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Garudadhvaniin Varna
PADMASREE

Introduction

Garudadhvani, a raga with a smaller number of compositions in practice is considered as a rare raga in
Carnatic music (Aparna, 2018, Pg No:15). The yesteryear composerandviolinist SriLalgudi
GJayaramanhascomposedatanavarna inthisraga starting with the words ‘ParamaKaruna’ in Aditala.
Delving into this composition for
bringingnewinsightsintothescopeoftheragaanditsemploymentinthemusicalform varna becomes the main
theme of this study.

Purpose:

Toknowthepossibilitiesofthemusicalformvarnainbringingoutthe maximum potential of  the
ragaGarudadhvani.

Scope:

‘Varna’themusicalformdatingbackto18"centurywhichhasthemodern- day structure is considered.
Limitation:

Only onevarnain thisragais availableforthe study.

Methodology:

ExpositoryandAnalyticalmethod useduponsecondarydata.

Observingtherenditionof varnainviolin bythe composer himselfthroughavailable records.

The Varna Musical Form

‘Varna’ emerged as a musical form during the 18" century, as a result of the amalgamationoftheforms-
Svarajati,PadaandSabda(DurgaSAK,1981,PgNo:213).They are compositions rich in ragabhava,
ranjakaprayogas, rare prayogas and all the possible svara-permutations and combinations of the raga it is
set in. Varnas are divided into twoparts — Purvanga and Uttaranga. Pallavi, Anupallavi and Muktayisvara
forms the Purvanga whereas Ettugadai Pallavi and EttugadaiSvaras constitutes the Uttaranga.

The range of application of the musical form Varna spans over three arecas namely Abhyasagana (for
practice), Sabhagana (for stage performance) and its use in dance performances. ‘Varnas’, basically given
their name for the fact that they resemble the treasury of dhatus of ancient musical form ‘varnas’ which
has sthayl, arohi and avarohi types,and thus are considered the best forpractising both vocal and
instrumental music. The svarasgivemajor scopeforunderstanding the ragaand thesahitya can
makeoneunderstand

thegamakastobeadministeredfortheprescribedsvaras. Thepatternsthatcomeinmuktayisvaras and the
caranasvaras give a great scope for understanding the laya concepts.
Althoughthesevarna-sarefixedforms,theycanbeevenusedasameanstodevelop manddharmasangita
Differentnamesaregiventovarnasconsideringtheirstructure,tempo,musicand

literaryaspects. TherearePadavarna-sandDaruvarna-swhicharewidelyusedindance music and Tana varnas
that are commonly used in Carnatic music performances.

Pada varna-s are sung in ‘vilamba kala’ (slow tempo) and its sahitya calls for elaborate abhinaya. Even
the ettugadaisvaras have their corresponding sahitya part. When
sungindanceconcertstheyarecalledCaukavarnaswherein‘Solkattu’(rhythmicsyllables) are added for
Nrtta.Daru Varna-s are more complex varnas. Its MuktayTsvara has its ‘jati’ (rhythmicsyllables) and
‘sahitya’counterparts to be rendered oneafterthe other. They also have sahitya for the ettugadaisvaras and
are suitable for dance performances

(Sreenivasarao’sBlogs,Daruvarna)
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TanaVarna-sareformswhicharesung/playedonlyinmusicconcerts. Theyresemble the ‘tanam’ singing with
their brisk and crisp praydgas and have the crystallised form of the chosen raga showcasing the
graha,ams$a, nyasa and other features. It has Pallavi, Anupallavi and Muktayisvara in purvanga and
Ettugada Pallaviand Ettugadasvaras in uttaranga.

Unlike Padavarna and Daruvarna, they do not possess sahitya for muktayisvara and
ettugadasvaras. TanaVarna-sarecommonlyseeninAditalaandAtatala.Practicingthese by altering  kalas
(speeds) and ‘gatis’ of tala, enables one to get grip over different ragas and the svaraprastara.

There are more varieties of tana varna-s set to Jhampatala, Khandajatitriputa, CaturasrajatiAtatala. There
are also the Ragamalikavarnas, Dinaragamalikavarna-s, Ghanaragamalikavarna-sandsoon.Earliervarna-
susedtohaveasupplementarysection called Anubandha which are not it practice now (Sambamoorthy, Pg
No: 130).

Govindasamayya, Koovanasamayya, PachchimiriyamAdiyappayya, Veena Perumalayya,
SontiVenkataramanayya, SontiVenkatasubbayya, Veena Kuppaiyyaretc are
someoftheearliercomposersofVarna(DurgaSAK,1981,PgNo:213).Govindasamayyais known to be the first
among varnam composers and PachchimiriyamAdiyappayya the composer of the famous Atatalavarna,
Viriboni in Bhairaviraga is known as the ‘TanaVarnaMargadarsi’. Coming to the later period we have
Tiger Varadachar, Muththayya
Bhagavathar,G.N.Balasubrahmaniam, T.M.Thyagarajan, TanjoreSankaralyer,Culcutta
Krishnamurthy,LalgudiG.Jayaraman,Dr.M.Balamuralikrishnaandsoon(RamkumarR, 2009).
RagaGarudadhvani

This s an  instance of a raga not found in  SangrahaCadamani  or
SangttaSaraSangrahamubutdescribedinMahabharataCudamaniandRagal.aksana (Hema  Ramanathan,
2004).

Thisragamighthavebeenanadditioninthelaterage,bysomeonewhomighthave been curious enough to study
about the inverted form of Bilahariraga (with the svaras in archana and avarohana interchanged). With the
available list of compositionsinthisragawecanseethattheTyagaraja compositionsaretheoldestinthem. Thus,
it may lead one to believe that these were the first compositions in the ragaGarudadhvani.

Lakshana

Forasimpleintroduction,let’ssay,itisjusttheinverted form of ragaBilahari. Arohana: Srgmpdns
Avarohana:Sdp grs

Janyaof 29" Mela DhiraSankarabharanam

Besides Sadja and Paficama the svaras figuring in this raga are
CatuhérutiRsabha, AntaraGandhara, SuddhaMadhyama, Catuhs$rutDhaivataandK akaliNisada. This ragais
devoid ofNisadaand Madhyamain the avarchana, making it aSamptrna— Audava — Upangaraga.
Jivasvaras are Ma and Dha. The raga has the shade of western music when sung or played in Drutakala.
Most of the svaras are used without gamaka (Bhagyalakshmi, 2019, Pg No:147)

PopularCompositions

Composition MusicalForm tala Composer
ParamaKaruna Varna Adi LalgudiG.Jayaraman
AnandaSagara Krti Adi Tyagaraja
Tatvameruga Krti Rupaka Tyagaraja
SCHOOL OF HUMANITIES AND SOCIAL SCIENCES 90
D IJAIN Department of Performing Arts - Music and Dance
Parishodhana

National Conference Special Issue : Volume-2 issue-4



PRANAYV JOURNAL OF FINE ARTS

ISSN: 2582-9513

Garudavahana Krti Rupaka MutthaiahBhagavathar

Rajarajesvari Krti Adi MutthaiahBhagavathar

Nadhrudhrutom Tillana Adi Dr.M.Balamuralikrishna
ANALYSIS

Garudadhvaniin Varna,isacomprehensivestudyoftheTanavarna ‘ParamaKaruna’ by Sri Lalgudi G
Jayaraman in the RagaGarudadhvani.
Composition—ParamaKarunaisanimplorationtoLordSaravanaBhava. Raga: Garudadhvani
tala:Adi
MusicalForm:Varna

Structural Analysis

As any other tana varna this varna also have Purvanga and Uttaranga. Pallavi,
anupallaviandmuktayisvarahave2 Avartaseach.Caranaandthefirsttwocaranasvaras have only one avarta.
3" and 4"caranasvaras have 2 and 4 avartasrespestively.

LyricalAnalysis

Thecompositionis writteninTelugulanguage.

Meaning
Pallavi— O!Lord, you arethe ocean ofcompassion. Ibowto Youand touch yourfeet.

Anupallavi-LordSaravanabhava,whyareyou angryat me,Lord pleaseshow mercy
on me.

Carana— LordSanmukhalthisis theright timeto help me.
Inference-Lyricsseemtobeverysimpletounderstandandconveytheideaofdeepdevotion to Lord Sanmukha

which is invariably seen in the number of compositions the composerhad created, praising and seeking
benevolence of Lord Muruga.

SvaraksaraPrayogas
I.  SuddhaSvaraksaraprayogas
In Pallavi InAnupallavi
P—g-m G m-p
Pa---- Thako --pa
InCarana

Gm-p - P-g-m-

Sama -ya- | Pa-ra-ma-

ii. StcitaSvaraksaraPrayogas
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InPallavi InAnupallavi InCarana

D por
S—dpg Dpgm

The---
--thi-- Da-ya-

MusicalAnalysis

Both the lines of the Pallavi starts in the madhyasthayiPaficama and end with the madhyasthayt
phrase pgrs,rgm. The 1%tand 2"lines of the anupallavi start with madhyasthayiPaficama and Dhaivata
and end in tarasthayiSadja and madhyasthayiSadja respectively. The muktayisvara starts with
madhyasthayirsabha and ends in
madhyasthayiDhaivata.CaranastartsinmadhyasthayiGandharaandendwiththephrase dpgr. The 1%and 2nd
caranasvaras start in madhyasthayiGandhara and ends in

madhyasthayirsabha. The3"andthe4"caranasvarasstartintarasthayiSadjaand ends in madhyasthayiRsabha
respectively.

DatuPrayogas

The whole composition has a variety of Datuprayogas and the combinations -
pdp, grg, rgm,dnsrandmpgrsareseeninabundance.Vakraprayogaslikedpgm,pgmp,psdp,gmpg are seen
throughout the composition.

Laya Aspect

ThecompositionissettoAditalaandhasonlysamaeduppufiguringinthewhole composition. Patterned svaras
are seen everywhere in the composition, especially in cittasvara and caranasvaras. There are ‘kanakku’ at
the end of the 3" and 4"caranasvara.

Apeekintocomposer’sconception

Inthe AlRrecordfeaturing SriLagudiGJayaramaninviolin,Karaikkudi RManiin Mridanga and T. H.
Vinayak Ram in Ghatam, has Garudadhvanivarna as the 1% piece in a programme
(LalgudiJayaraman,Violin, Varnam- Garudadhvani). The composer starts by showing the flavour of the

raga starting in the svaramadhyasthayigandhara, with a Paficamavarjyaphrase
g,,m,,d, intheavarohanaandcomingdownasp,,grgandgoeson to another phrase and gives emphasis on
madhyasthayiMadhyama.

Thevarnpaisrendered infasttempowith mostofthesvarasplayedasplain svaras.

Stress to svaras is given as and when required to beautify thecomposition. Thecross rhythm provided by
the mridangam adds charm to the whole composition. The uttaranga is noticeable with the genius
improvisations by the composer. The 4"caranasvara stands as
testimony,withtherepetitionofeachofitsphrasesmanynumbersoftimes,embellishedwith extra combination
of svaras and the mridanga adding to the details of the ‘kanakku’ set by the composer in the caranasvaras.
Limited or no use of gamaka makes the raga sound unique, without any resemblance to the parent raga or
the structurally opposite ragaBilahari. The composition sounds very lively when rendered in fast tempo.

FINDINGS

General

Varnas are musical forms that has relevance and wide range of puse in the realm of
CarnaticMusic.AfterlisteningtotheavailablerecordsofthecompositionsinGarudadhvaniraga and the analysis
of a varna in it, reveals the fact that Garudadhvani has a special charm when rendered in a fast tempo.
Garudadhvaniraga being the janya of DhiraSankarabharana when sung without gamaka brings a western
touch to the phrases.
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AboutGarudadhvaniinVarna

The choice of the raga and its application in a suitable musical form proves to be a
thoughtfuldecision.Thebriskprayogasdemandedbythisragaiswellfitinvarna.Lessscope for gamaka give way
to jarus (glides) and ‘sarvalaghuprayogas’ with finely knitted patterns. A version of the pattern p, g,
m, pdp, grg, in Pallavi is seen in 1%caranasvara. The lyrics arevery simple and has the ideaof deep
devotion and has a pleading effect, but when sung in this raga in a fast tempo, it gives an impression of
playful request. The composer being a violinist has embellished the composition with very appealing
svara phrases that brings out the essence of the raga.

Speaking of musical inferences one can find that the stress and prayogas given to the same svara are
different at different placements. For instance, sd,p,,prayoga in muktayisvara is sung as a brisk glide
starting from the svarasthana of Sadja and then the desired
svaramadhyasthayiDhaivata,whichisverydifferentfromthesd,,p,initslastphrase.The ~ administration  of
elongated madhyasthayiSuddhamadhyama, the jivasvara in carana evokes a sense of bhakti. ‘p’, ‘r’, ‘g’,
and ‘s’ proves to be the Grahasvaras as the lines start with these svaras. There is also a praydga in
muktayisvara where we can see a jump from tarasthayiSadja to madhyasthayiGandhara which shows the
characteristics of Western Music.

Caranaandallthecaranasvarasendinmadhyasthayirsabhafortheeasyaccess to the carana after each
repetition, which makes it eligible to be called as the nyasasvara. Lalgudi’svarnas are famous for its svara
passages with repetitive patterns as in
2Mcaranasvara,Sarvalaghupatternsasin3caranawithinterestingandintricatepatternsresembling
mridangajatis as in 4"caranasvara. None of the praydgas figuring in Sankarabharana is seen, thus only the
true essence and colour of the ragaGarudadhvani is heard. This
compositionshineswellastheopeningpieceinamusicconcertwiththelively‘dhatu’and ‘matu’ prayogas
interspersed in the form Varna.

CONCLUSION

Lalgudi G Jayaraman was able to discover the possibility of ‘Garudadhvani’ and introduced it in the
musical form Varna, which gave the ample space and scope for developingtheraga.ThisVarnaserves
astheperfectreference forthe ragaGarudadhvani. It
isinterestingtonotethatthecompositionshowscharacteristicsoffastpacedwesternpieceof music  with the
abrupt glides from one sthayt to another and the gamaka-less prayogas and makes us feel that it is the fine
bridge between the Carnatic style and Western style ofmusic. This varna makes it possible to think that
with utmost diligence even a rare raga could be brought into the mainstream with the right choice of
musical form.
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