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. Introduction:

The word ‘Kuraippu’ broadly means ‘to reduce’. In Karnataka music, it denotes a process of
reduction in the avartas of tala. One of the main segments in the laya-oriented manodharma
form - tani-avartanam, ‘kuraippu’, also finds a place in the solfa-oriented manodharma form

of kalpana svaram, as its concluding segment.

Although not a compulsory component of every presentation of kalpana svaram, kuraippu,
when rendered, certainly creates the effect of a grand finale to a raga-s delineation in kalpana
svaram. Each rendition of kuraippu invariably culminates in a korvai. The aspects of

kuraippu and korvai serve as avenues for showcasing skill and expertise in laya.

One of the most common talas in whth kuaippuis presented is catuga jati tripu4 tala,
commonly known as adi tala. This is owing to its structural split-up being even, with the
purvanga and the uttaranga consisting of 4 kriya-s / aksara-s each. This even break-up of tala,
makes the process of reduction in kuraippu easy, in contrast, to a tala such as khanda jati
triputa tala, which being odd-numbered comprising 9 kriya-s / aksara-S, makes each step in
the reduction of avarta, more intricate to handle. This can further be complicated, with

complex eduppu positions taken up in kuraippu.

Further, as observed from many renditions of kuraippu, this aspect of kalpana svaram is
rendered, predominantly in the 2" degree of speed; though, there are occasional instances of

encountering kuraippu in the 1% speed also.

With regards the use of khanda triputa tala in musical forms, this tala, seems to be a popular

choice for many a musician for the mandodharma form Ragam-tanam-pallavi, employed in



different nadai-s and for a variety of eduppu-S. Even so, the presence of kuraippu in kalpana
svaram, is seen to be rather less, with the popular preference being the rendition of
ragamalika kalpana svarams. Nevertheless, there are renditions of kuraippu in khanda triputa

tala, amongst which one detailed approach, has been identified and presented here.

Before going into the analysis of kuraippu in khanda triputa tala, it is essential to first outline

its noteworthy aspects.

I1. Notable aspects in kuraippu:

1. Reduction in avarta:

This is the main connotation of kuraippu, meaning halving the duration of the tala-avartas.

The steps involved in kuraippu and the extent of reduction in kuraippu varies with tala®.

2. Eduppu:
This denotes the point of commencement of melody, in tala. In kuraippu, it would refer to the

position in tala, where the sahitya line that is taken up for the rendition of kalpana svarams
and kuraippu is commenced. Further, in relation to the sahitya line, the eduppu for which
kuraippu is rendered, whether for the eduppu of the sahitya line, or for sama eduppu

irrespective of the eduppu of the sahitya line, is a noteworthy aspect.

3. Homecoming point in kuraippu, accompanied by a period of rest:

In kuraippu, it is the trend to select a particular svara as the homecoming point for each
kuraippu passage®, in contrast to the kalpana svaram passages, where the chosen sahitya line
is the homecoming point. This svara that is chosen as the homecoming point in kuraippu is
accompanied by a period of rest of a certain karvai duration. Commonly, a karvai of 3 for the
period of rest is noticeable in kuraippu (in some cases 6 in the elaborate kuraippu passages).
Further, there are also varieties of kuraippu, such as khanda kuraippu, misra kuraippu, etc,

where the period of rest employed is also halved with each subsequent step in kuraippu.

! For instance, in shorter duration tala-s like misra capu or khanda capu, kuraippu commences with passages of
the length of 6 or 4 avarta-s, while jati-based talas like adi (2 kalai), khanda triputa, misra Jhampa etc, being of a
longer duration, offer a detailed scope for reduction in avarta commencing from 1-avarta of tala itself.

2 This svara is generally seen to be maintained till the last step in the process of reduction in kuraippu. However,
there are exceptions, wherein, other svaras are also taken up as the homecoming point, during the course of
kuraippu, depending on the aesthetics of the raga, and the progression of melody in kuraippu.
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I11. Kuraippu in khanda Triputa tala:

1. Mostly renditions of kuraippu in khanda triputa are seen to be rendered in 2-kalai and

1-kalai of the tala; even with 4-kalai ragam-tanam-pallavi-s presented.

2. Commencing with 1-avarta of 9 aksara-s / kriya-s, reduction in kuraippu is from 9
aksara-s t0 4 ¥ aksara-s to 2 % aksara-s and finally 1 and 1/8" aksara-s of tala. These steps in

kuraippu for 2-kalai and 1-kalai of khanda triputa tala, are as illustrated in the chart below:

khanda triputa

1-avarta 1-avarta
9 aksara-s e 9 aksara-s
72 matra-s 36 matra-s
1/2-avarta
1/2-avarta

— 4 Y5 aksara-s
4 5 aksara-s

36 matra-s
18 matra-s

1/4-avarta

2 % aksara-s 1/4-avarta
18 matra-s —— 2 Ya aksara-s
1/8-avarta | 2melliEe

1 1/8 aksara-s
9 matra-s

The delineation of kuraippu that is being presented, is one, wherein, employing a period of
rest of 3 karvai-s duration, the raga is portrayed through various permutations and
combinations of svaras, in a variety of p dterns of tiSram, catusram, khandam, and so on,

adhering to a certain progression in the thought process.



This approach to kuraippu has been rendered by Madurai Sri T.N. Seshagopalan for a ragam-

tanam-pallavi in raga Sankarabharanam, for 1/4-edam eduppu. Kuraippu is rendered for the

eduppu of the pallavi line.

IV.RTP - Structure:

The structure of the ragam-tanam-pallavi in 2-kalai of khanda triputa tala, as rendered by Sri

T.N. Seshagopalan is as follows:

Raga

Eduppu

Arudi karvai
Sahitya of pallavi

Melodic structure

: Sankarabharanam
: 1/4 edam or 2/8" position from samam
5
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Framework of pallavi consisting of a purvangam and uttarangam of 19 and 12 matra-s
respectively, divided by means of an arudi karvai of 5. The split-up of the piirvangam and

uttarangam are as given below:

Purvangam (19 matra-S)

Arudi karvai

Uttarangam (12 matra-S)

P 3p1+2y + Sppezy + T(zray + 4
.
:3+4+5

Thus the structure of the pallavi® would be:
1+2+2+3+3+4+4-(5)-3+4+5

V. Steps in Kuraippu:

* Note: The hyphen demarcates the piirvangam, the arudi karvai and the uttarangam segments in the pallavi-s

structure.




A broad outline of the steps involved in kuraippu for 2-kalai of khanda triputa tala is as

follows:

1. 1-avarta kuraippu:

In 1-avarta kuraippu of 72 matra-S, pattern-sequences are rendered for 69 matra-s, after
excluding a karvai of 3 as the period of rest. 3 such sequences are rendered in 1-avarta

kuraippu.

1.1.  The first sequence of 69 matra-s can be categorised in 3 segments of 23 matra-s each,
with each segment of 23, expressed as 3 misram-s interspersed with a karvai each —
{todokttm () +t2dokttm () +t2d2k t tn} * 3 times.

Taking this sequence as the base idea, and varying its first and the third segments are derived

the respective segments of the subsequent 2 sequences.

To elucidate:
1.2. Reducing 3 matra-s from the first segment of the first sequence (23 minus 3), while
simultaneously increasing the third segment by 3 (23 plus 3), at the same time, retaining the

second segment of 23 matra-s, makes the second pattern-sequence of 69 matra-s. Thus the 3

segments of this sequence would be 20, 23 and 26 matra-s respectively; where the first

segment of 20 matra-s is expressed as 3 patterns of 6, interspersed with a karvai each —



6(1)6(1)6-tdokttn(,) +tdaktty(,) +td2ktty; while the third segment of 26 matra-s is
rendered as 3 patterns of 8, interspersed with a karvai each —
8(1)8(1)8—-tdy-tdkttn()+tdo-tdktty(,)+tdo—tdKkttn.

Thus, the 3 segments of the second pattern-sequence rendered one after the other in
succession are:
tdok ttm () +tdokttm () +td2k ttm
todak ttm () +tadak ttm () +t2d2k ¢t
tdy-tdkttm () +tda-tdkttm () +td—tdkttn

1.3.  Inthe same manner, deducting 6 matra-s from the first segment of the first sequence
(23 minus 6), while simultaneously increasing the third segment by 6 (23 plus 6), makes the
third pattern-sequence of 69 matra-s. Thus the 3 segments of this sequence would be 17, 23

and 29 matra-s respectively; with the first segment of 17 expressed as 3 patterns of khandam
interspersed with a karvai each—5 (1) 5(1) 5-tdkttn () +tdkttn () +tdktty;and the
third segment of 29 rendered as 3 patterns of sankirnam, interspersed with a karvai each —
9(1)9(1)9-toda-tdkttn () +tado-tdkttm () +todo—tdKkttm

The 3 segments of this sequence would thus be:
tdkttm () +tdkttn()+tdktty
todak ttm () +tadak ttm () + t2dak ¢t
toda-tdkttm () +tado-tdkttn () +tod—tdktty

Here, the cogency in the patterns employed in the 3 sequences of 1-avarta kuraippu is
prominent; with the constituent segments of the first sequence consisting of patterns of
misram; the second sequence consisting of patterns of 6, 7 and 8; while the third comprising

patterns of khandam, misram and sankirnam respectively.

These sequences in 1-avarta kuraippu are illustrated in the following chart:



2. 1/2-avarta kuraippu:

l-avarta kuraippu is followed up with 1/2-avarta kuraippu of 36 matra-s where after
excluding a karvai of 3 as the period of rest, pattern-sequences are rendered for 33 matra-s.
33 is rendered as 3 sequences of 11. Each sequence of 11 can be viewed in 2 parts — as the
‘karvai’ segment and the ‘svara’ segment, where, by reducing the ‘karvai’ segment, while
simultaneously increasing the ‘svara’ segment, gives forth various sequences in 1/2-avarta

kuraippu.

2.1. The first variation of 11 in the sequence of 33 matra-s is rendering 11 as a
combination of 6 and 5. This is again rendered in 2 ways differing in the manner of splitting

the karvai segment of 6 matra-s as 3 and 3 “(t3 + t3)” and as 2 and 4 “(t2 + t4)”.

Thus the 2 variations in the first sequence of 1/2-avarta kuraippu are:
(ta+ts) +tdkttn-(a+ts) +tdkttn- (a+ts) +tdktty
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(b+t) +tdkttm- (ot +tdKitm - (t2+ts) +tdkttm
2.2.  The second variation of 11 in the sequence of 33 matra-s in 1/2-avarta kuraippu is 5
and 6 —

(t3+t2)+td2k'§tm-(t3+t2)+td2k'§tm-(t3+t2)+td2k'§tm

2.3.  The third variation of 11 is4 and 7 —
(t4) +t2d2k'§tm - (t4) +t2d2k'§tm - (t4) +t2d2k'§tm

2.4.  The fourth variation of 11 is 3 and 8 —
(t) +tkt+tdktty -(ts) +tkt+tdktty - (t3) +tkt+tdktty

2.5.  The fifth and last variation in the sequence of 11 is a combination of 2 and 9 —
(L) + tadaKatatm - () + tado Ko tot - (t2) + 2 daKato ty

These variations in the sequences of 1/2-avarta kuraippu are presented in the form of a chart:




3. 1/4-avarta kuraippu:

Succeeding 1/2-avarta kuraippu is 1/4-avarta kuraippu of 18 matra-s where after
excluding a karvai of 3 as the period of rest, pattern-sequences are rendered for 15 matra-S.
The variations presented for 15, are as illustrated in the chart:

1/4-avarta kuraippu

18 matra-s= (3) + 15

3.1.  The first variation of 15 is 3 khandam patterns — {t d k t tm} * 3 times.

3.2.  The second variation is as 5 tisrams - {t3} * 5 times

3.3.  The third variation of 15 is as a combination of 5and 10 - t d k t tm + tzdokaotot

3.4.  The fourth variation is a reverse of the third, as 10 and 5 -t da ko tot m + t d k t tm

4. 1/8-avarta kuraippu:

4.1. The final step in kuraippu is 1/8-avarta, consisting of 9 matra-s, where patterns are
rendered for 6 matra-s, after excluding a karvai of 3 as the period of rest —
(3) +6= (t3) +tdokttn.

4.2.  Following a few such sequences of 9 as (t3) +tdo k t tm ; (t3) + t d2 k t ty etc, the
summing up of the kuraippu svaras is presented with variations in the patterns of sankirnams,

rendered in succession up to the commencement of the korvai.



4.3.  The shift in the pattern of sankirnam is facilitated by the increase in the ‘karvai’

segment of a pattern of 9 by 1 matra.

To elucidate with an example:

% The karvai segment of (3), in the combination of 9 as (3) and 6 is increased by 1 to
become (4). This alters its adjacent ‘svara’ segment, reducing it from 6 to 5. Hence the
split up of 9 has been altered from one of (3) + 6 to (4) + 5.

% Similarly, the next step is to increase the karvai segment of (4) by 1, making it (5),
thereby reducing the *svara’ segment from 5 to 4, making the combination of sankirnam
as (5) and 4. This process is continued until the last possible variation in the pattern of
sankirnam as (8) and 1.

% Subsequent to rendering sankirnams in different combinations, whole patterns of
sankirnam are rendered as “t; dy K t2 t,”; both in catusra nadai as well as tiSra nadai.
Entire avarta-s of these whole sankirnam patterns are also rendered, which directly lead in
to the korvai. The korvai too, is construed of in whole patterns of sankirnam and in a
combination of a catusram and khandam pattern as well; rendered both in catusra nadai as
well as tisra nadai in the third round. Hence, the summing up of kuraippu can be said to
be a kind of prelude to the structure of the korvai; where the korvai does not stand as an

individual component but blends well with the structure of kuraippu.

The following chart portrays the variations presented in the patterns of sankirnam, in

continuation from 1/8-avarta kuraippu:
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V1. Notation:
1-avarta kuraippu:
Sequence 1:
vy =2.5-5,8 ,f$n,-n,n ,$nd,-p,d ,ndp§m,p, dpm,-p,d,
ndp,-d,n, sir$8§¢g,r,$S nd,-f,$,n dp,-g,m,p |
dng§(s,,)
Sequence 2:
yiTss,-Qm, pdp,-mp,d nd,-pd,ns n§m,p,dnd ,-p,d,nsn-
,-d,n,srs§ |g,f,snd, | |,-F,s,ndp ,,-g ,m,pd I
,n§(S,,)
Sequence 3:
v iTa,,-QmMp dp,-mpdnd ,-pdns$n§g, |m,pdp,-m, p,dnd,-p,
d,nsn§g,m |,gmpdp,-m | |,p,mpdnd ,-g,m,p,d Il
,n§(S,,)
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1/2-avarta kuraippu:

Sequence 1: (63+3)) +5=(tz+1t3) +tdkttm
(6+a) +5=(to+ty)) +tdkttm
vrmass - (S $,,)-grsnd - (n,,n,,)rs ndp-(d,,p, ,)-gmpdn§(s,
,)- I
,,,,, -$,$ ,..-9frsnd- n,n,,,rs ndp-m,m,, ,-gmpdn§ (s,
)
Sequence 2: {(53+2) + 6} *3={(tz+ 1) +tdkttn} *3
R $§,)gf,snd - (n,,,,)rs, ndp- (m,,,,) gm,pdn-(s,
,)- I
Sequence 3: {(4) + 7} *3={(t;) +todoktt} * 3
R ,9,f,8$nd - n,,,r=$ ndp-d,,,-g ,m,pdn-(s,

Sequence 4: {(3) +8} *3={(t5) +tkt+tdkttn}*3

grs-grsnd§

n,,-rsn-rs

ndp§m,,-gm

p-gmpdn§(s,

Sequence 5: {(2) + 9} *3={(t;) +todokotot} * 3

1f-1$1n1d§

n,-r,s,n,

d,p§m,-g,m

1p1d1n_($1
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1/4-avarta kuraippu:

Sequence 1: 5*3={tdkttn}*3

dp-mpdnd-p

dnsf-(s,,) - (vio)

1-$1$$1-n1

nn,-$npdn

| (31 ,)—(ViO)

Sequence 2: 3*5={t;3} *5

mii_pii-di

,-n,,-($,,)-(vio)

Sequence 3: 5+10p+2+24242) =t d Kttt t2 do Ko to tym

,-gmpdn-g,

m,p,d,n,-

| (31 ,)—(ViO)

Sequence 4: 10@+2+2+242) + S =to o Ko totm + td k t tm

iahe-g,m ,p,d,n,-g mpdn-($,,) - (vio)

1/8-avarta kuraippu:
,$8,pdn (s ,,)—-8s8,pdn [1(8,,)-85,s¢ g(s,,)-ss,s I
rg(s,,)-ns, rgs(,,)-ns |,rgs(r,,,)- nsrgm(g,, ,)-nsfrgm(g, |
,,)-Mgrsi(g y,,)—MQgrst [l (§,,,,)-9r$ n(,,,,)-gr I
sn(r,,f,)-9 rén(s,,s,)- grsn(s,,s y,)—NSI(s,, )-Nnsrf-(s |
e ) —SEQ(E L, )-sftg U )-tg m(@...., )-F I
gam(@@..,,, »)—gm(g )-gm(g )=fg(F Fo,)-fglf I
e, )—81H(S $,,,)- 8t | (6,,8,,,)-n S(F,,f,,,)- [
ns(fr,,r,, a0 F(9, Al (< PR )= gm, ..., )-g(m I
,,,,,,, )- F G..00000) BRI )-s (..., I
y—§t r Fr,fF-$,s,s §,5-§,5 $§,$,5-5,58 $§,$,5-dn |
§,$,8,8-8 §$,8,8,8- [l mpd,n,d n-$,n,d,p I
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,m_gym,p, dap_mipad 1n1d_glmlpl dlp_mlpldlnld pvdynysfi’_gy

f‘,é,n,d—f’ ,$1n1d1p | glrisinld-ris lnldlp_slnldl

p , m — patterns of sainkirnam are continued for 2 more avarta-s in tiSra nadai, up to the commencement of

the korvai.

Note: In the above 1/8-avarta kuraippu svaras: - the area shaded grey is the svaras rendered

by the violin artiste; the segment in bold represents the increase in the karvai by 1 matra

causing the change in the sankirnam patterns, while the highlighted segments denote patterns

rendered in tisra nadai.

VII. Conclusion:

This analysis of kuraippu in khanda triputa tala brings to light the cogency and brilliance in
the thought process of kuraippu, right up to the commencement of the korvai. The
progressive manner of rendering svaras in different permutations and combinations is the
highlighting feature of this approach to kuraippu where expertise and skill in laya are clearly

unmistakeable.

At this juncture, it is imperative to mention that whatever be the form in which a raga is
portrayed, be it alapana, tanam, niraval or kalpana svaram, the prime focus is on projecting
the aesthetic beauty of a raga. However, the focus being the creation of different
mathematical structures through various svara—combinations, leads to the aspect of ‘kanakku’
taking precedence over aesthetics. This is because, the creation of a perfect balance of a very
high quotient of maths in music, and that of an equal quotient of aesthetics in music, is an
exceptionally challenging task.

With this concludes the presentation, the aim of which was primarily to comprehend the
handling of kuraippu in khanda triputa tala where the focus was the creation of mathematical
structures in a step-by-step manner. This analysis of the handling of kuraippu in khanda
triputa tala, gives scope for developing other methodologies in kuraippu, both in this same
tala, as well in other talas, using this as a base idea. Further, such an analysis creates

inquisitiveness in the mind of a student of music to attempt to comprehend the applicability
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of this pattern-oriented rendition of a raga in kuraippu, to other forms of manddharma

sangita, as for e.g. madhyamakala niraval, where pattern-type formations are noticeable; and

also to make a comparitive study of the handling of kuraippu in the laya-oriented form — tani-

avartanam, which is an in-depth and individual branch of study by itself.

Key to Abbreviations:

© © N o g &

11.
12.
13.

14.

15.
16.

Aksara - denotes each kriya of tala. For e.g.: adi tala has 8 aksara-s.

Matra - denotes internal pulse within an aksara. For e.g. adi tala (1-kalai), in
catusra nadai has 4 pulses in one aksara of tala in madhyamakalam.

(svara) - a svara enclosed within the open and close parenthesis is a svara

rendered as karvai-S.

(,) - a comma within the parenthesis denotes a gap of 1 karvai.
letter ‘t’ - denotes the syllable ‘ta’
letter ‘o’ - denotes syllable “‘dhi’
letter ‘k’ - denotes syllable “ki’
letter ‘t’ - denotes syllable ‘ta’
letter ‘k’ - denotes syllable ‘ka’
. letter ‘m’ - denotes syllable ‘mi’
letter “tp’ - denotes syllable ‘tom’
letter ‘t,’ - denotes syllable ‘tom’ having a duration of 2 matra-s

A number as subscript within parenthesis
- denotes the total duration in terms of the number of matra-s
A combination of numbers given as subscript within parenthesis
- denotes the internal split-up of a svara
pattern-sequence - a collection of patterns, rendered one after the other in succession
symbol “§ * - denotes the end of a pattern-sequence

Audio References:

Source: Sangeethapriya - www.sangeethapriya.org

Ragam-tanam-pallavi-s and krti-s rendered in khanda triputa tala by a variety of
musicians.

Source: You tube - https://www.youtube.com/watch?v=qs7dgSp4c00
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http://www.sangeethapriya.org/�
https://www.youtube.com/watch?v=qs7dgSp4c00�

Madurai Sri. T.N. Seshagopalan - Cleveland Aradhana Festival, 2013 - Ragam-tanam-
pallavi — Sankarabharanam — khanda Triputa (2-kalai).

This audio is the sample taken up for analysis.

3. Source: DVD
“Rasikatvam (The Experience of Carnatic Music)” by Sri. T.M. Krishna.
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