalyani Saranga Triput | Misra
Sankaram a Chapu
10 | Brindavana Punnagavaral Mukhari Triput | Adi
| a
11 | Saranam Nadanamakri Kapi Adi Adi
Bhava ya
12 | Puraya Mama Mohanam Bilahari Triput | Adi
a
13 | Vanabhuvi Kambhoji Ghanta Triput | Misra
a Chapu
14 | Govindamiha Bhairavi Bagesri Chapu | Khanta
Chapu
15 | Dhruvamand Natta Chenchurutti | Dhruv | Rupaka
ala a m
16 | Kalayata Kambhoji Ananda- | Eka Adi
Suravanita Bhairavi
17 | Mrigayata Kambhoji Behag Triput | Adi
Radha a
18 | Sahachari Kambhoji Vasanta | Triput | Adi
a
19 | Kathaya Ahiri Kalyani Triput | Misra
Kathaya a Chapu
20 | Pahi Bhupalam Bowli Triput | Adi
Pahimam a
21 | Natha Bhairavi Surutti Triput | Rupaka
Nathama a m

Among the 55 Gitams given in this book, the above

mentioned Gitams only admits of change in Raga-s and tala-

s from the Grantha script. Apart from that, the Tala-s of the
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Gitams - Ehi Mudam, Ayahi Vrajayuvati and Saranam Bhava

Krishna are the same as mentioned in the Grantha script.
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CONCLUSION

Sri Krishnalila Tarangini of Narayana Tirtha is one of the
longest Dance-Drama-s written in Sanskrit Language. The
whole work consists of 348 Sloka-s and 155 Gitams. A
sincere attempt has been made in this work to bring out the
Literary and Musical analysis of all the Sloka-s, Gadyams,
Daruvu Gitams and Gitams of Sri Krishnalila Tarangini.

In the literary analysis, a general study of all the
Literary forms figuring in Sri Krishnalila Tarangini such as
Sloka-s, Gadyams and Dvipadams and the different Sanskrit
metres in which the Sloka-s are written are explained. While
coming to the Musical analysis, it has to be mentioned that
only a general study of the different Musical forms like
Daruvu Gitams and Gitams has been carried out here. Since
Sri Krishnalila Tarangini consists of total 155 Gitams, a
detailed Musical analysis of each Gitam will be a huge
assignment. This study has been done mainly on the basis of
the Grantha Manuscript of Sri Krishnalila Tarangini obtained
from Sri. Rajagopala Sastrigal of Tillaisthanam, Tanjavur,
which is believed to be more than 150 years old. The
different Raga-s and Tala-s mentioned for each Gitam in this

script has been thoroughly discussed.
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The simplicity of the Language, the selection of Raga-s
and Tala-s of each Gitams and the beautiful Solkattu-s seen
in the Gitams composed in Suladi Sapta Tala-s figuring in the
Seventh Taranga, all proves that Narayana Tirtha was an
expert in Sanskrit, Music and Dance. With the intention of
making the Gitams of Sri Krishnalila Tarangini more popular,
there has been a tendency by great musicians to choose
different Raga-s and Tala-s than those mentioned in the
Grantha script. A detailed description of these changes has
been given in the Musical analysis chapter.

In modern concerts, the Gitams of Sri Krishnalila
Tarangini which are collectively called ‘Tarangams’ are
sung towards the end of the programme. It has to be
mentioned that there are Gitams in Sri Krishnalila Tarangini,
like ‘Avadharaya Mamiswaram’ in Purvikalyani Raga, Misra
Chapu Tala which has scope for detailed Neraval and
Kalpanaswara. Since Sri Krishnalila Tarangini is a dance
drama, there is scope for a comparative study between
similar dance drama-s like ‘Krishnanattam’ which has a
thematic content, taken from Srimad Bhagavatam. The
Raga-s and Tala-s used in both works can be analysed. On

account of the Literary and Musical point of view, Sri
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Krishnalila Tarangini can be included in the curriculum of

Post-Graduate course in Music.

| would Ilike to conclude this work, titled ‘Sri
Krishnalila Tarangini - An Analytical Study’ with the
‘Phalasruti’:

Fol Izul Foll"ifjl~1all
“IU"IUKIUSIIE ZI “llaKizal *

-IBS¥IJtIIE Ol ™ItIIE —
IHosI FBosl;60;éitlaetlWosiO
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“The devotees who sing Sri Krishnalila Tarangini
or listen to its rendering with due reverence are sure
to achieve their hearts’ desires and it assures
liberation from the shackles of Samsara to those

great ones striving after final emancipation.”
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