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Abstract:

The Perini, the important form, is described elaborately in all the three works, Nrittaratnavali, Sangitharatnakara and
Sangithasamayasara. The name Perini is given as Perani in Sangitasamayasara. Nritta is the opening dance;
kaivara/kavicara, the Sanskrit name given by sarangdeva, is in praise of sabhapathi or the hero. The third item called
Garghara — vadhya is an elaborate one; the sangithasamayasara gives a brief definition of it in a single verse but it
really comprises seven (according to Nrittaratnavali) and six (according to Sangitharatnakara). These six or seven
are different ways of sounding the small bells on the legs of the Perini, a special feature of this dance, with different
kinds of foot-beats or without them. And the last book which described about Perini is Sabharanjani which was
written by Sri Velugoti Sarvagna kumar Yachendra the author explained Perini in a fewer amount.

Introduction:

The main constituent parts of a Perini dance are five, referred by all writers as Panchangas. They are Nrtta, Kaivara,
Garghara, Vikata and gita. The same five, given by Jayapa, are also given by Parsvadeva, with only a minor
difference in that the latter gives the fourth, vikata in its prakrt form Vagada. The definitions of these in these two
texts are almost the same. The Sangitharatnakara makes a difference by omitting the opening anga of Nritta, as it is
something which goes without saying, and makes up the five of the panchangas by splitting the single Vikata of
Nrittaratnavali and sangithasamayasara into Vishama and Bhavasraya. In Sabharanjani only the gharghara part has
been mentioned along with the syllables and elaborated the Sabhapathi salutation ‘Pushpanjali’ in Perini
performance.

Sangitha-Samaya-Sara of Parsvadeva (1100-1200AD):
Perani paddhati:

Sloka: kramena peranadinam paddhatih kathyatekadhuna|213
Now I’ll explain the order of Perini and its various types.
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Perani Angapanchakam:
Nrttam tatasca kaivaro ghargharo vagadastathal

gitam ceti budhah prahuh peranasyangapancakam|| 214
The learned says, Nritta, Kaivara, Gharghara, vagada and gita are the Panchangas (five parts) of Perini.

1. Nrttam:
Nrttam tadvividham gneyam tandavam lasyamityapi
tatrapyupalayangah syat prayastalalayasrayam||215

Nritta is of two types, Tandava and Lasya. Thereby the upalayangas followed to various Talas and Layas.

2. Kaivaram:
varnayitva gunan purnan puratanamahibhujam|
tattatgunasamaropah kaivarah sydat sabhapateh||216

Describing the accomplished character of ancient kings and attributing various characters of presiding officer is
kaivaram.

3. Gharghara:
Thvane vasatah kshudraghantikapayapalanah)|

talapathyathava prokta gharghareti vicekshanaih||217
Within Thavana itcharges the vile bell etc., the aggregation sounds of the cymbals is Gharghara.

4. Vagadam:
yanmarkazapisacadihasyaveshasamasrayam)|
vikatabhinayopetam vagadam tat pracekshate||218

Depends on the comical costume of monkeys, goblins, etc. where in the combination of vikatabhinaya is Vagada.

5. Gitam:
+ dhaih sankirnardagairva ++stalaptisamyutam|
Gayate gitamuktam tat sabhyacittanuranjanam||219

If we sing in the combination of tala (laya) and with the help of the story (tale) or by sankeerna raga through which
the people get captivated to the song is Gitam.

Perini Vadhya Paddhati:
Samahastam bhavedadautato rippavanibhavet|
Tatam param padam gneyamvesaram tadanantaram||221
tudukakhyam tato vadhyam tatah paharanabhidam)|
vadhyapaddhatirityuktaperanasya vicakshagaih||222

It begins with samasta hasta next rippavani then appreciably padam next vesaramu then tuduka instrument then
paharana. In this way the manner of Perini instruments has been taught.

In this text Parsvadeva has explained in the 6™ chapter named “Nrtta-Lakshnamu” only the Desi forms which were
highly prevalent in his period namely Pérani, Prekkhana, Gundali and Dandarasaka and its sthanakas. In Périni,
Pancangas and the instruments were used for performance has been noted in the verses from 213 onwards in the
chapter six.
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Velugoti Sarvagna Kumar Yachendra’s Sabharanjani (1949):
In Natyabhinaya prakarana he mentioned

Pushpanjali:

Anaga patra, ranga madhyamunaku vacci pataka hastamulato garudapakshi

Rekkalavale jétulu pakkalakujaci rekha pramanamuga nilaci sabha nayakuni

gudkanta jiuci yedamakali medimeku kudikali peddavréluponi akkadanundi kudivaipuga a botanavrélunu néelamina
telikaga anci gajjelu aduru laguna munduku kudi padamu raicedi. Iritiga miidumarulu cési sariganilci
dandamupettuta. idi pushpanjali.

The dancer (Patra) has to come to the middle of the stage and stretching the both hands with Pataka hastas to the
sides like Garuda (Eagle) and stand in a straight position and have a look (with a right eye) on Sabhapathi (Presiding
Officer) then touch the right foot big toe to the left leg heel and brings back to the right side and place the big toe on
the ground delicately then pull the ankle bells to the front of the right foot. In this way the dancer has to do three
times then stand properly and do namaskara. This is pushpanjali.

patavatamu modalaina adavalaku sollu ceppabadiyunnavi.

Then he explained the syllables (Sollukattu) to the steps (Adavulu).
Indu mukhyamulaina adavalu:

The important steps are in six varieties, namely;

Patavatamu=anaga rendu padamulu bhitmiyandu mopi nrtyamu ceyuta.
medimelu bhiimiyandu mopi nrtyamu ceyuta giida pataata manambadnu.

I adavaku sollu. Taka taka taka.
1. Patavatamu: place the feet on the ground and dance or place both the heels-on the ground and dance is
patavatamu. For this step,
Adavu Sollu: taka taka taka

patavamu=anaga rendu padamulu bhiimipai numci yokapadamunandu mariyoka padamgulamu lumci tattta.

I adavaku sollu. Dhaga dhaga dhaga
2. Patavamu: place the feet on the ground and touch the foot by the other toe and striking the ground is
patavamu. For this step,
Syllables: dhaga dhaga dhaga

Suripattemu= anaga nokapadamu tatti yurutugavéyaka padamu parydayakramamuna nurutukonuta.

Sollu. takkitakitataka takkitakitataka takkitakitataka
3. Siaripattemu: strike one foot and the other foot sliding the ground, has to be done in alternate is
stripattemu.
Sollu: takkitakitataka takkitakitataka takkitakitataka.

Lakadimamu= anagda bhumini lagnagramulugad rendu pdadamulanu sarigd numci parydamuna medimelu
bhiminancaka nrtyamu céyuta.

Sollu. dirgudu dirgudu dirgudu.
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4. Lakadimamu: place the toes on the ground and dance without touching the heels to the ground is
lakadimamu. For this step,
Sollu: dirgudu dirgudu dirgudu.

Siribiramu= anaga samapadamamdu nokapdadamu mumdara tatti vyatyasamugd remdavapadamu kudiyadisi
tarvata mumdara nadicinakalu kudiyavéyuta.
Sollu.  Tukukuku Tukukuku Tukukuku. Mariyunu bhimiyamdu svabhavamuganunna padalu janghalacéta
kudilimcuta.
I adavaku sollu.digi digi digi.
5. Siribiramu: from samapada strike foot in front of other foot and the second foot has to hold fast in a

different way than the first foot has to done the same is Siribiramu. For this step,

Sollu: Tukukuku Tukukuku Tukukuku.

And keeping the feet on the ground in natural way and shake the shanks with the feet. Sollu: digi digi digi.

Halabhidhamu= anaga bhimi lagnagramaivamamghri yumdaga parsvamulacéta datt yanyapdaamuto
savyapasavyamuga natimcuta.

Sollu: Takudhiku Takudhiku Takudhiku.
6. Halabhidhamu: placing the toes on the ground, striking the sides and sliding the feet both the sides is
halabhidhamu. For this step,
Sollu: Takudhiku Takudhiku Takudhiku.

I aru adavalayokka prastaramucéta nanékamulaina adavaluputtucunnavi gabatti yithimcukonavalayunu. A
adavalaku  sollukiida pai lakshanamunujiii  cércukonavalayunu.  Granthavistarabhitice vraléedu. E  yé
lakshanamulanu vipulamuga jiudagoruvaru d ya akshanasastramulanu jiicukonavalayunu.

natyabhinaya prakaranamu samaptamu.
The author Sarvagna Kumar has given scope to think and elaborate the dance by combining the said syllables
and steps which were used. And in the same way combine the syllable which | said to these steps in order to
create new syllables also said that there is no space in his text to elaborate this art form.

Conclusion:

In Sabharanjani the author just explained the Garghara part of foot work with the syllables. And he did not go for
the rest of the panchangas. The new thing which he explained was Pushpanjali. In this pushpanjali he clearly
showed the practical work of the dancer on how he respects the Sabhapathi in the court which is not there in the
Nrittaratnavali, Sangithasamayasara, Sangitharatnakara and even in Bharatarnava. The pushpanjali might have been
developed in his time (Yachandra’s 1949) in the repertoire of Perini.

In Sangitha-Samaya-Sara the author explained about Perini-Panchangas which are similar to Jayana’s
Nrittaratnavali except Garghara. In Garghara part he (Parsvadeva) did not elaborate the footwork and the rest are
similar to Nrittaratnavali treatise. And coming to Vadhya paddhati, Jayana had not mentioned about the vadhya
paddhathi but Parsvadeva has explained how the instruments are to be played and its order.

In Sangithasamayasara Parsvadeva also discoursed about Perini in brief and he pointed out the order of instruments
and how they were used for the Perini but he did not elaborate the order. And in the Sabharanjani the author
Yachandra Kumar has focused on the Garghara part. He points out one new typical part ‘Pushpanjali’ in Perini
repertoire. But he did not clarify whether the dance has to be performed by men or women. And he did not elaborate
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the complete form he just gave the syllables for the foot works in Garghara and he suggested elaborating the dance
by combining the syllables and steps said by him. And he did not touch the remaining parts.

References:

[1]. Raghavan, V. Nrittaratnavali of Jayasenapathi. Critically edited with introduction & notes. Government
Oriental Manuscripts Library. Madras, 1965.

[2]. Kunjunniraja, K. and Radha burnier. (trans). Sangitaratnakara of Sarngadeva. VVol.IV chapter on dancing. The
Adyar Library and research centre. Madras,1976.

[3]. Bose, Mandakrantha. The evolution of Classical Indian Dance Literature. Ph.D. Thesis submitted to
Somerville college, Michaelmas Term, 1989.

[4]. VasudevaSastri, K. Bharatarnava of Nandikeshwara.SaraswathiMahal Library. 74. Thanjavur, 1998.

[5]. Sarvagnakumar Yachanra, Velugoti. Sabharanjani. Vavilla Ramaswamysastrulu and sons. Chennapuri.
Machilipatnam, 1949.

[6]. Subrahmanyasastri, S. Sangitaratnakara of sarangdeva with Kalanidhi of kallinatha and Sudhakara of
Simhabhupala. Vol — IV Adhyay 7. The Adyar Library. Madras, 1953.

[7]. Bhavanarayanarao, dwaram. Sriparsvadevavirachita sangitasamayasara. Sri lakshmi ganapthi binding works.
Kovvuru, 2004.

[8]. Ananthakrishnasharma, Rallapalli. JayapavirachitaNrittaratnavali. Pottisreeramulu Telugu University,
Hyderabad, 2007.

[JCRT2006009 | International Journal of Creative Research Thoughts (IJCRT) www.ijcrt.org 54


http://www.ijcrt.org/

