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Abstract : Kauthuvam or Kavithuvam or Kauttam is a prominent form in the present day Bharatanatya Margam. Earlier,
this was a form that was a dedicated ritual composition performed by the traditional dancers in temples. For decades
now, this form has evolved with inevitable modifications, alterations and innovations. This paper will focus on the
musical aspects of this Bharatanatyam form and the historical perspective in the rendition through the years. Though
there are many oral sources with regard to this subject, the study will deal with the few available textual sources in order
to understand the historical development of the form. The structure of the Kauthuvam is generally a combination of
solkattu syllables or the rhythmic syllables, that generally do not have any meaning and the meaningful sahitya part.
The sahitya is generally in praise of a deities, King, patron and other specific themes. From the Bharatanatyam point of
view, Kauthuvam is one of the invocatory compositions in present day margam. This form has a combination of both
nrtta and abinaya components.

The melodic structure, rhythmical components, distribution of the rhythmic syllables, text or the sahitya have scope for
analytical study, so as to evaluate the significant changes that has been created in this dance form till date. The main
objective of this paper shall be the musical components of the form Kauthuvam, based on the documentation available

in various printed sources.
Keywords: kauthuvam, melody, raga, solkattu, structure, tala
l. Introduction

Bharatanatyam is a classical art form of India that has been in vogue many centuries ago. The repertoire of
Bharatanatyam is so rich logically systematized in order to portray the magnificence of the various aesthetic approaches
and concepts. An art form that is not just meant for entertainment but is also a representative of the culture of the region.
This art form encompasses variety of forms that have evolved through centuries. The margam or the traditional way of
presentation of sequential compositions each unique in its structure and presentation. The Kauthuvam is one such
compositional form which belongs to the layer of invocatory compositions in a margam. The musical component of

Kauthuvam is being dealt with in this paper so as to understand the various facets encompassing this dance form.
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I1. Literature review

The earliest source that is dealt for the present study is a publication by the Tanjore Saraswati Mahal Library titled,
“Korvayaché sahityace jinnas” edited by A Krishnaswami Mahdick Rao Saheb with assistance from G Nagaraja Rao
and additional inputs from K Vasudeva Sastri. This book is a compilation of Dance pieces in Marathi by Serfoji Raja.

The various forms that were in vogue during the period of Serfoji Raja are included in this work.

The other work namely the “Natanadi vadya rafijanam” is a compilation of traditional compositions including

the kauthuvam-s. This is authored by the Madurai Bharata vidvan Gangaimuttupillai and published in the year 1898.

Tanjore Quartette, the pioneers in the formulating the Bharatanatya margam have compiled the Paficamdirti

Kauthuvam and Navasandhi Kauthuvam-s and have given the notation in the book, “Adi bharata kala maiijari”
I11. Methodology

This paper deals with the musical aspects seen in the form Kauthuvam. The textual sources which mention the
Kauthuvam-s are looked upon for the structure of various Kauthuvam-s. The oral tradition or the practice based study
is more likely to have been observed as two of the above said works does not give the notation for the Kauthuvam. A

structural analytical method with a peep into the musical analysis method is being adopted in this topic.
IV. Discussions
a. Kauthuvam

Kauthuvam was referred to as Kauttam, Kavittuvam, Kautvam that generally meant the poetry or the poetical
form. This form has been in the presentation of dance many centuries ago. There are instances of the traditional dancers
from the customary families performing Kauthuvam-s during procession of the deities inside and outside the temple
during the 19" century. This dance piece was performed during balidana, which was accompanied by the recitation of

suitable mantra-s, beating of the drum and some other instruments to propitiate the god. (Nithyasumangali; pg:122)
b. General Structure of Kauthuvam

Kauthuvam is a combined structure of solkattu passages and meaningful sahitya phrases interweaved in alternate
patterns. The length of the solkattu passage may vary for each kauthuvam. The proportion between the solkattu passage
and the meaningful sahitya is similar in most of the kauthuvam-s. The solkattu passages are unique to Kauthuvam-s
seen in various publications. The earlier Kauttam-s have solkattu-s that seem to have a blend from Marathi musical

forms as seen in Serfoji’s compositions.

The Kauthuvam-s are rendered as single composition as there are no segments. There is no refrain or concluding
with the first line or so. This is one long composition having the solkattu and sahitya passages alternating in a melodic
movement. The solkattu passages and the sahitya passages are first recited by the nattuvanar or the guru handling the

nattuvangam and then sung with the tune by the vocalist. This is being practiced presently.
c. Kauttam-s in Korvayache sahityace jinnas

The different forms are composed based on a particular theme. They start with Jaya Jaya followed by $aranu,
sevai, sollu, $abdham, varpam, padam, svarajati, abinayapadam, tillana, jakkini, gitam, prabandham, triputam,
slokavarnam, kauttam and concluded with mangalam. It is interesting to note that all the above forms contribute in

forming a single nirapanam which is based on a puranic episode or theme. An additional feature is that all these forms
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figuring in a single niripanam is based on a single raga individual to that compilation called as the nirapanam. The raga

and tala for each of the Kauttam are different. The sahitya passages are in Maharastrian language. But it is to be noted

that the raga-s are from the South Indian system. The raga-s and tala-s employed in these kauttam-s are as follows:
Ritigaula, Adi
Bilahari, Adi
Kedaragaula, Riipaka
Bhairavi, Adi
Kalyani, Savari
Duséni, Adi
Nilambari, Ata

All the above Kauttam-s have a similar structure. Each kauttam has two segments namely the sabdha or the sollu and
the sahitya. This form starts with a §abdha or the sollu followed by the meaningful sahitya. The sahitya is then followed
by a different sollu passage and thereby is concluded. The text of one Kauttam in the raga Ritigaula is produced here

for reference.
Raga Ritigaula Kauttam Adi tala
sollu
tarikizu jhontajjaka tarikita taka takanaka taka jaka
tarikiza dhimmi |
taka paka jhantari kiza tatdhanaku |
jhekinanaka jharnkipanaka jham |
kipa jhampaka jharikipa janakaja |
naka jhaku kunda takatidhi ta tatta ||
sahityam
ata yavari | umé barobari |
sarabhavatari | sakala tari |

jham jham janakiza | jaga jaga nanta |

dhari takkizanaka jhantari kirataka
kinapaka jhantari kiza taka | takku dhikku || 1 ||
Meaning: The lord sankara who is also a Sarabhdavatari is protecting the universe along with uma.

It is to be noted that the splitting of the solkattu phrases are indicated with the symbol | so as to understand the placement

to some extent. The meaning of the sahitya is also given at the end of each Kauttam. The sahitya is in Marathi language.
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d. Paiicamirti Kauthuvam

This is a single compositional kauthuvam, which is dedicated to the presiding five deities namely, Vinayaka, Muruga,
Sambandar, Candikés$vara and Nataraja. This kauthuvam is tuned in ragamaika sung by the early prominent nattuvanar-
s. The Ghana raga-s namely, Nattai, Gaula, Arabhi, Sri and varali are used in this kauthuvam. These were sung and
performed when the deity Nataraja was taken in procession on Tiruvadirai day. This commences with the solkattu
followed by sahitya in praise of the deities mentioned above and concludes with a solkattu. Though this Paficamirti
kauthuvam is considered a sole composition, the kauthuvam-s in praise of Vinayaka, Muruga and Nataraja are also
performed as individual compositions. The tala-s mentioned for this kauthuvam is adi, catusra €kam, sarvalaghu, catusra

¢kam and sarvalaghu respectively. All the above tala-s constitute the universal rhythmic patterns of four.
e. Navasandhi Kauthuvam

These are traditional kauthuvam-s that are dedicated to the nine sandhi-s or the directions as the name implies. These
are performed in temples during the commencement of utsavam-s, on the day of dvajarohanam and other ritualistic
occasions. These are performed to propitiate the astadikpala-s or the guardians of eight directions and the brahma at the
centre. This include Brahma sandhi, Indra sandhi, Agni sandhi, Nrtti sandhi, Varuna sandhi, Vayu sandhi, Kubéra sandhi

and Isanya sandhi. All these nine sandhi-s have the raga-s and tala-s specified.

According to the preface in the book, Adi Bharata Kalamafjari, “It is said that Navasandhi music used to be sung about
200 years ago in the temples when it was a musical form.It was during the time of Tanjore Quartette, Ponniah, Chinniah,
Sivanandam and Vadivelu and their fathers that Navasandhi was choreographed into dance form and the sons of the
Tanjore quartette Sabhapati and Mahadevan were performing this in temples.” The raga-s and tala-s constituting the
Navasandhi are tabulated below.

Brahma sandhi Madhyamavati Tisra eka

Indra sandhi Gurjari Misra capu
Agni sandhi Nattai Catusra jhampa
Ema sandhi Désaksi Catusra €ka
Niruti sandhi Kuntalam Tisra eka
Varuna sandhi Varali Catusra €ka
Vayu sandhi Makuta ramagiri Catusra rupaka
Kubéra sandhi Malavasri Tisra €ka
Isanya sandhi Malahari Khanda eka

As like Laksana gita-s, the sahitya of the Navasandhi kauthuvam-s are significant for the detailed description of each
sandhi, the presiding deity, suitable raga, pan and tala, nrtta type each particular sandhi. All the nine kauthuvam-s
commence with the similar solkattu ‘ta tei tei tatta’. The kalapramana of these kauthuvam-s are comparatively in a slow
tempo. The melodic part of these kauthuvam-s are so rich portraying the laksana or the specifications of the sandhi, the
specific raga, tala and other relevant details. The Brahma sandhi kauthuvam set in the raga Madhyamavati is discussed

here for further understanding.
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f. An overview of Brahma sandhi kauthuvam

This kauthuavam is set in the tala Tisra €ka, which is also reckoned as the short raipaka (two kalai) of one anudruta and
a druta. The jiva svara of the raga Madhyamavati is highlighted in this composition throughout. The commencing phrase
isr,m,p,,, n,,,p,n,s,,,establishes the ascent or the arGhana krama of the raga. The corresponding solkattu is
‘ta tei tei tatta kitataka’ which is common to most of the Navasandhi kauthuvam-s. However, the work Natanadi vadya

rafijanam directly starts with the solkattu as follows.
‘takkinam tarikiza takirtakiza dinddim
dikkizam tirikiza dikirtakiza thontom
takkipata dikkipata torigutorkitataka’

This kauthuvam has a combination of svara patterns with long karvai-s and short hrasva svara syllables. This gives a
feeling of mixed rhythmic flow of vilambita and madhya layam, so that there is no monotonous flow in the rendition.

The range is also widespread from mandra sthayi madhyama to the tara sthayi madhyama.
The sahitya has beautiful description of the sandhi and its specifications.
da ta venum brumma sandhiyum
savitri gdyatri sarasvati mangaiyar sameétarai
Brahma is referred to as,
sakalabhuvana srusti stitikartaram
madana simmasanadiparkku
The musical terms follow in the sequence.
caccacputam vadyam madhyamavati gitam
sa ri ma pa ni sa kamalamadu niruttam
catura amsasiyam brumma talam
tatdi takata taditaka
mégaragap pan Vilangiyé
adiyavarkku aru/ seyyum brummanadu sandi kavutvam

This kavutham has a very relaxed pace, suiting to show the abinaya for the sahitya passage which has so much of

descriptive facts.
g. Kauthuvam-s at present

In present day scenario, there is a blend of traditional kauthuvam-s being performed and there are also hew emerging
kauthuvam-s which are created for thematic productions or any other exclusive purposes. The Kauthuvam-s are

composed in varied range of raga-s from popular ones to apiirva raga-s suiting to the mode of presentation.
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The form that was earlier done in temples, gradually entered into performing in the courts and halls of Kings palaces.

Eventually, the kauthuvam-s were in praise of the patrons and rulers. In the present day format, the Kauthuvam-s are
being performed in praise of the deities. In the work, Natanadi vadya rafijanam nine traditional kauthuvam-s are
compiled. These are supposed to be authored by Madurai Bharata vidvan Gangaimuttupillai. The raga is not mentioned
but the tala or the rhythmic framework is alone mentioned for each individual Kauthuvam-s. The notation is not
prescribed though.

e Ganapati kauthuvam — saruvalaghu

e Subramanyar kauthuvam — saruvalaghu

e Sirgazi sambandar kauthuvam — saruvalaghu

e Cidambara natésar kauthuvam — saruvalaghu

o Tiruvalangadu kali kauthuvam — tisira jati laghu

e Tirucengodu visnu kauthuvam — saruvalaghu

e Srvilliputtir nacciyar kauthuvam — saruvalaghu

e  Madurapuri sokkar kauthuvam — Tisira jati tiriputai capu

e Darukavanam mahalinga kauthuvam — saruvalaghu
h. Raga-s in Kauthuvams
The raga-s that are being used for Kauthuvam-s shall be dealt with in this segment.

e The Ganapati kauthuvam is popularly rendered in Gambiranattai or Nattai. Since this is an invocatory piece,
this raga might have been chosen to establish the musical atmosphere for the performance.

e Another common Kauthuvam is Natésa kauthuvam that is being performed widely. This is sung in
Hamsadhvani, yet another raga suitable for an auspicious commencement.

e Subramanya Kauthuvam is predominantly sung in the raga Sanmukhapriya, a raga symbolizing Muruga himself.
There are also other versions in the raga Gaula.

e Visnu Kauthuvam is sung in Nattai. Srivilliputtiir nacciyar kauthuvam is sung in Malayamarutam.

e Kali kauthuvam, is sung in the raga Gaula and Khanda nadai.
However, there are slighter variations in the choice of the raga-s rendered today.
V. Discussion

Kauthuvam-s the compositional form which was a part of the ritualistic tradition, gradually moved to the natya
presentational form in courts and later to the performance stages. This form has been passed through the generations
undergoing slight modifications. With regard to the structure, all the kauthuvam-s have a mixed pattern of solkattu
passages and meaningful sahitya. However, the solkattu passages are different for each kauthuvam. The concluding
solkattu ‘takku dikku takkigra tosikira kiratakadan tangi Kirataka dikki tam tattattam’ is commonly seen in many of the
kavuthuvam-s. This is musically sung, yet restricting it to the tara sthayi so as to avoid the distortion of the solkattu. As
the solkattu passages are sometimes complex in some Kauthuvam-s, the melody has not been made that much
complicated as it may affect the aesthetic value of the composition. The solkattu have to be more precise even while
sung with tune. So the melody ought to be not that much intricate. The sahitya is seen in different languages such as
Tamil, Marathi, a blend of Samskrt words interspersed with Tamil. Though the earlier publications have not mentioned

the raga for the Kauthuvam-s (except Navasandhi), the Kauthuvam-s have maintained more or less same melody though
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the ages that has been passed on through oral tradition. The text of the Kauthuvam-s especially the Paficamiirti and

Navasandhi have not undergone major changes. Adi bharata kala mafijari follows the similar text as given in Natanadi
vadya rafijanam with only few variations in the solkattu part. In present days, many Kauthuvam-s are being composed
suiting to the emerging needs. Tirukkongsvara kauthuvam is composed in the raga Rasali, which is not a common raga.
Paficamiirti kauthuvam is sung in ragamalika as it has five different solkattu and sahitya passages pertaining to five
different deities.

This traditional form, still surviving with all its glory has many artistic facets and can be well understood in the
rendition. In recent times, this Kauthuvam, which had so much complex solkattu passages, rich in its musical fervor has
undergone many reductions both structurally and musically. The rich musical content which was once prevailing in this
form, is being ignored and just been rendered as a dance form with less or hardly any melodic aesthetic value. Many
kauthuvam-s are being composed just for the sake of thematic value and presented on elite platforms. The artistic
fraternity can ambitiously look on to the traditional kauthuvam-s which are still in vogue and enrich its value which in

turn is a process of preserving the same for further generations to follow.
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