PRANAYV JOURNAL OF FINE ARTS

ISSN: 2582-9513
“Janani Nin Tiruvati”’: A Gem among the Devi Paficaratna of
Puthucode Krishnamurthy Bhagavatar

Vineetha. K* & Dr Prabhavathy P. N.2
'Research Scholar,Chinmaya Vishwa Vidyapeeth,Deemed to-be University,
Kerala
?Assistant Professor and Research Guide,Chinmaya Vishwa
Vidyapeeth,Deemed to-be University, Kerala

Abstract

Dévi Paricaratnam is a group of five krti-s composed by Sri Puthucode Krishnamurthy in
praise of different forms of Goddess Parvathy. These are composed in Ghana ragas tracing the
same raga sequence of Tyagaraja Paficaratnam — Nata, Goula, Arabhi, Varali, and /ri. These
compositions are structured in Adi Tala, Ripaka Tala, Misra Chapu, Khanda Chapu, Misra
Jhampa respectively. These krti-s are blend of Malayalam and Sanskrit. The first composition is
Janani Nin Tiruvati in Nata Raga.

The musical part and other aesthetics like the use of various decorative anga-s in this
composition are being analyzed through this work. A basic comparison of the composition
“Janani Nin Tiruvati ” and the krti “Jagadanandakaraka” in Nata Raga of Tyagaraja’s Ghana
Raga Paricaratnam is also cognized through this work.

Keywords: Dévi Paricaratnam, Janani Nin Tiruvati , Puthucode Krishnamurthy, Nata, Tyagaraja,
Jagadanandakaraka

Aim of this work:

e To understand a unique composition among the group krti-s of Dévi Paricaratnam which is
not much known to Carnatic Music World.
o Analysis of various beautification aspects in Dhatu and Matu of this composition.
e A generic analysis of the basic features of the compositions Janani by Puthucode Bhagavathar
and Jagadanandakaraka by Tyagaraja.

Method and Mechanics of Writing:

Historical, analytical, descriptive hermeneutic and comparative approaches are used for this
study. For understanding the aesthetics of Dharu and Maru, analytical approach is applied.
Comparative analysis is used to compare the composition of Krishnamurthy Bhagavathar with that
of Tyagaraja composition. Certain non-English words and terms are written in italics with
diacritics.

Introduction:

Kerala has a rich culture with unique artforms and artists specialized in these forms. In
Carnatic Music, Maharaja Swathi Tirunal is the first name that comes to our mind when we
mention about Kerala composers. There is no doubt that he is a great patron of Carnatic music and
contributed immensely to the Carnatic music world. Irayimman Thampi, K C Kesava Pillai, Kutti
Kunji Tankachi, Palakkad Parameswara Bhagavatar, Tulaseevanam, M D Ramanathan, Puthucode
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Krishnamurthy Bhagavatar are few other famous composers. Puthucode Krishnamurthy is a
Vaggeéyakara par excellence.

In this work, Puthucode Krishnamurthy Bhagavatar’s life, compositions with special
reference to his first Dévi Paricaratnam in Nata is analyzed. Puthucode Krishnamurthy
Bhagavathar’s compositions are not commonly known to the music world until recent time. It was
an admirable initiative by Dr G Baby Sreeram to popularize 100 krti-s of Puthucode Bhagavathar
through her YouTube Channel which was rendered by musicians of Carnatic world.

Life of Puthucode Krishnamurthy:

Puthucode Bhagavatar was born in 1923 to Krishna Shastrigal and Parvathy Ammal in
Puthucode Village, Alathur Taluk of Palakkad district. He learned the initial lessons of Carnatic
music from Shesham Bhagavatar and Krishna Bhagavatar. He completed advanced training in
Carnatic Music under Palakkad Rama Bhagavatar. At the age of 17, he started composing music
for Akashavani, Delhi. During these periods, he got exposure to Hindustani Music. He learned
Hindusthani Music from Gandharva Maha Vidyalaya which helped him to add fineness to his
music. In 1950, he joined as Professor in Palakkad Chembai Memorial College of music. In 1970,
he joined in Sree Swathi Tirunal College In 1976, he became the Principal of Chembai Memorial
Music college. After his retirement in 1976 he joined Kalakshetra, Chennai where he met with M D
Ramanathan who influenced in his singing style. Puthucode Krishnamurthy Bhagavathar passed
away on 23 August 1983.

Puthucode Bhagavatar’s Contribution to Carnatic Music

He has composed almost 200 compositions in languages like Malayalam, Sanskrit, Tamil,
Hindi and also in Manipravalam. He has also composed Hindustani Stayis and Khayals. Thematic
compositions such as Arupadai Veedu, Navagraha compositions and Dévi Paficaratnam are his
major contribution to Carnatic Music world. Kshetra Krti-s in praise of famous temples in Kerala
such as Vaikom Mahadeva Kshetram, Nelluvai Dhanwantari Kshetram, Sri Padmanabha Swamy
Kshetram, Guruvayoor Kshetram, Puthucode Kshetram are also his major works in Carnatic
Music.

He has composed 16 compositions named as Navakroda Sodasa Krti-s. Through various
references, it is clearly visible that “Navakroda™ is the Sanskrit Version of the place “Puthucode”
and these compositions are in praise of /ri Annapoorneswari of Puthucode. It can be considered as
the Sthala Nama Mudra of his own Désa “Puthucode”. “Nava” means new and “Krodam”, can be
inferred as the Sanskrit version of Malayalam word “code”. Few references are taken for
understanding the meaning of the word “kroda”. One such reference is from the book
“Manushyalaya Chandrika” of Tirumangalath Neelakandhan. This book gives varied details about
the science of Taccu /astra. In the third Sloka of this book, writer praises dévata-S as

“Srimal kandapureé virdjathi parakrode cha

tejapuram nityam rajakardjamangalapuré
charalganéshalaye sambrahyaita guruprakasha vishaya
chitte mamojrambatam”.

In this sloka, writer praises the devata-s of Trikandiyur, Trippangottu, Ganeshapura and
Tirunavaya”. The writer clearly mentions in the Vyakhyana that the author praises lord Shiva of
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Trippangottu as “Parakroda”; By referring the linguistic etymology of Trippangottu, the same
inference can be clearly seen. Thus, it is obvious that Krishnamurthy Bhagavathar has referred
“Navakroda” as “Puthucode”. Generally, “puranilaye” or “puradiswari” always comes as the
assisting word of Navakroda. It means one who resides in the town or pattanam. For example, he
glorifies Puthucode Dévi as “Vara Navakrodapura Nivasini”, “Vara Navakroda Vasini Pavani”,
“Jagadamba /ri Navakrodapuradiswari”, “/ri Navakroda Nivasini”, “Mangalakara Navakroda
Nilaye” and so on.

Deévi Paricaratnam of Puthucode:

Dévi Paricaratnam of Puthucode is unique compositions in praise of Goddess Lalithamba.
This composition is a mix of Malayalam and Sanskrit language and is commonly known as
Manipravalam Arti. Uttama, Madhyama and Adhama are three kinds of manipravlla 4rzis. High
rasl factor and the language excellence make this composition one among the Uttama
Manipravalam krzi. It is very rare to see paficaratnam in praise of Goddess in ghana ragas. In
these compositions, he has followed the same order of ghana ragas as in Tyagaraja-s ghana raga
paficaratnam. Each krti is structured in different tllam-s such as Adi, Ripaka, Misra capu, khanda
clpu and Jhampa. These krti-s includes swara sahityas following carana swara-s and its
corresponding sahitya-s. All these compositions are rich in its sahitya and sangita aspects. Except
the second krti in Raga Gaula, all other krti-s have 7 swara sahityas. Gaula composition has only 6
swara sahityas Anubandham is common in all the krti-s. In his first and fourth kr¢i, we can see the
Sthala Mudra of Temples such as “KariciKamakoti Pithavasini,” “Kolapuralaye /ri Mitkambike”.
Given below in Table -1 are the list of compositions in Dévi Pasicaratnam of Puthucode
Krishnamurthy:

Table-1
No. [Krti-S Raga |Tala
1. Uanani Nin Thiruvati Nata  |Adi
2. |Kanivodu Karuna Gaula |Rupaka
3. Vri Vidya Swarapini Arabhi Misra Capu
4. |Tamasam Thellumini Varali |Khanda Capu
5. |Sarvamangalavum Tarum | /Iri Misra Jhampa

Janani Nin Tiruvati- Introductory Composition of Devi Paficaratnam

Janani Nin Tiruvati in Nata Raga is the opening composition in Dévi Paricaratnam. It is
composed in Adi Tala. This composition has seven swara sahityas along with Anubandham to the
end of the composition. This composition stands high in its musical structure and its literature part.
His immense bhakthi to Goddess is clearly visible through this krti. Composer addresses Dévi
Parvathy in various Sagunatma Riipa through this krti.

Sahitya Analysis

o Meaning of the composition:

In the Pallavi of this composition, composer addresses D&vi as the divine mother and her
foot as lotus who protects the entire world — “Janani nintiruvati tamarayinye tunaye nikhila
jagat”.
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In the Anupallavi, Parvathy D@évi is described as one who stays in Méru Parvata and who always
stays in the heart of Lord /iva— “kanakacala /ringaviharini kaméswara hridayéswari /ankari”.
Caranam starts by affirming Dévi as one who is always beautifully dressed up with a charming
smile- “Suvasini suhdasini bhavani”.

In the first Swara Sahitya, Dévi is addressed as one who has long eyes like lotus petals with
compassion and protects her dependents, who is the gem of mind- “Sarasadalayatavilocani
dasajanapalini manonmani”.

In second the Swara Sahitya, Dévi is called as Madhusiidansodari and one who Kills the
Asuras. Devi is also described as the ocean of Karuna — “Danavakulasiidani madhusidana
sodari karuna sagari.”

In next Sahitya, composer is praying to Dévi to give intellect to adorn her with garland
having the fragrances of Bhava, Raga and Laya. She is called as one who is praised by Indra,
Brahma and Suramuni-s -  “Vagadhisavasavadisuramuni  vrindagéyamanadivyacarite
bhavaragalayasugandha vasita ganamalacartidan mati tarika”.

In fourth sahitya, Dévi is saluted as “Simhivahanaridha” who kill asuras like Mahisa and
one who’s hymns are infinite- “Nin mahima Ayiram rasanakalal anantanum avrpanivam
simhivahanaridhayay mahisadi daityabadha tirta durgé”.

In fifth Caranam, the composer calls Dévi as the embodiment of Pranavanada, who is cool
as moon, who is like a parrot in cage of bijakshara “Hrimkara”. D&vi is mentioned as
“KanciKamakoti Pitha Vasini” which is goddess Kamakshi Dévi. He is seeking the blessings of
Dévi for always serving her lotus foot with immense pleasure — “Taranathasundarasumukhi
hrimkdra pancarasuki tonnidénam amba nin padabhajanam manatarilativamudéna. Kamidartha
dananiratayam vara kancikamakoti  pitha vasini. Samavédasaramaya  ganakaladhara
pranavandadaripini.”

In the sixth Carana sahitya, Dévi is praised as “Sudhamadhurabhasini”. In this Carana
Sahitya, composer is beautifully depicting a pictorial representation of the conversations between
Dévi Parvathy and Dévi /arada. Composers says When Deévi /arada praises Lord /iva by playing
Veena and singing, D&vi Parvathy listens to it and endorse it. Listening to the praise of Lord /iva,
Parvathy Dévi get goosebumps and starts her nectar like speech praising /arada Devi, which
makes /arada Dévi blushed and thus she stops her Vina playing- “Vaniyum viswanadanin mahima
vinameéti ganam cheytidave, pulakangitayam patiyin vaibhavam ketanumodana mo [li yarulidave
Amoli madhurimayil /aradayum linayay swayam lajjitayay, vinavadanam mathiyakkidan
idayakkiya sudhamadhurabhdsini.”

In the last carana Sahitya, composer is defining different ways of Dévi upasana as Mantra,
Tantra, Yantra, Yoga, composer called Dévi as /ri Lalitha Maha Tripurasundari who sits in the
center of /ri cakra, and who is always praised by saints like Vasista, Agastya, Narada, Sidhas, and
celestial singers like Yaksa, Gandharva, Kinnaras- “ Mantra tantra yantra yogadiyam
/aktyupasana marga nirataram kumbhajati munimanasa sadane tumburu narada sidhagandharva
yaksa kinnaradikalumanavaratam Ati pati paniyum paripavana chakrardja madhya virdjamana
lalite /ri rajarajéeswari.”

In the Anubandham, composer salutes her as “Harindagasundari” and “Girinayakanandini”
seeking her karunakataksa and concluding the composition- “/arandgatajanapalini harinanga
sama sundaravadani girindyaka nandini viravil karunakataksam arulvayatiyanil.”

o Vaggeyakara tatva:

Puthucode Krishnamurthy Bhagavathar’s command over Malayalam, Sanskrit and Carnatic

music is clearly visible in this composition. He blends the metrical part of sahitya with rhythmic
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structure perfectly. Few examples are: in the first swara sahitya, the swara patterns go as p,mgm
tattva r,sn. Where ever the dirgha swara is coming, its corresponding sahitya also comes as dirgha
as sarasadalayatavilocani. Another example is Danavakulaszdani, its corresponding swaras are

p.npmpn.pm.

Another aesthetic feature is the application of words used according to the number of
swaras. For example in the third swara, the pattern is m,g p,m np mr,s n,pm and its corresponding
sahitya is “Bhava Raga laya Sugandha vasita >, another example in fifth charana swara pmp r,s
n,pm with its corresponding sahitya “Pranava nada ripini”. In seventh Carana swara, pusr,ns, g,m
pnmp, with corresponding sahitya “saktyupasana marga nirataram”. Composer has used
Anuprasam in the second swara sahitya as “Danavakulasidani” and “Madhusidana Sodari”.

Different kinds of yati patterns are seen in Carana swaras. An example for Srotovaha yathi
is visible in seventh swara sahitya as pns, gmpns, sgmpmgm, composer has also used sama yathi
in some phrases as sm gp mn ps nr ss nn pm. The composer has used swardkshara prayoga in 5"
Carana swara sahitya as s,,mr,s With its corresponding sahitya “Samaveda”. Here madhyama and
makara of samaveda is in swarakshara. Similarly, swardakshara prayoga is visible in 6th Carana
swara sahitya as $,npmgmp with its sahitya “Amoli madhurima”. Here, madhyama of s,np mgmp
and makara of “madhurima” is swarakshara. In the second line of the anubandham, composer
uses swarakshara prayoga as “Sama Sundara”, here the word “sama” is on the melsthayi sadja
and melsthayi madhyama

Raga Analysis

The graha swara is panchamam in all sangati-s of the Pallavi. In first sangati, sancara-s
are concentrated in middle octave. Most sancara-s are weaved around madhyamam and
panchamam. pmp, nppm mgp,, mgpm mgpmr,,.The nyasa or resting note of pallavi is
madhyasthayi madhyama.

Second sangati moves more in between madhyasthayi rishabham t0 melsthayi
madhyamam. In this sangati, “nikhila jagat” is rendered as mrsnp, snpmgm which incorporates the
swaras from melsthayi madyama t0 madhyasthayi madhyama in second speed. The ending note
of “Janani” in this sangati is madhyasthayi nishadam as pmpn,.

In third sangati, swara-s sanchara-s are mostly from madhyasthayi rishabha to melsthayi
madhyama showing the patterns mpnp nsrs, srgm mrsnp sSnpmgm.

Anupallavi “kanakacala” starts in panchama swara and ends on melsthayi shadja. Sangati-
s of anupallavi moves in between madhyasthayi panchamam and melsthayi rishabha with
prayogas pmpn, nsr,s, snpmgmpn, and so on. “Kameswara hridayéswari” is also commencing on
panchamam and nyasa swara of the second line of anupallavi is madhyasthayi rishabham.

Panchamam is the graha swara of caranam and nydsa swara is madhyasthayi nishada. The
entire caranam sanchara-s are in between madhysthayi panchamam and madhyasthayi nishada.

There are 7 carana swara and its corresponding sahitya-s in this composition. Most of the
swara sahityas commences with madhyasthayi panchamam, few starts in tarasthayi sadja and
madhyasthayi sadja. Each carana swara is rich with janta prayogas such as nrssnnpm, ssppss
ssnpmgm , s,8 p,p S,S rsnpmpn and Dhatu prayogas like smgpmnps, smr,ss,npm, npmpmgm. Some
of the phrases which shows Rdga bhava in the swara sahitya are s,,, p,,, S,,, FSnpmgmr, $,r,&
JFSnpmgmpn, $,npmgmp m,rsgmp,. The composer has explored the complete possibility of the
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Rdaga in three sthayis through different phrases as s,, p,, $,, 7snpmgmr,s,pnsrgmp, Srs,rgmr,snpmpn
ss pp ss SsShpmgm, p,mp, g,mr,ssppns. ’

In the first Carana swara, more dirkha swaras are visible — “p,, mgmp,, mgmr,,sn p,,ns7s,,,
mgmpmgm”’

To the end of the second Carana swara, vakra and janta prayogas can be seen — “sm gp mn ps nrv
ss nn pm”.

Third Carana swara starts with madhyasthayi nisadam. The entire swaras are moving around
madhyasthayi nisadam and tarasthayi madhyamam. There is only one Carana swara with graha

swara as madhyasthayi nisadam, rest of the Carana swaras starts either on madhyasthayi
panchamam, madhysthayi sadjam Or tarasthayi sadjam.

The graha swara of the fourth Carana swara is tarasthayi sadjam. Most of the sancara-s of this
Carana swara is weaved between madhyasthayi gandharam and tarasthayi sadjam; though it
touches tarasthayi madhyamam in the phrase “s,7 $,/gm,” .

Fifth Carana swara commences with madhyasthayi sadjam, sancara-s are more over in between
mandrasthayi panchamam and tarasthayi sadjam in first avarta. Swaras touches till tarasthayi
madhyamam in the second avarta.

Sixth and seventh Carana swara starts with madhyasthayi panchamam. In both swaras, first two
avarta-s are built in between mandrasthayi panchamam and tarasthayi sadjam and second two
avarta-s are more over in madhyasthayi madhyamam and and tarasthayi madhyamam.

The composition concludes by anubandham “Saranagata” with graha swara as panchamam. The
entire anubandham sancharas are in between madhyasthayi panchamam and melsthayi
madhyamam.

Tala analysis

Pallavi of the composition starts on sama eduppu, “Jagat” ends with combination of three.
Anupallavi, Caranam and all swara sahityas are in sama eduppu. Anubandham starts after two
beats.

First Carana swara sahitya is created with patterns of swaras into groupings of three and four
swaras as 3+3+3+3+4.

Pirvangam and uttarangam are with same patterns in this Carana swara.

Patterns of four can be seen in the entire second Carana swara - p,np mpn, pmgm and ends with a
pattern of 3 + 5 (ta ki ta — ta ka ta ki ta) — “nrs — snnpm.”

|| p,np mpn, pmgm r,sn | smgp mnps nrss nnpm ||

The entire third carana swara is shown with a pattern of 3+3+3+3+4.
[[n,n $,8 ns7 s,n pmpn | 5,7 ns p,n mp mrs, |

[mg p,m npm rs npm]| s,n A$ mis $,n pmgm ||

The 16 swaras in the fourth Caranam are divided in to group of 9+7.
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Again, this 9 is divided in to group of three.
| $,, npn's,, npmgmpn | $,7 $np m,g m,pnpn,||
|| $,7 8,7 gmr snpmpn | $,s p,p S,S Ssnpmgm ||

Fifth swara commences with the patterns of 3+3+3+3+7- “s,, p,, $,, Fsmpmgm ¥, S, p, p
nsrgmp,”. Next line continues with same combination as first line with the ending phrases as 3+
5+3+5 with corresponding swaras “s,, #ns,nmp, mrs,n”. First two avarta-s follow the same
patterns, third avarta goes in the pattern of four and ending avarta is in the combination of
3+3+3+7.

IS, P» 8., 7Snpmgm|r,, s, pp nsrgmp, ||
lIs,s p.p 8,8 FSmpmpn | s,, ras,n mp, mrs,z ||

|| prsr gmp, npns #.sn | $,7* g,m 7, Snpm  gmpn||

|| $,m 7s $,n p,mgmpn|s,, rsn pmp r,sn,pm ||

Sixth swara is interwoven with the combination of swaras as 5+3+3+5 in few avartas and in some
other avartas patterns of four can be visible.

lp.mp, gm rssapns [r,s mgp, pmgm pnp, ||
|| mrs, npm, s$mp F7sn|s,np n,pm gmpn npn, ||

|| $,np mgmp m,rs gmp,|gmp n,pm, pns¢ s,,, ||
|| ,7, &mr, snF  snpm|gmp, npmp ,mrs n,pm ||

The seventh swara starts with the combination of 3+3+5+5 — “p,n  m,p g,mp, pmrsn”. The third
avarta ends with a grouping of 3+3+5+5.The concluding phrase patterns is beautifully woven with
combination of 4 5 7 as “pns gmpns sgmpmgm’”.

| p,n m,p g.mp, pmrsn|pns rns, gmp nmp,||
lg.mp,n pns,;np mpm , [r,sn- npm|gm p,npn ||

|| s,np npmpm gmp mpns | rs $,n  psnpm gmpns ||
|| $nsr gm#, sn¥, snpm | pns, gmpns sgmpmgm ||

Comparison of the basic elements in the Nata Paficaratnam of Tyagaraja and Puthucode
Krishna Bhagavathar

Below given Table- 2 shows the elementary aspects of both compositions.

Table-2
Janani Nin Tiruvati Jagadanandakaraka

Language Manipravalam [Malayalam + Sanskrit] Sanskrit

Tala Adi Tala Adi Tala
Dévata \Dévi /ri Rama

No. of Swara |7 10

Sahitya-s
Sahitya Anga-s: Graha Swara-s

Pallavi \Madhyasthayi Panchamam \Madhyasthayi Panchamam
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Anupallavi Madhyasthayi Panchamam Madhyasthayi Panchamam
Caranam Madhyasthayi Panchamam No Caranam
Swara Sahityas  |Madhyasthayi  Panchamam,  Madhyasthayi \Madhyasthayi Panchamam,
sadjam, Tarasthayi sadjam, Madhyasthayi | Madhyasthayi — sadjam,  Tarasthayi
Nisadam sadjam
Anubandham Madhyasthayi Panchamam No Anubandham
Conclusion

Puthucode Krishnamurthy Bhagavatar’s “Dévi Pasicaratnam - Janani Nin Tiruvati’is a composition
with all its beauties in Dhatu and Matu. The sahitya of this composition shows his implicit trust
and bhakthi towards goddess. The linguistic approach of the composition shows his mastery over
languages such as Malayalam and Sanskrit. Sangita part is as equally rich with intricacies of raga
and rala. Learning this composition will help a student to understand the ra@ga Nata in depth. His
scientific approach to raga, language peculiarity [in manipravalam] make this composition
exceptional and unique in its structure. The way he had expressed his music through this
composition is really inspiring for the young aspirants of carnatic music world. There are many
such compositions of different vaggéyakara-s who are not known to the carnatic music world till
this time. Learning and popularizing such Vaggéyakara-s and their compositions will definitely pay
a great role in widening the boundary levels of Carnatic music.

Through this work, Puthucode Bhagavatar’s analysis of the first kr#i among Deévi
Paficaratnam is briefly explained in various angles. Only basic aspects are observed in the
comparative study of Nara compositions composed by Tyagaraja and Puthucode Bhagavatar. A
deep understanding of the comparative study in Nata Paficaratnam of Puthucode Bhagavatar and
Tyagaraja is an area of scope for future study.

Notation

Raga: Nata Tala: Adi

Pallavi

. lp.m, p,;55 n,iln p,p,m|mgp, mgpmi
Jana ni nin  tiru va ti ta ma ra

lr,s, r,; 55 g,m,|r,s,s,r, s,r, g,m,|

yina ye tu na ye nikhila ja gath

ii. lpm,n,;;;nsi,[$,snp,m|nppmmgpm|
Jana ni nin tiru vati ta ma ra
lr,s, r,;;;pmgm|r,s, misn|p,snpmgm]

yi na ye tu na ye ni khi la ja ga th

lii. ||p,p, mpnp ns$rs Stgm|ff §n p,m,[snpm mgpmm,|
Ja na ni nin ti ru vati ta ma ra

[pmgmrr s; mgpm|snis mfsn|p, §n pmgm|
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yina ye tu na ye ni khi la ja ga th

Anupallavi
I lp, p,n,;;n,n, pnnip, m, p,n,s,,i,,8,
Kanaka cala $rin ga vi ha roni

ii. |p,p, mpnppnsnpmg m|pnsnpmgm pnst §, ;|

Ka na ka ca la $rin ga vi ha ri ni

i' ”p7n'é' I..l é! niplnllsfnlpl m1g!1mr|;||

Ka mé s$wara hri da ye¢ $wa ri $an kari

. ||sfgmft, $, §n, p,pnins,np, m,pmgmr,gm|
Ka mé $wara hrida ye Swari $an ka ri
Caranam
lp, m,;r,s,;s,rl,,g,m,;p, p,npn,|
Suva si ni Suha si ni Bhava ni
Swara Sahityams
. lp,mgmp, mgmr,s nfp,nsrs,,mgmpmgmj

Sarasadala yatavi 16cani da sajanapa li ni mandn mani

ii. |lpppp mpn,p mgm r,sn|s mgpmnpsnrs$snm ||

Danava ku la st da ni madhusa dana so da ri karuna sa gari

iii. |jn,n §,8nsf $,npmpnj|s, tn,s pnm,p mrs |
Vagadhe sava sa vadisu ra muni vrinda gé yama nadivya carite
[m,g pmnpm r,s n,p m|$§nr,s mr|s§snpmgm]
Bhavaragalaya Su gandha va si ta ganamala car ti dan ma thita rika

iv. |Is,,npn §,,npmgmpn|s,i§ n pm,gm,pnopn, |
Nin mahima ayi ram rasanaka lal anan da num a var nang€ ya m
|$, t s, fgmr, snpmpn|s, §$ p,p s, sssn pmgm]
Simhiva hanarii dha yay mahi sa di dai tya ba dha tir tha dur ge

V. |Is,,p,,$,,f $n pmg m|r,,s,,p,pnsrgmp,||
Ta ra na tha sundarasu mu khi hrim ka ra pan ja rasukhi
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Is,s p, p §, stsnpmpn|s,, rn s,nmp,mr s,n
Tonni dé nam am ba nin padabhajanam manata rilati vamu téna
[pns rgmp,n pns i, § n|[s§, P g,m f,Snpm gmpn|
ka mi tarthada na nirata yamvara Kaii cika makoti pt tha va sini
|$,m f,8$$,n p,mgmpn|s,,tsn p mp r,s n, p m
Sama ve da saramayaga nakaladhara Pra nava nada ri pi ni
vii [[p,mp, gm r,s s apmn s[r,s m,gp,pmgm pnp, |
Vaniyum viswa nathanin mahimavi na mé ti ganam chey tidave
[mrs, npm, s np f, ¢ §$n|s,np n,pm|lgmopnnpn,|
Pu lakan gi ta yay pa ti yin vai bha vam Ke ta nu md da na mo li ya ru lidave
s, n pm g mpm,rs gmp,|lgmpn, p m,pnsit §,,,|
A moli ma dhuri mayil $ara dayum 1&¢ nayayswa yamla jji ta yay
|s$,f,g,mf, §nf § npm|g mp,n pm©p|,mrs n,p m|
vinav da nam ma thi ya kkidan ida yakki yasu dha ma dhurabha shi ni

vii. |[p, n m,p g, mp,pmrsao [pns r,ns,g,mpnmp,|
Mantra tan tra yan trayo ga ~ diyam $a ktyu pasana margani rata ram
lg, mp,np ns,npmpm,[r, snn,pm|g,m p,npn]

Kum bha ja thi mu ni ma na sa sa dane Tum bu runarada Si dha gan darva
[$,n pn pmpmgmp mpn §|f,$§$,n p Snp m gmpn s]|

Yaksha ki nna ra di kalu ma na varadam a di padi pani yum pari pavana
|[$ns fgmi,§ ni,s§ npmlpns,gmpns sgmpmgm ||

Cakrara jamadhyavira jamana lalithe/ri ra jara j& $wari

Anubandham
I. l;pm,p,, m,p,,mp,ppmg,,m,r,;;s,|
/ara na ga ta janapa li ni

ii. [[;pm,p,, mgmp,pm, mgpmnppmt,;,,s,|

/arana ga ta jana pa i ni
iii. |;pm,p,, mgmp,pm,|n,,,,,tsn,,,;;|
/arana ga ta jana pa li ni

;6 n,,$,8 m,i,;|$np,;p,n,s,, ;|
Harina ga sama sun dara vada ni
[;gm.ris,s,np,,[n,$t,,pn s,

Giri nayakanan di ni varavil
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”SVn’p’;m’pV;p’ |mgpmnppmg’m’r’s’”

Karuna ka ta ksam a rul vay a di yanil

[nrsnp,;m,p,;p, |mgpmnpsn|ipmrssrgm||

Karu na ka ta ksam a rul vay a di ya nil
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