
neither Kamalamba nor Nllotpalamba which is even now believed to be used by
Tyagesa, seems to favour our view.

gaurT-sahkaraydh seva-prabandhd racitah pura /

saha bhupena bhaktyadya srT-gaurya samyag uddhrtah If

upodghatas ca tasyayarp krto narayanena hi /

srimat-sahkara-purvena bhavatad vidu?am mude II

This is the updated version o f the author’s introduction to the Pallaki Seva Prabandha of 

king Sahaji (M ysore, 1977)

______________ THE MUSI C ACADE MY • J OURNAL 2009 • VOLUME 80 ---------------------

130

MUSIC IN MANASOLLASA
T.S. Sathyavalli

Art historiography is still in its infant stage in our country. Several invaluable 
works are either lost beyond recovery or, are unutilized for building up an 
unbroken history and development of Indian music. Chapters on Gita and Vadya 
of Abhilasitarthacintamani (Abh.c.) or Rajamanasollasa written by Calukya 
Somesvara III (S.) in 12thc A.D with its unusually rich information is a great 
help in this direction.

Somesvara's contribution to Indian music is unique and etra-ordinary. Besides 
treating music for the first time as totally independent of the scenic art, the 
‘gltavinoda’ and ‘vadyavinoda’ provide a new insight into the multi-faceted 
identity of the art. Music according to Somesvara is for both education and 
entertainment. This is but one example of a number of novel ideas, the work is 
bristling with.

The portion dealing with music in the work were first published as a part of 
the third and final volume of the same from Gaekwad Oriental Series, Baroda 
bearing no. 138. A Kannada translation of the entire work was later published in 
the year 1998 from the Karnatak University, Dharwad.

The work is in five sections prakarana, each comprising twenty chapters 
(adhyaya) and hence, rightly named as virhsati. Further sub divisions are made 
in some chapters according to convenience. A quick glance at the prakaranas 
will provide an estimate of the scope of this voluminous work of about 8000 
verses.

I Rajyaprapti-karana-vimsati - in 308 verses alerts the king against the vices 
to be avoided.

II Praptarajya-sthairyT-karana-vimsati has 1300 verses: It deals with the 
seven constituents of the state.

III UpabhOga-virhsati - comprising 1820 verses describes in detail a variety of 
pleasures enjoyed by a luxurious king.
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IV Vinoda-virhsati is the largest section with 3219 verses. It deliberates 
at length on different amusements and pastimes. Gita, vadya and nritya 
occupy a substantial portion of this section.

V Krlda-virhsati - consisting of 1375 verses goes on to list out a number of 
sports in which the king may find relaxation.

Author

Vikramaditya the VI was the most powerful and illustrious among the rulers of 
the Calukya dynasty. The 60 years of his rule had realized all round progress 
and prosperity. His son Somesvara, 1127-1139 A.D., seems to be the last 
successful ruler of this dynasty. Somesvara was adorned with an adorable title 
‘Sarvajna’ accorded to him in full honor of his learning. An inscription found 
at Davangagere, Kamakata bears testimony to this. He is also ascribed the 
authorship of other works - ‘Vikramankabhyudayam’ and ‘SarigTtaratnavalT’

Somesvara is so popular a name among not only musicologists but also great 
composers like TyEgaraja. In his grand composition ‘sarigTta kovidulaku 
mrokkeda’ the saint composer remembers Somesvara as varasomesvara- 
samgadeva-nandl-pramakhulagu among 20 promulgators of music.

Chapters on Music
‘Gltavinoda’ and ‘Vadyavinoda’, Chapters 16 and 17 together form the largest 
portion in the Vinodavimsati which describes twenty delightful diversions that a 
king is privileged to enjoy. Verses 1 to 567 are devoted to the exposition of music 
in general and another 381 verses go to describe the musical instruments.

Sabhapati
The very opening verse in the section lays down in unambiguous terms, the 
conditions to be fulfilled by a king to qualify himself to the please of listening 
to music -

nirujah svasthacittasca krtakaryo mahadhanah I

trpto hrstamana gite vinddam kartumarhati I (4,16, lcd-2ab)

Physically fit and mentally tranquil, contended and happy, affluent and most 
importantly, one having discharged his duties alone shall be eligible to appreciate 
music. While intellectual excellences - besides physical composure such as
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knowledge of all lore, absence of bias, oratory, discernment, sensitivity are 
emphasized in a list of twenty three virtues that are essential for the Sabhapati, 
the prime listener, the audience are expected to be no less in qualification.

turyatritayatattvajna..... kavyanatakavedinah I (4,16, 5cd-7cd)

Vaggeyara
Three levels of vaggeyakaras are defined thus, 
adhamo matukarah syanmadhuamo dhatukarah I 
dhatumatukrfyaka(a)rTpravarah parikirtitah II (4,16,15)

Somesvara defines a vaggeyakara as one who is not only capable of composing 
the lyric and melody but also as one who can himself sing and illustrate.

Gamaka

As against the defenition 'svarasya kampo gamakah Srotrcitta-sukhavah' given 
by Sarngadeva, Somesvara’s 'ragah pravardhate srutya rajyate manasam 
sada /' (4, 16, 123ab) a raga develops through sruti and always entertains the 
mind - makes one think about the deeper implications and application of gamaka 
in the delineation of a raga. It is gamaka which 'conducts the raga', being true to 
its etymology 'gamayati its gamakah.' It may be noted that notes of the same 
frequency in two raga-s are sung differently by a skillful manipulation of the 
intermediary sruti-s

The seven Gamaka-s described by Somesvara, 1) Porita 2) Kampita 3) LTna 
4) Andolita 5) Tiripa 6) Ahata and 7) Tribhinna, are common to both voice as 
well as instruments.

Raga

Somesvara gives the laksana of only such raga-s which were in vogue during 
his time.

vinode ndpayujyante tasmallaksma na laksyate I

vinode ye prayujayante tesarh laksanamucyate II (4,16, 132)

Out of 51 raga-s described about 25 bear the name of regions from which 
they originated. They are - gauda, malavakausika, harsapuri, mallara, sauvTrT,
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andhalT, barigala, karnatabangala, saurastrT, kambhoji, gurjarT, karnatavaratT, 
dravidavaratT, paurakhya, todi, dullltodi, kamOda, kamOdasimhalT, desahka, 
saindhavl, dombakrti, velavalT, nati, curighT, khambhari.

People are with varied taste. Just as Natya is an art form that entertains all classes 
of people music also does. Somesvara enlists various styles and varieties of 
glta-s such as Sama, Vyakta, Madhura, Vikrsta, Sotsaha, Karuna, Parihasadhya, 
adhyatmasangata, mangala, stotra, visamapraya, and kramasamanvita- that meet 
individual expectations.

Prabandha
The greatest contribution of Manasollasa is the laksana-s and illustrations of 
prabandha musical compositions. Examples of prosodic metres such as sloka, 
rukmavati, malinT, vaninl, mandakranta etc... gadya, tripadl, catuspadi, satpadi, 
kanda and such other literary compositions are given along with purely musical 
compositions Vastu, Vicitra, Caccari, Cakravala, PaddhadI, Tribhahgika, 
Caturangaka, MuktavalT, Svarartha and so on. A couple of illustrations may be 
cited here for better appreciation.

Jayamalika -
jay a bhuja parighadhrtagovardhana-dharadhara 

jaya kalpanta kalakesari karalakara kaliya pralayakarin 

jayamadhuvadhuvadana vidhuntuda

jaya gopTjana-nayana-nTlotpalasTtakirana...........(4, 16, 308-309)

The word ‘jaya’ is found at the beginning of every pada. It is sung in Jayatala- 
described by him as a seven-beat-tala and rendered in a raga of one s choice.

Matrka
A song with each of the svara - alphabets (vowels) matrkaksara at the beginning
of the pada is described similarly by Matariga and Somesvara also. The very
interesting illustration in praise of Somesvara himself is as follows -

asau saranyah saranagatanam I
akaramahatmayaparastakamah II

istarthadayT satatam prajanam I

Tsanakalpah kalikalajSta II
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audaryavan bibhrapoda ragam I
ahk& vipaficTmiva pak$malak$mTm I
ahkenacinnunamasan prthivyam I
krtavatarah kilakaranena II

somesveraksmapatirabhragahga-1
taranga samspardhiya sascakasti II (4, 16, 310 - 314)

Vadya

The exhaustive information about the manufacturing of musical instruments 
tata, susira, ghana, and avanaddha which appears for the first time in 

Abhilasitarthacintamani is of immense use to those in the field for, it is not a mere 
description of the instrument ready for playing but a meticulous explanation of 
the different steps involved in the making of one.

Besides giving the guna-s and dosa-s of singers and vaggeyakara-s, the work 
never fails to instruct the instrumentalists -  drummers and others — in the 
techniques of playing, avoiding blemishes. Description of hand postures while 
producing different sounds on the instrument are vivid and picturesque. The 
position in which an instrument should be held while playing is also stated. 
Appropriate occasions when the singing of compositions and the playing of 
specific instruments became a part of the proceedings, are carefully recorded. 
Accordingly, ‘Tripadl’ is sung while pounding rice and also in love in union and 
separation; ‘Satpadi’ while expounding a kathana kavya; mangala glta during 
festivals; ‘carya’ is sung by ascetics; while 'Ovi' is sung by women in the country 
of Maharashtra; ‘caccari ’ is used on the occasion of vernal festival called holaka; 
‘rahadT’ and also ‘vlrasrl in praise of heroic exploits and ‘danti’ by the cowherds 
in arguments.

Somesvara is regarded with gratitude for providing graphic descriptions 
and useful illustrations- all his own - for nearly a hundred compositions. He is 
aware of the inadequacy of mere classicism or grammatical perfection in the 
absence of aesthetics, when he specifies the best variety of compositions as 

'nirantara rasodaram' and ' nanabhavasamanvitam' (4, 16, 95ab)
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Conclusion
Music in Abhilasitarthacintamani cannot be considered as non-classical or light, 
exciting and non-elevating. The royal ambience by itself breathes sophistication 
and refinement in taste. While the volume and treatment have upheld the dignity 
of the subject, the numerous illustrations, all composed in praise of Lord Visnu 
have enhanced the nobility of the art Somesvara underscores the elevating factor 
in music in preference to the exciting in the verse -

nirantararasodararn nanabhava vibhavitam [samanvitamj I 

sravyam hrdyamanudveganuttamam gTtamucyate II (4 ,16 ,95)

As Matanga says -
'vibadhanam vinddaya prababdhab kathitapi may a /' (BrD 6, 491)

It is 'praudha vindda' and not 'balavinoda' even here.

Music as visualised in ManasOllasa transcends all differences in its form. It is 
moral, universal, spiritual, independent and creative and the fruit of which, 
as declared by the author himself is exultation caused by the expansion of 
consciousness -

gitavadyaravaccetovikaso harsa ucyate

Equally gratifying is the study of this monumental work.

Appendix -1

The General Plan of Abilasitarthacintamani

fRajyapraptikaranavimsati UpabhOgavimsati

Praptarajyasthairyikaranavimsati Vinodavimsati

Kridavimsati
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Vinoda Vim&ati
1. SastravinOda 11. Para vata vinoda
2. SastravinOda 12. Sarameya vinoda

3. GajavinOda 13. Syena vinoda
4. VajTvinOda 14. MatsyavinOda

5. AnkavinOda 15. MrgayavinOda
6. MallavinOda 16. GltavinOda
7. KukkutavinOda 17. Vady a vinoda

8. LavakavinOda 18. NrtyavinOda

9. MesavinOda 19. KathavinOda

10. MahisavinOda 20. CamatkaravinOda

Name of Raga -S

1. Sri 16. GurjarT
2. Gauda 17. Desi

3. SOma 18. Soura$tff

4. Malavakaisika 19. KambhOji

5. Harsapuri 20. Punnataka

6. HindOlaka 21. Nagadhvani

7. DeslhindOlaka 22. Gurjara

8. Mai(Bhai)ravi 23. Kausiki

9. Mallara 24. Suddhavarati

10. MallarT 25. Karnatavarati

i i . Saver! 26. Dravidavarati

12. Andhall 27. Suddhanati

13. Bahgala 28. Paurakhya

14. Devala 29. Travani (Megha)

15. Karnatabaiigala 30. Ahlrl
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31. Chayanati 42. KamOda

32. Todi 43. SimhalTkamOda

33. TuruskTtodi 44. Desari ka

34. DullTtodi 45. Nandasi

35. Vallana 46. Lalita

36. BahurT 47. Kolahala

37. VelavalT 48. SaindhavT

38. ChayavelavalT 49. Dombakrti

39. CurighT 50. Ramakrti

40. Raktahamsa 51. Tundakrti

41. Khamban

Prabandhas - Comparative Chart

Somesvara Matanga Sarrigadeva

1. Kanda Y Y' a l i

2. Vrtta Y s  a l i

3. Gadya y Y  a l i

4. Dandaka y Y  v

5. Varnaka y Y  a l i

6. A r y a y s  a l i

7 G a t h a y s  a l i

8. Dvipathaka y s  a l i

9. PaddhadT Y Y  v

10. A d i l l a Y —

11. CatuspadT Y Y  v

12. Dodhaka Y —

13. Totaka Y s  a l i

14. Vastu Y Y  v

15. Krauncapada Y s  a l i

16. Hamsapada Y —

17 Sukasarika Y —
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18.
Some&vara
AsvalTla

M atanga Sarrigadeva
y ' ali

19. GajalTla Y s  ali
20. SarabhalTla Y —

21. Vicitra Y —

22. Tribharigi Y Y  v
23. Caturariga Y —
24. Arikacarini Y ^  ali
25. Simhavikranta Y —

26. Kalahamsa Y s  ali
27. Ghata Y s  ali
28. Cakravala Y Y" ali
29. Tripadi Y Y  v
30. Bandhakarana Y Y  soda
31. Patakarana Y Y  suda
32. Kaivata Y Y  ali
33. DvipadT Y s  ali
34. Vartani Y y' soda
35. Ela varieties Y Y  soda
36. JhOmbada Y Y  soda
37 Dhvanikuttani Y Y' ali
38. Dheriki Y S  soda
39. Ekatalika Y Y  soda
40. Matrka Y Y  ali

41. Svarartha Y Y' ali
42. Karana Y Y' soda
43. Varnasvara Y y ' ali

44. Muktavali Y —

45. Pratapavardhana Y —

46. Caccari — Y  v

47 Jayamalika — —
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48.
49.
50.
51.
52.
53.
54.
55.
56.
57.
58.
59.
60.
61.
62.
63.
64.
65.
66 . 

67
68 .

69.
70.
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Some&vara M atanga §&rngad£va

Dhavala — S  v

MarigalagTtika — S  V
Ovi — S  v

VirasrT — S  v

Lalita — —
Svarahka — S  V

Caturmukha — -/ V

Pancabharigi — S  v

RasasandOha — —
Ragakadamba — s  ali

Talamava — s  ali

Stavamanjari — —

Kanduka — •/ v

Cary a — S  V

Aksaracyutaka — —

Aksaraksiptaka — —

RahadT — •/ V

Dohada — —

Dollari — Y  v

Lolli — -/ v

Sarvatobhadra — —

Caturmukha — S  v

Danti — S  v

Sukacancu —

— Jayavardhana —
— SimhalTla S  v

_ — HamsalTla
_ — Kalahamsa-ali
_ — Pancatalesvara-ali
_ — SrTrahga-v
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Some^vara M atanga &£rngad€va
— — SrTvilasa-v
— — Pancanana-v
— — Umatilaka-v
— — Vijaya-v
— — Tripatha-v
— — Haravilasaka-v
— — Sudarsana-v
— — Srivardhana-v
— — Harsavardhana-v
— — Vadana-v

soda, ali and viprakirna (v) 
to Sarrigadeva.

are classifications of prabandha-s according 

Desi Tala-s

1. Aditala 17. Ekatala
2. DvitTyaka 18. EkatalT
3. Pratitala 19. Turyatala
4. Samakankala 20. Varnatala
5. Visamakahkala 21. Varnatala (variety-2)
6. Khandakahkala 22. CaccarT
7 Purnakankala 23. Unmatrka
8. Garugi 24. Jayatala
9. Mantha 25. Rajatala
10. Pasamandraka 26. Layatala
11. Yatitala 27 ParvatTlOcana
12. Kudraka 28. GajalTla
13. Trtlyaka 29. Turagallla
14. Nissaru 30. Klrtitala
15. Antarakrida
16. Samatala

31. Kokilapriya
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Tata Yitata Ghana Sugira
Vlna(EkatantrT) Mrdanga Kamsyatala Vamsa
Alavani Hudukka Jayaghanta Muhurika
Kinnari (dvitumbika pataha pattavadya pavT
or laghu)
Kinnari (Tritumbika Dhakka Kanda Mural i
or brhat, Mandidhakka Suktivadya Kahala

Runja Tittiri
Selluka Srnga
Damaruka
Karata
Dakkali
Ghata
Damara
Bheri
Dundubhi
Nissana
TammakT
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VILASINI NATYAM- TRADITION & TRANSITION
Swapnasundari

In post-Independence India, discussions about Telugu people’s performing 
traditions have generally pertained to those which are presently being fostered 
within the modem state of Andhra Pradesh. History reveals that some dance 
traditions which had long existed in the Telugu heartland, spread to other regions 
and were sustained there.

Various dynasties including those of Telugu origin and those who embraced 
the Telugu language ruled over large regions of southern & south-eastern India. 
Under their patronage substantial literature was written and many forms of music 
and dance prospered. Vilasini Natyam  is the performing-tradition of hereditary 
female dancer-singers of Telugu origin whose art was nurtured in the temples, 
courts and public performance-spaces in southern and south-eastern India. This 
tradition is understood better against a historical back-drop.

Role of dance in traditional society
According to religion and philosophy Indian dance and music are not just 

artistic skills but also powerful tools to evoke the spirituality that lies within 
the artist and audience. Therefore these became an integral part of worship- 
rituals. Ritual music and dance was customarily rendered by dedicated groups 
of temple-musicians and consecrated female dancers.

Based on the manner in which women joined temple-service, they were 
divided into categories and their duties assigned. Telugu temple-court dancers 
were drawn from the categories of Rudra-ganika (one who was trained and 
employed directly by the temple) and Alahkara (a well-trained professional who 
was given in donation).The Rudra-ganika played an integral role in the religious, 
ceremonial and socio-religious activities of the temple. The Alahkara group 
joined the royal courts as Rajanartaki-s. Women from Bhakta, Datta, Vikrta, 
Bhrtya and Bhrta categories collected flowers for sacred offering, decorated the 
temple precincts and fanned the idol during processions etc .

By the 7thc AD temples were teeming with dancers and musicians. As 
revenues increased through donations Natya Mandapam-s were built for dance
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