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Abstract : Janna’s Yashodhara Charite holds a prominent place in Kannada literature for its poetic innovation and
interdisciplinary richness. This paper focuses on three musically significant kandas of the epic, highlighting Janna’s sophisticated
integration of classical musical concepts into poetic expression. Through close analysis of selected verses, the study demonstrates
how technical elements such as thaya, tala, raga, alapana, gita, laya, jati, and riipaka are not used merely as decorative references
but serve essential narrative and aesthetic functions, particularly in depicting the psychological transformation of Amritamati. By
contextualizing these elements within the medieval Karnataka musical tradition and classical musicological texts, the paper
depicts that Janna’s kandas represent a rare convergence of poetic imagination and musical science.

IndexTerms - Thaya, Tala, Raga, alapana, Ranga, Gita

In the Kannada poetic tradition, Janna’s works occupy an important place. Yashodhara Charite is a much-discussed epic. It is
difficult to classify this work strictly under the category of champu poetry—except for the prose lines of the bharata-vakya, no
other prose occurs in the poem, and the use of metrical forms (vrttas) is also limited. By composing the work in the kanda metre
and by opening a new path both in terms of theme and prosody, the poet Janna marks a distinctive innovation. In Yashodhara
Charite, far more than Amritamati’s sexual desire is woven into the narrative. Throughout the poem, we encounter both desi idioms
and Sanskrit maxims, while the manner of combining similes is exceptionally refined and appropriate. One may note a famous
verse in which four similes are interwoven within a single kanda.

amrtamatiyémba pataki
yamayé€ banamaytu candramati matéya ma
témagé baléyaytu himsana
mamogha Saramaytu kadédudatmakurangam (3-28)

Amritamati’s illusion is compared to a forest, Queen Chandramati’s words to a snare, the sacrifice of a flour-cock to an arrow,
and the soul to a deer—this is an experiment in simile that carries spiritual significance. Janna, renowned for such distinctive
experiments, also used distinctive musical terminologies when describing the music of the mahout (mavatiga). In a manner that
serves as a prelude to all the events that follow, Janna introduces this episode in the second sandhi.

binadakké paduttiré nu
ndani nidrégé katakabijamayténé mrgalo
cané tilidalisi muttida
manamané téttané pasayadanangottal

The mahout begins to sing for his own amusement, purely for his pleasure. The sweetness and delicacy of that sound became
like a kataka seed to the sleep of the doe-eyed Amritamati. A kataka seed was traditionally used to clarify muddy water; it was
known as nirmali. Here, the queen, unable to sleep, awakens; her sleep is clarified, and she ends up surrendering her very mind to
the mahout. The simile of the kataka seed itself becomes the germination point for all the events that follow. If music or sound truly
opens the mind, bodily awareness should dissolve into an absorption in sound (nada-anusandhana). That, however, does not
happen here; instead, sexual desire awakens, and Amritamati takes a completely different path. From this point onward, in the next
three verses, Janna deliberately incorporates musical elements into the kanda metre.

gahagahikévadéda vahiniya
sahahé jhampéyadélamaré thayadélam ni

mahacaléyalli murtivadédudu ragam ||2-29||
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A musical thayi called vahini, characterized by great resonance and exuberance, was set to jhampe tala; it merged into another
thaya, then into yet another thaya called baysike, and finally assumed the embodied form of a raga through an expansive
mahachale alapana. The meanings of these technical musical terms are quite extensive.

Thaya — This musical form originated in Karnataka in the 12th century and remained in use until the mid-18th century.
Purandaradasa, Tanapacarya, and Venkatamakhi were renowned composers of thayas. In the caturdandi system of music, thaya
occupies the second position. These compositions were created separately for vocal and instrumental performance, allowing singers
and instrumentalists to display their scholarship. Like the modern tana, thayas were not bound by strict rhythmic cycles; instead,
varied rhythmic and metrical patterns were their defining feature. They were sung prior to raga alapana (Musical Technical
Dictionary, p. 434).

According to Par§vadeva’s Sangita Samayasara, there are 93 thayas-

SI No Thaya Sl No Thaya Sl No Thaya SI No Thaya
1 Vena 24 Vidari 47 Esrta 70 Kala
2 Gati 25 Durvasa 48 Uttundula 71 Chavi
3 Jayi 26 Bhramaralila 49 Handupayi 72 Chaya
4 Anujayi 27 Kala ce thaya 50 Vahila 73 Svasthana
5 Oyara 28 Citta ce thaya 51 Adhika 74 Avasthana
6 Vali 29 Jodané (jodiya ce thaya) 52 Ankhuda 75 Apasthana
7 Vahani 30 Karuna 53 Napayi 76 Navani
8 Dhala 31 Gita ce thaya 54 Bharana 77 Amsa
9 Pasara 32 Sarira ce thaya 55 Harana 78 Ghatana
10 Lalitagadha 33 Sada ce thaya 56 Sanagida 79 Akramane
11 Poccagadha 34 Kartari 57 Nikkarada 80 Vakrata
12 Apakhalla 35 Ardhakartari 58 Bhajavane 81 Kandharane
13 Nissarada 36 Nakhakartari 59 Subhava 82 Kalarava
14 Langhita 37 Kuruleya 60 Holava 83 Vedadhvani
15 Svaralanghita 38 Mutteya 61 Rangarakti 84 Ghanatva
16 Pétthopétthi 39 Mukulita 62 Riti 85 Ahata
17 Phéllophélli 40 Uccanica 63 Anukarane 86 Avatirpa
18 Modamodi 41 Nikkhayi 64 Dharani 87 Bokkala
19 Gunthagunthi 42 Ukkhayi 65 Dharimelli 88 Sukurabhasa
20 Khacara 43 Nirata 66 Vivandhayi 89 Duskarabhasa
21 Gana ce thaya 44 Nirgiti 67 Mitthayi 90 Asadharana
22 Tarahara 45 Vattuda 68 Gitajyoti 91 Ucita
23 Tattavana 46 Parivadi 69 Hombhe 92 Buddayi

93 Baisiké

Within vahini there are two types—alapti and sitasita—each of which again has two subtypes: khutta and utphulla.

In Sarngadeva’s Sangita Ratnakara, information is available on 96 thayas, which he classifies into several categories.

Vyaktasankirna sthayagalu

Sl
No Thaya SI No Thaya SI No Thaya SI No Thaya
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1 Sabda Vahani Chaya/kaku Tiksna
2|  Dhala 5 Vadyasabda 8 Svaralaghita
3 Lavani 6 Yantraja 9 Prerita
Gunabhedadinda untada prasiddhasthayagalu
1 Bhajana 9 Sabda 17 Gatra 25 Komala
2 Sthapana 10 Bhrta 18 Upasama 26 Sama
3 Gati 11 Amsa 19 Kandarana 21 Prasrta
4 Nada 12 Avadhana 20 Nirjavana 28 Snigdha
5 13 21 29

Dhvani Apasthana Gadha Coksocita
61 Chavi Y Niki 22| Lalitagadha 301 sudesika
! Rakti 13 Karuna 28 Lalita 81 Apeksita
8 Druta 16 Vividhatva 24 Lulita 32 Ghosa

33 Svara

Asarnkirna sthayagalu
1 6 11 16

Vaha Pralambita Nihsarana Trotitapratista
2 7 12 17

Aksara Avaskhalita Bhramita Prasrtakuficita
3 Adambara 8 Trotita 13 Dirghakampita 18 Sthira
4 9 14 19

Ullasita Sampravistaka Pratigrahyollasita Sthayuka
5 10 15 20

Tarangita Utpagvista Alambavilamba Ksiptasiiksmanta
Misra sthayagalu
1 Prakrtistha 9 Ghanatva 17 Chandas 25 Guru
2| Sabda 01 Simila 181 Sukurabhasa 26| Hrasva
3 11 19 27

Kalakrama Avaghata Samhita Sithilagadha
4 Ghatana 12 Pluta 20 Laghu 28 Dirgha
5 13 21 29

Sukha Ragesta Antara Asadharana
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6 14 22 30
Cala Apasvarabhasa Vakra Sadharana
! Jivasvara 15 Baddha 23 Diptaprasanna 31 Niradhara
8 16 24 32
Vedadhvani Kalarava Prasannamrdu Duskarabhasa
33 Misra

R. Satyanarayana includes vali as well, but this does not appear in the base text of the Sangita Ramakara edited by
Subrahmanya Shastri. After mentioning thaya, Janna refers to jhampe tala.

Jhampe Tala — This is one of the saladi sapta talas. 1ts components and jati variations are as follows: one laghu, one anudruta,
and one druta together constitute jhampe tala.
e Laghu: A beat followed by counting fingers; symbol “I”. Its time units (aksarakala) depend on the jati.
e Anudruta: A single beat; symbol “U”. One time unit.
e Druta: One beat followed by a wave; symbol “O”. Two time units.

The five jatis of jhampe tala are based on the type of laghu. In tisra laghu, one beat and counting two fingers results in three
time units, hence tisra jati. In caturasra laghu, one beat and counting three fingers are used.

Tala Anga Jati Aksara
Tisra 3+1+2=0§
Caturasra 4 1+2=08

Jhampé IUO Khanda 5+1+2=08
Misra e
Sankirna Y A

After discussing the tala, the next verse elaborates the alapana and mentions the raga.

Malagéyolagana sodargudi
DalambadédaAté rangaraktiyolamarduA
Palikévadédu bajavané
Malavasiriyémba ragamam calisidam (2-30)

The mahout, singing in such a way that the interior of the palace—like darkness that intensifies light—became ever more
radiant, transformed the very space into a stage, and created delight there. One might imagine that instruments were being played
all around, as he began to sing the raga Malavasri. The word raga also conveys meanings such as love and the colour red. Janna
thus adopts musical technical terms here as well.

Ranga — This word signifies a place for performance such as drama or dance, and it is used in that sense here. Ranga is also one
of the astottara sata talas, consisting of four drutas and one guru, with a total of 16 time units per cycle.

The raga named by Janna is Malavasri. This raga is a janya of the 22nd melakarta, Kharaharapriya. Its scale is:

Arohana: Sa Ga Ma Pa Ni Da Ni Pa Da Ni Sa
Avarohana: Sa Ni Da Pa Ma Ga Sa

It is an wupanga, ghana, sarvakalika raga. Shadja is the graha svara, while Gandhara, Madhyama, and Nishada serve
respectively as the jiva and nyasa svaras. Famous compositions in this raga include Tyagaraja’s Ennallu Tirigédi and Muttusvami
Diksitar’s Manga/ambayai. In the next kanda as well, Janna continues to emphasize key musical elements.

Talada layamam nénéyadé
Kelalodam thayada jatiyol grahayutam
KelalodaA — gitamaném
Dalatiy6l mélédu padidam riapakamam (2-31)
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Singing without regard to the rhythmic pulse of the tala—whether the previously mentioned jhampe tala or the astottara ranga
tala—makes the rendition sound like a thaya; but when one observes the point of melodic entry (graha), it appears to be a gita.
Overall, the metaphor of gita and thaya illustrates the extraordinary manner in which the mahout’s singing profoundly moved the
mind. In this kanda verse, Janna highlights several crucial aspects of music, namely:

Tala: The means of measuring time in singing; it holds the song’s movement within a defined framework.
Laya: The saying “srutir mata layah pita” is well known. If pitch (sruti) is the mother of music, rhythm (laya) is the father.
Both are subtle elements. Everything in nature has an inherent motion. The speed of music or performance may be called laya.

Laya and tala are interrelated; laya is expressed through tala actions.

Nada Jati: Jari is an ancient musical concept and seems to have occupied the place later taken by raga. There were eighteen
Jjatis, classified as Suddha and Sankirna.

Suddhajatigalu Sankirnajatigalu
Sadjt Sadjakaisiki
Arsabhi Sadjodicyava
Gandhart Kaisik1
Madhyama Sadja madhyama
Paficama Gandharodicyava
Dhaivati Raktagandhart
Naisadi Madhyamodicyava
Karmaravi
Gandharapaficamt
Andhri
Nandayantt

Tala Jati: The seven saladi talas, with five jatis—tisra (3), caturasra (4), khanda (5), misra (7), and sankirna (9)—together
yield thirty-five talas.

Tala Anga Jati Aksara
Tié 3+2+3+3=11
i$ra
Caturasra A+2+4+a=14
Dhruva 1011 Khanda 5+2+5+5=17
Misra T+2+7+7=23
Sankirma 9+2+9+9=29
Tisra 3+2+3=08
Caturasra 4+2+4=10
Mathya 101 Khanda 5+2+5=12
Misra 7+2+7=16
Sankirna 9+2+9=20
Tisra 2+3=05
Riipaka Ol
Caturasra 2+4=06
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Khanda 2+5=07
Misra 2+7=09
Sankirna 2+9=11
Tiéra 3+1+2=06
Caturasra Aa+1+2=07
Jhampé IUO Khanda 5+1+2=08
Misra 7+1+2=10
Sankirna 9+l+2=12
Tiéra 3+2+2=07
Caturasra 4+2+2=08
Triputa 100 Khanda 5+2+2=09
Misra 7+2+2=11
Sankirna ‘@ i
Tiéra 3+3+2+2=10
Caturaéra 4+4+2+42=12
Ata 1100 Khanda 5+5+2+2=14
Misra T+7+2+2=18
Sankirma 9+9+2+2=22
Tisra 3
Caturasra 4
Eka | Khanda 5
Misra !
Sankirna J

Gita: Though the word gita broadly means song, it is a technical term which refers to compositions known traditionally as
salagasuda prabandhas. A prabandha is an ancient musical form consisting of parts such as udgraha, melapaka, dhruva, and
abhoga, along with elements like svara, pada, para, biruda, tenaka, and tala. Among prabandhas, sida, alikrama, and viprakirna
are three types; siida again divides into suddha and salaga. The salaga siuda prabandhas are known in the desi tradition as gita.
These further include seven varieties such as dhruva, magtha, pratimagtha, niksaruka, aftatala, rasa, and ekatalr.

The final phrase mentions ripakam. Ripaka is one of the siladi sapta talas. Sarngadeva, in his Sasigita Ratnakara, describes
two kinds of alapana: ragalapti and ripakalapti. Ripakalapti refers to the manifestation of a raga within a ripaka, that is, within a
prabandha or song. It lies between a suggestive indication of the raga (alapti) and a full expansion (@lapa). The phrase
“prthagbhiita vidarikam” implies singing by dividing or pausing at various points in the song. Continuous, uninterrupted singing is
alapa, while segmented or intermittent exploration is ripaka. Any raga exposition based on words or phrases of a text and bound to
tala is termed ripakalapti.

Riipakasthena ragena talena ca vidhiyate
Ya prokta riipakalaptih (sangita paribhasika kosa. Pg. 509, 510)

The significance and purpose of poetry are immense. The musical elements woven in these kandas of Janna deserve a call for
detailed analysis. At first glance, they may seem merely to describe the music of a mahout; but on deeper examination, it becomes
clear that Janna has embedded numerous musical concepts and technical terms within the kanda verses. From a musical
perspective, Janna’s kandas thus appear very significant.
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