MADHYAMAKALA FORMAT IN THE MELODIC STRUCTURE OF
TYAGARAJA KIRTANA-S

Kavitha Shivakami. R
Research Scholar
(Music Academy Research Centre)

The term madhyamakala is used in many contexts in Karnataka music. Madhyamakala
literally means ‘intermediate tempo’ or intermediate kalapramana. Madhyamakala is usually
the second degree of speed, while vilambakala (also called sama kala) and drtakala denote the
first and the third degree of speed respectively. Madhyamakala is understood in a relative
sense with reference to the basic tempo or speed of rendition. Madhyamakala is an important
feature of Karnataka music. It is a customary practice to use madhyamakala liberally, in
musical phrases, sangati-s or musical variations in compositions and also in manddharma or
creative music. In raga alapana, an important branch of manddharma sangita, there is a

balanced distribution of vilambakala, madhyamakala and drtakala.

The term madhyamakala is also used to refer to the manodharma form tana in Karnataka
music. In the past tana was referred to as madhyamakala. Madhyamakala or tana renditions
are usually characterised by a uniformly regulated pulse with short aksara-s which gives a

special identity to the character of the tempo.

madhyamakala sahitya and madhyamakala in musical compositions:

Madhyamakala sahitya is a special feature in musical compositions, wherein both sahitya and
music are set in madhyamakala or in the second degree of speed. Muttusvami Diksitar’s
kirtana-s have madhyamakala sahitya portions as an integral part as seen, for instance, in the
hamsadhvani krti‘vatapi ganapatim bhajéham’ in the lines, “vitaraginam vinatayoginam
visvakarapam vighnavaranam” in the anupallavi and in “karambujapasa bijapiram
kalusavidiaram  bhatakaram  haradiguruguhatositabimbam  hamsadhvani bhasita
hérambham ” in the carana. Another example is the composition, ‘$r1 sarasvati namostuté’ in
arabhi, where madhyamakala sahitya is seen in the lines, “sripati gaurzpati guruguha vinuté
vidhiyuvate. There are also Tyagaraja kirtana-s with madhyamakala sahitya as seen in the
carana of ‘bhaktuni caritramu’ (bégada) and in the carana of ‘koluvaiyunnade’,

(devagandhari).



Madhyamakala sahitya is different from madhyamakala. As said earlier, madhyamakala
sahitya is a portion of the composition with both sahitya and music set to the second degree
of speed as in the above examples; whereas, madhyamakala, is that portion of the melodic
structure in the second degree of speed while its corresponding sahitya aksara-s are not so.

In other words, the sahitya is distributed over the melodic structure in madhyamakala, as

given below. The madhyamakala phrases in the examples are highlighted in bold italics.

telisirama parnacandrika adi

pallavi:

rnr r-gm P, P, pmgm |l|r, s, |snp, lp,rs r,r, I
Teli si—rda . ma. cin. .. ta na | to. . na ma mu
Srg, r gmp dppm gzrs Lir gml " Sins iy Il
se.. ya... ve... omana sa...

This kind of madhyamakala format is a unique feature of Tyagaraja kirtana-s. Now let us

analyse this.

Madhyamakala format in Tyagaraja Kirtana-s:
Tyagaraja’s kirtana-s have inherent madhyamakala musical phrases in the very basic melodic

structure and in the sangati-s.

karunasamudra devagandhari adi

pallavi:
p,m, P o P, || mpdp | mpdp I | mgr, rs rm Il
karu na - . sa mu cees dra. rd ma

This kind of madhyamakala format is seen to a large extent in Tyagaraja kirtana-s and makes

it different from the melodic structure of kirtana-s of Syama Sastri and Muttusvami Diksitar.

Madhyamakala format commonly found in Tyagaraja kirtana-s:

In Tyagaraja kirtana-s, madhyamakala phrases are usually interspersed with phrases in sama
kala. They are mostly sporadic or sprinkled in the basic melodic structure. The above
examples of ‘telisirama’ and ‘karunasamudra’ substantiate this. As the sangati-s progress,

there are more madhyamakala phrases.



The final sangati usually consists of only madhyamakala phrases which make the musical

structure complex and totally different from the basic musical structure.

cala kallaladu arabhi adi
pallavi: (opening statement — melodic structure)
Psss ,,mg r,-mg r,r, l S » SN I dlsl r,m, Il
ca.. a . . kal . la 1a... .. du . kon . na
Progression of sangati-s — melodic structure as given below:
p,rm p,-mg r-mg r,r |'| srss »n | dl - S, r,m, Il
ca.. .. la . kal . la la... ..du .. kon na
rrmm pp-dd ppmg r, r, || srss - N, I d, s, r,m, 1]
ca.. .. la . kal ..la la. . .. du kon na
rmmp pdds SF-Fr mgr, | srss ,$-dd 1 | pp-mg rmpd 1]
ca. . .. la . kal .. la la. . .. du . kon .. ha

Here, it is observed that the basic melodic structure is very different from the melody of the
concluding sangati. Such progressive variations from the basic melodic structure, through the
inclusion of sangati-s in madhyamakala, are also seen in kirtana-s set in other tala-s as in
‘tulasidalamulace’ in mayamalavagoula (rGipaka tala), ‘€mijésiteé némi’ in todi (capu tala),

‘aparadhamulamanbi’ in darbar (khanda capu tala) and ‘evarimata’ in kambhoji (2 kalai adi).

Analysis of madhyamakala phrases in a Tyagaraja kirtana:

Madhyamakala in Tyagaraja’s compositions is explained below with illustrations:

sudhamadhurya sindhuramakriya adi

pallavi:

s, g, P T , ., B, I | m,p, ,, M, mgpm g, s,| I
su dha ma . dhur .. Ya bha . . $a na

s, g, , ,m, p,dp|p,m, |Il|lg,,, P mgpm mgs,| |l
sudha ka ra . na na... A I
s,g, ,,-SS g, ,,-59 1| mgm pdpm mgpm g, S, Il
sudha Ce - ..ma .. dhir ..ya bha . . sa na

S, 8, ,,m, p,dp p,m, llg,,, ,,8n pdpm |gmgs | Il
sudha .. ka ra.. . na na...

s g, ,- bmg s-nsg mp-mp || | dn-sn pdpm mgpm mgs, Il
sudha .. cen . ma . dhar .. ya bha. . sa

s, g, , ,m, p,dp |p,m, |l|g,,, ., -Sn pdpm gmgs |l
sudha . Ka ra .. . na na.. .

In all the above examples, there are many caturasra madhyamakala phrases.



In the above kirtana there are such phrases as in mgpm - mgs, - m,gm — pdpm - gmgs and in
the last sangati there is more complexity along with a focus on the raga marcana. The kirtana
‘anupama gunambudhi’ in athana has an interesting melodic structure with a number of

madhyamakala phrases in the basic melodic structure.

anupamagunambudhi

pallavi:

athana

khanda capu

$,snpdn, p,
a hu pa ma-gu

ppmgmlpl’l
nd . m bu dhi

$,$npdn,p,
ya ni -nin.. nu

mrrmsr,,s,

ne. ra. nam mi

Snslrlrmpl

a . nusa rif. ..

p,p,pmd,d,
cinava. .. da

ndnsnns nns
nai ..

nrsnp-npmpr
ti.. .

anupallavi:

,,¥m m,ps, §,
manupakaye

nsr,snd,d,
yun. na@ .. vu

77 n slr.. sIII
.. manu pati

r"s'dl/ S ’ sIII

vra. SI me

mrmrmrmr r
ma nu pa ma ..

\"s, ¢, 5, - nst,
ke varu-vi.nu

S,, Fsn sFsn
ma ...daya

SFsnp -npmpr

caranam:

»¥mgm,p,p,
ra. jakula

p.p, ppn, pm
kala sab dhi

p,- pmp, ér ér
rdjasura

5,/ §dn,s, s,
pa la . gaja

, $n's, myr,
..rdja rak

f,$, -FSns t,
sa ka- tya . ga

S,, FsnsFsn
ra.. ..... ja

SF Snp - npmpr
vi nu. ta...

It is seen that this athana kirtana has a conspicuous presence of clustered madhyamakala
phrases in the basic music structure as pointed out in bold italics. This draws our attention to

look for other kirtana-s of this type.



In the kirtana ‘korisévimparare’, the pallavi has a similar presence of clustered
madhyamakala phrases. But the rest of the kirtana has the usual musical flow with scattered

madhyamakala phrases.

korisevimparare kharaharapriya adi

pallavi:

pdnd |n,-np nddp mgrg | mpdn dnp, | | mgpm mgg, Il
ko... .. . e e sé. .. . vim. .. pa ra. ..

rl'l LA A rsnl Srg’ | rgm' gmp' | pmgr glm' II
re.. kor . . ke . . ... de. .. . ra

Whereas the kirtana-s ‘tolijanmamuna’ and ‘ni muddumomu’ offer the characteristic

clustered madhyamakala phrases.

tolijanmamuna

pallavi:

bilahari

khanda capu

$,$,$nndp,

m,g,mggrs,

r,g,p,d d,

To li jan.. ma mu najé .. . yu duduku te i
pdsn—-pdsn-pd Il

se nu -ra... ma

Caranam:

p,,,p,pdnd Il |dpmg rgdpmg Il |rgp,pmmggr I

ra...gi pai...

ru la - cen.. da.

ram.ya mou..

srgrsnd,s,
va ri mola ka

srg,-rgdpmg
ra.. jil...la .

grmggs,-r g,
ner. . cu. —nata

pl 1222 2222

ra.... ....

nddpmgrg p,
na... ga sa ya

dpmgrsrgp,
na-.. tya..ga

pdsn-pd snd,
ra .. ja-pa..

F,s,ndrSsF¥F,
pamuté. ...nu

Fgpmgr srgr
na .. ma pun.

snd, -pdsfigr
ya mu-ce la gu

$,,,$ndpd,,n
na ......

dp,, mgrgpd
né. nu.....

ni muddumomu kamalamanohari adi

pallavi: basic melodic structure

S,,, ;;'S.n dlpm 8,44 I \slgl 1y~ 8 m,—p, p,n, I
ni. |..mu. . .ddu. mo... mu j pa VE. ..




sangati:

S,, |,,-$n d,pm gmpn $§-dpm | gs—sm gm-pn pnpn |l
n. |..mu. . .ddu. mo... mu —ju pa. ve. . .
anupallavi: 2" line:

p,nd |dp-pm |gmpn |pnpm gs—ns |g-sgm gmp-p |mdp ||
nali na da.la. . —na ya.. na.. n
caranam: 1% and 2" line:

p,n, | d,p, |, pmgm pnpn | pm-gm pnpm g,s, I
ma. |ru.lu kon. . . na. ..nu

sgs, |ggsg |sgss |sns, sgs, |sgm, pdpd p,,, |
ma. |da... na... ja.na. ka. ..

4" line

$,,, |,,-$Sn |s$nd,- ndnd p,-pm | gmgs gmpm |pnpn |l
SrT. . tya. . ga ra.. . ja.nu. | tu. .. ni. .. ki. ..

The kirtana-s ‘anupama gunambudhi’, ‘tolijanmamuna’ and ‘nt muddumomu’ form a special

category in the Tyagaraja kirtana-s with the basic melodic structure being filled with

clustered madhyamakala phrases, making the samakala phrases sporadic or scattered.

Another example in this category is ‘koluvaiyunnade’ in the raga bhairavi. A mere glance at

the notation of this kirtana shows how it is structured with a profusion of madhyamakala

phrases.
“koluvaiyunnade” bhairavi adi
pallavi:
n, d, \dp,d nsr, Fs,n | ndp, mp,m | p,d, nsgg I
Ko .. lu. vai . . yun. .
Fs-r, Fsns F-s,g F$-sn | dp-sn dp-md | | Pmg, r,s,

na. . . de Il
nsrgr |s,gr n,d, nsgg | ||rsr, S,y | | rgmp dp-nn | I
ko .. dan. da. pa. ..
dp-p, | mgrs rgmp | r,/p, |80, [T, || rs I




anu pallavi:

/n,,d | d,p, mpdp | sndp mgrg | mpd, p,,N dpm, |1l
to. .. li... kar. .. ma. .. ma. .. na...

pdn, dnsr ns,n dp-mp ,m-pd pdn, dnsn /s, ,, Il
ga. .. ju... ta . . .. mu ra... re...

s$ns, r,gg Fsr, nsrr FGFr sndp mpdn Srg, Il
to... ya. .. ja. . ro...

r,s, sndp mpdn $,,, sndp mgrs ns—-gr gm pd Il
. hi ni... gl... di. .. . ha-ri i /I

Caranam:

m,,, m,,, m,,, p, nd dpd, P m,d, pmg, Il
ma. na. .. su... ran.. jil ...

Fo) srgr ST, Sy m,d, pmg, g, mpd, | I
la... su. .. ra. .. sa... tu. .. lu. . ya... ni...

pdn, dp-md P mpdd pmgp m,,, md,p mgrg | |l
ma. du... lu... ko. .. lu. va...

mpd, pdn, dnnd p,dm p,d, nsr, F$n, S, 1]
ve ... yi. va... neé. ..

p,d, nsr, SFg, t,, SFgr $,f, Fsn, S, Il
ka. .. na. .. ka. .. ca... la. .. ka. .. nu. ..

r,g, F$n, SFg, r,S, grrs ndp, mp,m ,pdn 1]
ge... rd... si... . ta

SFgr Fs,n ndp, mpdp pmg, r,s, srgr s,r, Il
kan . . ta... to. . nu. .. tya. ..

s,n, d,-ns ggrg mpd, pdn, dns, nsr, Srg, 1]
ga... ra ja. Vi... nu... tu. .. du...

An overall picture of the madhyamakala phrases in Tyagaraja Kirtana-s based on the

above examples:

Generally a certain typical arrangement of the madhyamakala phrases in the melodic

structure is seen in the compositions of Tyagaraja. Some are repetitive and progress

gradually, as seen in the madhyamakala phrases of ‘koriseévimparare’ and ‘karunasamudra’;




while some others are janta phrases as seen in ‘tolijanmamuna’. Gleaning out such types of

madhyamakala phrases from Tyagaraja’s compositions offer an interesting study.

Analysis of madhyamakala phrases from sangati-s of Tyagaraja compositions:

In many compositions of Tyagaraja, generally the first statement is very simple. The

introduction of sangati-s in the basic melody of a composition gives a number of

madhyamakala phrases of the alankara type.

darinitelusukonti suddha saveri rendu kalai adi
pallavi:
éIII dlll plll mlll rlll SIII Slrl rsdl |
da ri ni te lu su kon ....
SIII 7 1222 Ilrl | mlll plll dlsl ds‘r.ll ||
ti.... Ltri pu..ra sun....
sangati :
$rss dsdd pdpp mpmm rmrr srss srmr mrsd |
da ri... ni... te... lu.. su... kon ....
Slll 1727 271 llrl I mIII pIII dlslds. I;I II
ti... L tri pu. ra. sun. ..
Fsds rsdp sdpm drss ddpp mmrr srmr mrsd |
da.ri... ni...te... lu... su... kon....
SHl 2721 210 12 r/ I rlml plu pmrs rmpd "
ti.... tri pu. ra. sun. . ...
“bhavanuta” mohanam adi
pallavi:
Basic Melodic structure:
glgl rllrl Srgl rl SI | slrl sld sIII rllrl "
Bhava nu ta na. .. hruda yamu nara mim . . pumu
g, 8, P,P, Py pd,p || |8, s grsr ||
ba da li ka dr... ra...




sangati-S:

g dp dpgr r.pg pgrs |
bhava nu ta na... hruda
srgr grsd | | S r, r, I
yamu nara mim... pumu

2" line - Basic Melodic structure

g, 8 PP, P, pd,p |
ba da li ka dr...
gllr rlll | V27274 grsr ||
ra...

sangati-s
g & P, Py gpds ,ddp |
bada li ka dr...
8,r ) | g,dp grsr I
ra...
gg pp ddss FFs$s$ ddpp |
ba da li ka di..
ggr-d dp-rfr | s-ddp grsr I
ra. ..

It is seen that the madhyamakala phrases are all of the perceptible alankara or the pattern
type, with janta prayoga-s as seen in ‘calakalla’, ‘darini telusukonti’ and ‘bhavanuta’;
pratyahata gamaka as seen in phrases in the compositions ‘evarani’ or ‘tolijanmamuna’;
nokku svara gamaka-s as seen in ‘koluvaiyunnade’ in raga bhairavi or as repetitive phrases as

seen in ‘karuna samudra’.

It is the presence of these factors that create a special effect to the madhyamakala in these
phrases. What is unique in these madhyamakala phrases? The extraction of these
madhyamakala phrases from such compositions provides the base material or the source to
develop patterns in the rendition of the manodharma form tana. The stress, punctuation and
accent employed accentuate the tana effect in rendition. The manner in which the sahitya
syllables are distributed and extended over the madhyamakala music in the bhairavi kirtana

‘koluvaiyunnade’ creates a veritable tana effect.



A note on madhyamakala phrases of the tana type in the ghana raga pancaratnam:
Tyagaraja’s compositions of the ghana raga pancaratnams are exquisite examples which offer

a number of patterns of the tana type. They are replete with janta svara-s, repetitive phrases,
nokku svara gamaka-s and phrases employing the pratyahata gamaka. These elements make it
highly suitable for singing tana. In the carana-s, the svara and sahitya are rendered in
madhyamakala. The pulse of rendition is regulated and is totally rendered in madhyamakala.

Secondly, combinations of svara-s in tisra, caturasra and khanda are found in plenty.

The first carana incorporates a lot of karvai in its structure. This sets the tempo or the
kalapramana for the rest of the composition. This feature of setting the pace in sama kala and

then gradually shifting to madhyamakala is also a feature seen in the tana renditions of today.

Some excerpts from the arabhi, gaula and $r1 raga pancaratnam’s are as given below. As we
all know, the ghana raga pancaratna kirtana-s are all made of profuse madhyamakala phrases.

The patterns are given with the tana syllables as sung and experimented by the author of this

paper.

pancaratnam:

dudukugala gaula adi

caranam 2:

a.. nam |..—-ta,, | .nam.ta ta .nam 1ERE ta nam.- a nam..ta ta.. I
rrss N rm, m srm, nsrm m,- sr m,, m rrss
caranam 3:

a..nam |...ta nam.ta a.nam -.—ta. |.namta | ||anamta |ta... ||
rrpm ,rrs s, s, rpm, rsns rs, s pm, m rrss
caranam 4:

a.nam. |.. .. |ta... nam ta. .-namta | nam.. || -ta-nam ...a I
ppmm |[r sns|rpmm rsrp mrpm [nsrm , m=rr ss,s
caranam 9:

a... .. ham | . ta—-a. . ham.ta | a.nam | .tanam ta... I
s, rs nsr, rs—ns rm,m srm, rmsr ,$—S, S,

ta . . nam.. ta namta | nam.ta ||| anam.ta | ta.nam. | ta namta | namta | Il
ppm, [rs—rm |p-r, m|r, pm rp, m |rmsr m-r, s | s, s,

10



a.. nam . -ta .-namta | a. namta .a .nam ta ta. namta I
pnp—p np-mp | m-rpm rmpn pns-\r ,mpn pmrr— s, s, I
a... nam | .ta.ta . hamta ta... .a ham .ta.a . hamta
§§,8 frm-r , M-$r mr, $ npns rs,s np- p, mr, s I
I

“sadhincane” arabhi adi
carapam 1:
ta... -a nam. ta | nham. ta ta. . nam . ta ..anam . ta.. I
P,,, ;- P, m grr mgrr $s,S dd p, ,,~ds , Srm
Caranam 2
a... nam. ta ta. nam. ta. ta.. nam ta, nam. I

,p, |mg r, |r,mgjlrrss d, d, ,-SS, ,-r r, ,-srm
“endaro mahanubhavulu” $riraga adi
caranam 1
a. nam.ta | ta. nam.ta |ta nam.tat |ta... I
Sy, ,» S, |snns nnsn P,,, ,» P, |mpns
nam. tat.. ta..—nam .ta—ta. | -nam. ta ta... ..—ham. ||
r,,, Vrrs r,,, grr-g rr—gr r-grr S,,, ,,- BT
.—ta.. I
,-rsn-
carapam 2
a.. . namta |ta nam | ta. nam.ta .ta-ta namta-a | .nam.. I
r, gr rgrr sns, s, rs nam ,h— g, g rs—r gr,,-

S rs-n

.—ta.. I
,-rsn
carapam 3
ta. nam. | tat.ta . ham | .ta. a. nam | .ta-ta. . ham .ta- | ta. . I
pp mr r,-pp mrp, ,pmr np,n pm-mp ,-pm r- |[rg,r
. ham ta I
rs, n-
caranam 4:
ta.nam | .-a.. nam.ta | . nam.ta ta. .. nam. tat .ta.. nam. tat | |
ssnp ,-rsn p,- gr|,-sn p mp,p nsrtr, ,-8rSs rm p,
ta..- anam.ta | ta... nam. ta. nam.-a | .nam.-ta . ham. ta. I
pns,- pp, m [rmpn p,- $n p,- r$ |np,-§ r,sn p-mrg
nam ..ta I
r-rsn
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Conclusion:

In Karnataka Music ‘madhyamakala’ is seen as a distinct characteristic feature. It is in
Tyagaraja kirtana-s that madhyamakala is exploited and explored at its best. Of the different
types of madhyamakala phrases found in Tyagaraja kirtana-s, those phrases of the tana type
are of special interest. The presentation of the tana type phrases, their characteristics and
distribution in the Tyagaraja kirtana-s have been studied and analysed at length. It has been
attempted to correlate and adapt these tana phrases to actual tana singing. Identifying and
studying the tana phrases in the musical structure and sangati-s of Tyagaraja Kirtana-s make
us understand better, certain concepts and aspects of Karnataka Music like the characteristic
tana rendering and the most challenging madhyamakala (mélkala) niraval with the tana

effect.
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