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Introduction

Syama Sastri, the eldest of the musical trinity is known for his unique contribution in the
realm of tala. His compositions are laden with bhakti and bhava with the central theme being
pleading and conversing with the Goddess as his own mother, asking for Her grace. His
compositions appear to be simple, but on a deeper look, there are intricate rhythmic patterns
woven into the composition. Syama Sastri has composed different musical forms; varna,
kirtana, svarajati and gita in various raga-s and tala-s. The tala-s that he has dealt with are adi,
ti$ra triputa, riipaka, ata, but the genius of Syama Sastri is in the extraordinary treatment of
the misra capu tala. The way Syama Sastri has dealt with miéra capu offers great scope for
study. The structure of the tala itself, the intertwining of melody and lyric within the
framework of the tala with various permutations and combinations and the different ways of

perceiving the capu tala, reveal the virtuosity of this vaggéyakara.

Misra Capu — Structure and Use

Misra capu belongs to a group of tala-s which are popular in use today like khanda capu, tisra
capu (short ripaka), but which do not fall under the category of the 35 tala-s. The 35 tala-s
which are an expansion of the sapta tala-s by prastara, use the three anga-s — laghu, druta and
anudruta. Capu tala-s are not defined in terms of anga-s but are described as a whole, with
regard to the total time span or duration of the tala. Misra capu and khanda capu are made up
of two unequal parts, i.e. khanda capu is 2 and 3 and misra capu is 3 and 4.

The seven structured tala finds use in various musical forms by many composers. Right from
Arunagirinathar’s first composition ‘Muttaittaru pattittirunagai’, this tala has been dealt with
in different forms by several composers. Ksétragna, the telugu vaggéyakara has composed
many pada-s in tisra jati triputa tala and misra capu. These pada-s have a unique structure,
wherein the eduppu in some cases is after 1 % aksara-s after the tala commences. Some of his
pada-s composed in tisra triputa are rendered in misra capu today.

Tyagaraja has composed many kirtana-s in misra capu ranging from simple kirtana-s to grand
Kirtana-s like €mi jésite némi, endudaginado, manasu svadhinamaina etc. Muttusvami
Diksitar has composed in misra jati €ka and tisra jati triputa, though most of these songs are

sung today in misra capu tala.



Syama Sastri and Mi§ra Capu
Syama Sastri has composed 17 songs in misra capu tila. From an overview of these
compositions, it is seen that he has dealt with 7 in different ways.

e 3+4(3+2+2) — Ex: Marivere, Kamaksi Bangaru, Ninne nammi etc.

e 4+ 3(2+2+3) — Ex: Ninnuvinaga

The second category of 4+3 exhibits Syama Sastri’s intellect and presents an interesting
study. This approach of perceiving the capu tala in reverse, or as 4+3 probably existed in the
Syama Sastri tradition as can be gleaned by the notations in the Family notebook of Syama
Sastri. All the compositions in capu tala have been presented in a notational structure of 4+3,
irrespective of whether the kirtana is composed in krama misra capu or viloma capu. The
viloma structure of capu tala has been handled in two different ways:

e 2+ 2+ 3-Ninnuvinaga

e 2+ 3+ 2 - Talli ninnu neranammi, Minalocana

Of these, the second variety of 2+3+2 has an interesting arrangement, where the relation
between the dhatu, matu and the tala structure gives a feeling of rhythmic complexity. The
kirtana ‘Talli ninnu’ in raga Kalyani belonging to this category offers an interesting study and
analysis. In the present paper, the melodic aspects of this kirtana with respect to the tala
structure as handled by the composer will be dealt with.

Talli Ninnu Neranammi - Analysis
On a study of various notations and renditions of talli ninnu, there seem to be three versions
of the same song. These versions will now be presented and analysed.

Points Version 1 Version 2 Version 3
Structure of | 2+3+2 3+4 2+2+3
composition Tattu Viccu Tattu Viccu Tattu Tattu Tattu  Tattu  Viccu,

changed subsequently
to Viccu Tattu Tattu

Notations e Family Notebook of | ¢ Ranga Ramanuja | No notations available
Syama Sastri lyengar in this format
e Vidya Shankar ¢ S. Ramanathan
e Sangita
svaraprastara
sagaramu
Renditions e Semmangudi e B. Krishnamurthy | e D.K. Pattammal
Srinivasa lyer e D. K. Jayaraman

e S. Kalyanaraman e Rama Ravi




Let us look into these three versions one by one. Version 1 seems to be the oldest
chronologically. The notation in Sangita svaraprastara sagaramu of Nadamuni Panditar is
earliest available notation (1914). The structure of the song seems to be in tattu viccu tattu
format. The family notebook of Syama Sastri presents a bare notation with very little
connecting anusvara-s. Nevertheless, the base structure of the song can be understood. The
tala in the index is given as capu, but in the notation itself is mentioned as ‘misram’. The
notation is split as 4 and 3; the song starting after 2 aksara-s. This eduppu of 2 talli is
maintained throughout the song.

t t v t t v t t \Y tt \%
- rs Ns I|R R gG | ;g om Pp I|G G r P |
tal . i nin nu ne ra . ham . mi na nu vi na
G-
(S

(Version 1 — Syama Sastri family notebook,)

Vidya Shankar’s notation presents a more evolved picture with addition of a few sangati-s,
which is developed on the base notation present in the family notebook of Syama Sastri.
Renditions of Semmangudi Srinivasa lyer and S. Kalyanaraman were analysed and found to
be similar to this format with the same eduppu and structure, barring a few differences which
will be presented subsequently.

The second version is found, as mentioned before, in the notations of Ranga Ramanuja
lyengar and S. Ramanathan. Ranga Ramanuja Iyengar gives the tala as triputa, whereas
S.Ramanathan gives it as misra laghu. Both these notations are split as 3 and 4 (or 6 and 8 in
the case of Ranga Ramanuja Iyengar) with tala demarcations. The eduppu of the song is 2
talli in this format, which gives a completely different feel where the tala accents and sahitya
syllables undergo a change. The actual melody or notation is very similar to the first version,
except for a few minor additions and changes. But the alteration of the eduppu alone gives a
different feel to the song. B. Krishnamurthy has sung in this format.

\% t t \Y tt \Y t t \Y tt
;S S 1| R- T , g GI| ; p ;p ml|{mg—g [r-rmgl
tal i nin nu . nera . ham . mi . na. nu |.Vi na.
g r-
ve

(Version 2 — S. Ramanathan notation)

The third version is seen only in practical renditions and does not seem to have a notation
source. Here, the eduppu of the pallavi is on the tattu, i.e. the structure appears to be 4 + 3.




\Y t t \Y Tt \Y t t \Y Tt
D grsnl|R g , 0 G I'|R-g M P Iipmgg |rgDPmI
tal . li . nin nu . hera nam mi na .nu |.Vina
G r-

(Version 3 — D.K. Pattammal rendition)

Though the pallavi eduppu is on the tattu, the ensuing melody does not retain this eduppu and
follows the normal misra capu structure of 3 + 4. The anupallavi and caranam eduppu begins

after 2 aksara-s in normal misra capu.

\Y t t Y tt
; d ns S| ; én dn S|
el . la 1o ka . mu la
(Version 3 — D.K. Pattammal rendition)
\% t t v tt v t t \Y t t
;g mp Pl |PdPg M P I|pmG dp DI [P ,d pmggp |
$ya . makrs | na . pa ri pa li . ni su li . ni.

(Version 3 — D.K. Pattammal rendition)

The entire melody seems to be in a normal misra capu format, but there is much difference
seen in the structure. This version seems to be popularly sung by present day musicians.

Pallavi Melody

Coming to the melodic aspects of this composition; the pallavi begins with a dirgha sadja.

The very beginning is interesting, as the 3 karvai-s do not sync with the tala accent, giving a

feeling of complex rhythm.

t t \Y t t \Y
S ., S R R , g arl
tal i nin nu . hera

(Vidya Shankar notation)

The same 3 karvai-s are seen in the 3" avarta, almost like a samvadi.

t t \Y Tt \Y; Tt
;- P , P 1|pmGgr [rrPml| °R -
nam mi |na . nu. |vina. A

(Vidya Shankar notation)




There is a kind of symmetry present in this very first line, where the first and third avarta-s
start after 2 aksara-s with a karvai of 3 counts.

The graha svara of the pallavi is seen to change in different versions; some starting in sadja,
some in rsabha and some in gandhara. The sadja eduppu is seen in the notation of Vidya
Shankar, and the renditions of Semmangudi and S. Kalyanaraman. The notation given by S.
Ramanathan and the rendition by B. Krishnamurthy also bear the same sadja graha though
the eduppu structure differs (3+4).

t t \Y; t t \Y; t t
S , S R R g G I R -
tal I nin nu ne ra

(Semmangudi Srinivasa lyer rendition)

The graha svara is different in the notation of Ranga Ramanuja lyengar.

\Y t ot \Y; t t \Y;
. 7 ST R r , 0 GIY;
tal . i nin nu . hera

(Ranga Ramanuja lyengar notation)

And in the rendition by D.K. Pattammal, the graha svara is gandhara.

Y, t t \Y; t t \Y
D grsal|R ¢ , 0 G I|R-
tal . i . nin nu . hera

(D.K. Pattammal rendition)

The base melody of the pallavi ranges between sadja and pancama. The melody of ‘Talli
ninnu nera’ remains same throughout and the sangati-s are seen in the second half of the

pallavi ‘nammi nanu vinave’.

t t \% tt \Y t t \% t t \%
;S , S| R R , g pl M- P , P I |pmGg r |[r rPm I
tal i nin nu . nera . nam | . mi na . nu. |Vina.
‘R-rss| , S| R R ,garl| ; Gmp | D p | -do- -do-

ve-tal. | . i nin nu . hera . ham . mi
; gmpd N n | |[doP "G r -do-
nam mi na nu
cgmpd | nS.$n | -do- -do-
.nam . . mi




;gmpd | nSRgrsn | | sndppmegr | RNSnDpml
nam mi [na. nu. |Vina..
gr-
ve

(Vidya Shankar notation)

The notation in Sangita svaraprastara sagaramu presents 9 sangati-s, of which the melody in
the last three sangati-s follows a very different arrangement from the base melody. This
alteration in the base melodic structure does not seem logical, where the eduppu of the pallavi

is changed to tara sthayi sadja.

tt \ t t v t t \% t t \%

. S , S 1| S N $ SI1|;dndn | dN I | dpD n N |
tal li nin nu ne ra nam . mi na. nu vi na
-
Ve

(Sangita svaraprastara sagaramu notation)

In practical renditions, the last sangati has some odukkal phrasing, to add certain punch to

end the pallavi. For example, in S. Kalyanaraman’s rendition;

tt v tt v t t \Y t t v
;S , S | R R|g G I|; gmpd nsndpd | |pmggr | gmpdndl

tal li nin nu | ne ra . ham . mi . na .nu vi na.
pmar-srgm |pmgrsnl | R R |{ndpmgl | ; gmpd nstg ¢§ I | nd-pmgg |r-sndp |
ve. tal. li . nin nu|nera . . ham mi na.nu |. vina
m-mar

ve

(S. Kalyanaraman rendition)

In B. Krishnamurthy’s rendition, the last two sangati-s are as follows.

Y t t Y tt Y t t \ t t
;'S ;S| R r , 0 G I|; agm |pdnsgsnl | dppmgm | mrgnndp-dl
tal li nin nu | . ne ra . ham .mina | . nu. vina v
pmar- ,tn [dmg-n |dmg r-dmg
. ham . mina nu vina.
rg-
. V€

(B. Krishnamurthy rendition)




This last sangati seems to have been added to incorporate the three patterns of five. No
notational source is found for this sangati.

Anupallavi Melody

The anupallavi starts on tara sadja, a straight samvadi of the pallavi graha svara. Herein there
are differences seen in the different versions. The graha svara has been changed in some
versions to dhaivata, and the karvai-s also undergo change.

Vidya Shankar’s notation starts on tara sadja with a dirgha karvai of 4 counts. This is seen in
Semmangudi Srinivasa lyer’s rendition also.

t t \Y Tt \Y;
0 S psn IS §nD n S|
el . la 10 ka . mu la

(Vidya Shankar notation)

The change in the graha svara is seen in S. Ramanathan’s notation and in many of the
renditions (S. Kalyanaraman, B. Krishnamurthy, D.K.Pattammal). This change affects the
vadi samvadi poruttam present in the melody of the pallavi and anupallavi.

\Y t t \Y; t t
- d ,n S| ;s dn S|
el . la 1o . ka . mula

(S. Ramanathan notation)

The first line is repeated few times with sangati-s. Herein three types of rendering is seen, one
where the nyasa is maintained in tara sadja (Vidya Shankar), second where the nyasa
alternates between tara sadja and pancama (S. Ramanathan, S. Kalyanaraman), and the third
where the nyasa alternates between tara sadja and nisada (Semmangudi Srinivasa lyer).

t t \% t t \% t t \% t t \%
;S :sn 1| S $nD n SI1|;D dGrs || nsissd n S |
el . la 16 ka mu la . kel .. la 16. ka. mu la
(Vidya Shankar notation)
Vv t t \% tt \% t t \% t t
; d , n S| ;3 dn SI]|:;d ,n S 1|; d di $n dpP |
el . la 1o . ka . mula . el . la 1o . ka . mula
Cp dn S I|; & dn S1]|;d ,n R 1];d df $n dpP |
el . la 1o . ka . mula |. el .la 16 . ka . mula

(S. Ramanathan notation)




t t \ t t % t t \ t t \
;S ;81| S S.d n S | ;S ; 8t I [$nDP,m|pd N |

el la 10 ka . mu la . el la 6. ka. [mu la
;d g P S | |néésnD [N, S,I ;dg it S,nl | dnéndpPm [pd N |

el la 16. ka mu la . el. . la 6. ka. |[mula

(Semmangudi Srinivasa lyer rendition)

A peculiar point is seen in Version 3, sung by D.K.Pattammal, where the eduppu of the
anupallavi is changed in a sangati. Such a change is not seen in any other notation or

rendition.
\% t t \% tt \% t t \% t t
- d ns S1I|: sn dn SI|;-n i$ $éndl | dppd |Nsndnsnd I
el . la Io . ka mula |. kel |.lalo . : ka . mu.
Pm- pdn § §1 | ; §n diSR.,I |,d—d [ $sndl [d p pd | Nsndnsénd |
la. kel .1alo | . ka . mula. . kel | lalo . ka . mu.
Pm
la.

The reason for such a change is unknown.

(D.K.Pattammal rendition)

The second line also witnesses a few changes in the different versions. The notations of

Vidya Shankar, S. Ramanathan and Ranga Ramanuja lyengar and the rendition of
Semmangudi Srinivasa lyer present the 2" line starting after a 2 aksara pause, whereas in all

other renditions, the second line ‘kadaramaina yuna’ starts on samam. There is a resulting

change seen in the placement of sahitya also.

t t v t t v t t \Y t t \Y
;d g t S| |ns§ é$nD | N.S.I|; $nd P, I |pmggr |R pml
el. . la 6. ka. mu la . ka . da ra .mai | yunna

QR_
na
(Semmangudi Srinivasa lyer rendition)
\% t t \ tt Y t \Y t t
:pd ns SI1 |:sn diSR.I|S .t |[snDP I |P ,d pmG G |
. el . lalo . ka .mula. |ka da. ra mai . na . na
Gr-

(D.K.Pattammal rendition)




In this version, the phrase leading to the pallavi seems to be only a vowel extension and not
suitably spaced.

Carana melody

Coming to the carana, there are three carana-s, out of which most versions present either the
first or the last mudra carana. Vidya Shankar’s notation presents the first carana; all the 4
lines follow the same eduppu as the pallavi and anupallavi. The third line is repeated several
times with a part of the second line. This is seen to be followed by Semmangudi Srinivasa

lyer also in part.

t \ t v tt v tt v
; G mP | N pPI |M D p DI |pmP m Pdp |
a di sak I ni vu pa ra ku s€. . yaka .
pm-G g GI [pmP,n ddpPl|pgmpD| , P I G G r Sl
darin [. . cu ta Ki de . man . . Ci sa ma ya mu
;ns R slI|R ,r ., I|;ampd , P 1 |\G G r S
. ga dasa |[ro. ja man. . Ci sa ma yamu
-do- ;gampd | N n | |dpPpdpmG | r S|
. man . . Ci sa . ma. | yamu
-do- sr ggs |,ndpPpdl [pmGGpm | r S|
i di man ci.. [sa. ma ya mu
;ns RslI |R sr g GI |; g p m©P I |;D n S|
ga. da sa 0 ja. bha va . Cyu. ta Sam . bhu nu ta
:Ddg |+ S I [\D D ddN.I | P ; sdpl |G ; g gPm
. pa . da ni du da sa . nu da su da
QR_
né

(Vidya Shankar notation)

There is a slight difference in the notation in the family notebook of Syama Sastri, wherein
the 3 and 4™ lines start on samam, not following the 2 talli structure seen in the rest of the

kirtana. This is also seen in the notation by S. Ramanathan.

Vv t t \Y tt \Y t t \Y t t
Sr , SR g ,r Gl p gmPlI ;d ,n S |
gada . sard ja . bhava . cyu . ta $am bhu . huta
D , gt RI| drfs ndpml | G, ndpml | gg-m |[mndml
pa. da. du. . da. sa. nu. da. . Su. .
gr-
de.

(S. Ramanathan notation)




There are variations seen in the mudra caranam as presented by different artistes —
S.Kalyanaraman, B.Krishnamurthy and D.K.Pattammal. In the rendering by Kalyanaraman,

the 3" line is changed from the base structure, the line starting in the previous avarta itself.

t t v t t v t t \Y t t \Y
;G m P I ;P p P | |pmgD p D | ; P pmg |
$ya ma Kkrs . na pari pa . . i ni . ja na. ni
mr-G m P I P nD P,I'lG N dpm | |dpmggr |, rs |
ka | mi tar . tha pha la kan . jalo. ca. ni.|. kau
Srs—r 7, I | G=r g ;7,1 Mm p PP I |dnS vy |
ma rira . ni pura . ni para . $ak B

(S. Kalyanaraman rendition)

Interestingly, in the rendering of the mudra carana in versions 2 and 3, the first two lines are
rendered 2 talli, but the 3 and 4™ line are on samam. The sahitya of this carana probably
lead to such a change in structure.

Conclusion

To conclude, it can be seen that the three versions portray different structures of the same
song. It can be surmised based on early notations, that Syama Sastri perceived this song in a
format of 2+3+2. More so, this structure of 2+3+2 is seen to be handled in plenty by the
composer. How and when changes in this format took place are uncertain. The second
version probably arose due to a difference in perception of the original notation, wherein the
base structure of the kirtana is maintained, but the tala has undergone a change from 4+3 to
3+4. It could have even been the result of overlooking the original structure and adapting it to
misra capu of today. Besides, there has been a tradition where the tala in certain compositions

has been changed from viloma capu to misra capu.

It is surprising to see how the third version has come to be popular, even though the structure
of the Kkirtana, the structure of the tala, all have undergone a significant change, that too
without any source for such change. Also, the structure in this version is not uniform wherein
the melody of the anupallavi is extended unnaturally to lead to the pallavi. The anupallavi and
carana have similar eduppu-s, whereas the pallavi eduppu does not seem justifiable. Probably
this change took place to mould this kirtana into the so-called viloma capu format.

Furthermore, this composition though seen in early notations, has not been popular in the
concert circuit till recently. A well-established kirtana which is popularly sung is less prone
to undergo extreme changes in the basic structure. This could have possibly been a reason for
the many versions of this song. Probably, just as some kirtana-s of Syama Sastri can be sung




in riipakam and adi tisra nadai, this song too could be sung in misra capu and viloma capu
without affecting the melodic structure.

The nature of misra capu tala is such that it offers huge scope and flexibility for a composer
to exercise his musical imagination in dealing with the tala in any manner. Which raises the
question, whether misra capu should be perceived 3 and 4 or 4 and 3, or just a grand seven
structured form?
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