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Chapter-IV

A CRITICAL AND MUSICAL ESTIMETE OF
KISORACANDRANANDACAMPU

4.1. Poetic beauty of the campd :-

Kavistrya is gifted poet and technical artist of high oder. The greatness
of the poet is established through his imagination and the dexterity of
conversation between the characters.! Saccidananda Misra called Kavisiirya
an applied poet? He was above all traditional norms and he was the poet of
mass—appeal?il:anigrahi observes it as a special and unique poem.* The
combination of different words from different languages has increased the
poetic value of the poem. Leaving his other works only this carmpd can keep the
poet as immortal.” Without any doubt it is his master piece, in lyrical merits as
well as dramatic presentation.’ The poetic talant of Kavisiirya is discusssed
and approved by many renowned scholars.There is no contest between
Baladeva's intellect and the popularity of KCC. Many critical works have been

published on Kavistrya and his compositions. So to avoid repeatation the

extensive bibliographical and referencial materials may be consulted.
4.2 The literary merits of KCC.

The poet has tried to keep his poem above the conciousness of his

1. Acharya, B. C., Vicira O vivecana (Odia), p.30

2. Mishra, S.N., Baladeva Ratha, S3hitya sadhand O siddhi(Odia). p.124
3. Mishra, K.C., Ed. Kisoracandranandacampd, p.103

4. Panigrali, SN., Kavisdrva Daladeva Ratha, Krti O Kréitva, p.105

5. Behera, K.C., Kisoracandanandacampd, p.132

6. Manasinha, Mayadhar, A fistory of Oriva literature, p.132



contemporary age and expressed the short and simple theme in a dramatic
manner.’ Like others Kavisirya filled his poem with major literary merits like the

rasa, riti, guna, dvaniand the alarikaras.
4.2.1 The rasa-s:

We find five sentiments more or less in the campd. The prevalence of
the erotic sentiment is felt throughout the Aavya. Baladeva has described the
sentiment of love as per the requirement of the time and situation. Though the
love play of Radha and Krsna is described in the campd but the poet carefully
blended the erotic sentimént by the both aspects of it i.e. sambhoga and

vipralambha to make it in’[eres'ting.8
4.2.1.1 Treatment of sambhoga srngara :

This phase is described within the social discipline and he has crossed
this stage with much care and artistry. An eloAquent creation like KCC should
not be limited within a particul'ar system of poetry. Every connoissure has the
right to enter and accept this poem. Fdr that Kavisurya has given the manly
touch to the divine characters and prepared an earthly play like any other
/fa'l/ya.9 The poet used all his poetic energy to express the erotic sentiment

through the sambhogasrngara [love in union].
misila cari locana variruha madanu labhila carf
milila syama gaura dui maha /

madhupa yuva labhila aba navasarasiruha /

7.Nanda, G.C., Contributio:n of Odishan authors to Sanskrit campil literature, p.145
8. Dasa, Kulamani, Ed. Kavisdarya Granthavali, p.61

9. Behera, K.C., Kisorcandranandacampu, p.116
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................... mahamodapravaha.

madhu madhura vadhd-adhara /

kisoravara radanambara /

vimba cumbana cunkruti svana mela/

mrudu manmana dhvani janana

kalati kroda khela/

mahendra mani vala va sreni ratila hoi lola /

monofna catu piyusamaya misrita heu heu samaya/

mara mahatva gala ki nahi hela sarmsaya dola ! KCC.ma song

The same context continued in the ‘ya’ song where Krsna in his catukti

tells to Radha-

yosavara re, yatharthare, jana mu tohara re/

yamalabhuaahara-nibhapayodhara maradania cakara re/

The four eyes of Radha and Krsna were united along with the glow of
the figure. A young drone had got a fresh lotus. No difference remained
between the gross body of the divine lovers. The three sattvika-bhavas'® i.e
vaivarnya, asru and murccha left the place of union and the first five vikara-
slalteration] remained with them.The mind of both were flooded by the
prevailing erotic sentiment of pleasure and the full emotional overtures in
consummation of love. This union of the Purusa and Prakrti released the

inhabitants of the three worlds [#ribhuvana] from thier vicious activities.The poet

10. See glossary for detail
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again describes the impact of that divine union as; that prevailed as fragrant as
that lotus crushed by an elephant, the moonbeam as the glow of a lime stone,
the song of a cuckoo was heard which is the companion of the spring and
exciting for the lovers. The tinkling of ornaments started and that sound broke
the conscience. Whether the sweet murmuring conversations between Radha
and Krsna has reduced or improved the credit of Kama has remained as a
matter of doubt for the poet.The divine flowers were showered by the dwellers
of the heaven over that forest. The sweet sqund of mrdariga and other musical
instrument were heard everywhere.The divine beings started dancing.
Baladeva followed the tradition of rity age where eroticism was a major element
of poetry. Though he gave importance to that sentiment but he explained with
very much control under the veil of Ripakas and avoids rustic language.'’
Kavisurya brings celestial quality in Radha and Krsna while drawing the picture

of the union of the nature and the almighty respectively.'
4.2.1.2 Treatment of vipralambhasrrigara:

In the campd the mental conflict of Radha and Krsna due to the witty
dispositions of the lady companion Lalitad, is seen in the form of

vipralambhasrrigara or erotics in separation.”
4.2.1.3 Different stages of vipralambha :

For depicting Purvardaga stage the poet has taken the help of six stages

of ten Kamodasas :-

11. Chatterji, S.K., Ed. Kavisdrya Baladeva Ratha O Kisorcandrinandacampd, p.55
12. Nanda, G.C., Contribution of Odisha authors to Sanskrit campil literature, p.116

13. ibid, p.116



i.abhilasa : The desire of Radha is expressed in the "ka" song.She
hopes for the union with Krsna*. Again she wishes Krsna in the "pa" song. If
the nectar like moonlight changed into poison and after bathing in the Ganga a
person can not be sinless then what may be the remedy of this disaster? So
without caring for the result she wants Krsna. Lalita consoles and inspires the
desire of Radha that fate will fulfii her want very soon and Radha will be
relieved from the pain without Krsna'®. In the “tha'song the hope of Krsna
expressed in front of Lalita that if Lalita will indicate, Radha must come to the
solitary place and Krsna will be successful to get the closeness of Radha.So

the desire of Krsna can be fulfilled by only the hint of Lalita."®

i.cinta : Purvaraga is elaborately found in KCC. Both Radha and Krsna
are thinking to get the company of each-other. In the "/a" song Krsna expresses

the first appearance of Radha and thinks of her glowing beauty."’

iii.rmarana : Both Radha and Krsna are memoring eath-other till the song
of "ma".In the "ga" song Radha says to Lalita about the misterious figure of
Krsna. She is reveeled by his appearance and can't decide that sight as a liquid
poison or the sweetest one'™®. She feels as splitting by the blue lusture of his
body'®. In the first song also a sign of remembering Krsna by the expression of

Radha®®. Again in the "/a'song Krsna recalls the movement of Radha on her

14, Paravacandra cipudi piceba pivusa

15, deva diaba to abhimata durakara dvaparaku ceta/
16. thiridele netraiicale vijanasthine se bale virdjiba/
17. janamanohdri se vicitra sirlf

18. goligaralarukatu piyusaru svadaguna gala bali/
19. gilideld purandara-nifakara-kalikimayatimire/

20. kali ja duraru dekhi kaland kala mo akhif
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palace with resemblance as a golden puppet?".

iv.vyadhi . In the third verse the disease like pain of Radha is expressed
in front of her friend®. In the third song "ga"the disgust of Radha for food,cloth
and body itself expressed by herself.?® In the "ja" song the filling of burning
sensation caused by\ the moonbeams is expressed by Krsna.?* He requests
Lalita to help and create a chance to meet the beloved. Otherwise he warns
that he can't live any more.? Again in the "gha" song the condition of Krsna
described as that he is going to fall due to drozzing caused by the dream of
Radha.?® Krsna looks like that moon on the date of the avitiya which resembles
a ray of light only.?” Again Lalita expresses the warmness of Radha which
causes the abscess by the sprinkling of water mixed with camphor and

sandalpaste.®

v.avega . The agitation of Radha is expressed in the first song of the
camp@®® Again that found in the song of "pa". She is not prepared to hear
about the cruelty and uncertain love of Krsna. She only wants to meet him

eagerly.*

vi.dainya : Radha requests her friend to tell something possitively about

Krsna because she is unable to hold herself without the love of Krsna. She

21, jangamahebara jambunadasara/

22. sampatodbhavahrdbyathim haraparamodam canodancaya/
23. garistha aruci kahinki koruci asane, vasane, dehe

24. jvalanaru balf sehidinukeli karevibhavari nahakara

25. niscay e ghena citte na jieebi kaddcite, na batdile tu sukha raha/
26. dholdila pari dhalif

27. dvitiyara sasilekhdparidisi/

28. photaka heuchi sificiba karpara candana milita bari/

29. Kahuchi varajilaja.... maji jibiki ubhhdratire/

30. piace duhinki thare duhitika adhara, pache kaha dcarana putanavadhara/
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says that she can't remain alive more and getting ready for suicide.>' One
aspect to note here is important that Mana vipralambha is not depicted by

Kavistirya as found earlier in the Gg of Jayadeva.
4.2.2: Other flavours :

At places the jestful dialouges of the female companions towards Radha
and the conversation of Krsna with his friends create the sense of humuor.The
ridiculous sentiment is presented by the verse numbers thirty-two and thirty-
three.We find a little bit marvellous flavour among the prose lines before the
last verses. Here the poet expresses the strange and wonderful effect of the
extraordinary echo of the flute played by Krsna. Hearing that sound the water of
Yamuna was tilleded, a thrilling is created on trees, deers are being constant

with standing earlobes and snakes stayed with widespread eyes.
4.2.3: The ritiand the guna :

Kavistirya brings the necessity of the change of the scene,uniting that
time,action and place for the smooth moving of the plot of the campd. The
campu seems wonderful with its limited area. It is full with the words which
contain the prasada and madhdrya qualities and the carrier of vaidarbhi and
parncali styles.The first and last verses are best examples® of the

prasadaguna.

31. thapire kaha tathapire sahacari thibi ki chadibi prana/

32,39 7 HO FEATIRONGAT AJragoa |

mratraty ety fAfEam @ gerarart |

FATTATTIG A1 qERas =a ST : |

FRICAGATd : § TAYEY : 7d : 9 g 1| S
T - ER TS FET AR : | Gl ; Pt st aafid Sae |
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The last proselines and the same of verse nineteen present the

profoundness of its linguistic skill.*

4.2.4: The Poetic embelishments:

The poetic imagination is fruitful on the base of ornamentation Kavistrya
-has given importance to the ornamentation of poetic figure than the excellence
of the poetic soul.The subject matter is general and small but the style of
expression gives the poet a special position among all the other poets of his
age.Kavislrya gave up the alarikara-s like slesa,yarmaka,etc. and he adopted
the self-expressing alarikdra-s like upama,ripaka etc.By this system he
enriched the major sentiment of the campd,that is erotic.Kavistrya is a poet
who is much fond of alliteration.His allitertaions of sound of letters throw the
speak of poetic beauty.The anuprdasa and it's varieties are frequently found in

the campu.This is the highest used alarikara by the poet.

4.2.41The Upamaiarikara. |n the third verse Krsna is compared with a new by
emerging cloud.®* Krsna is happy after seeing Lalita as a poor fellow becomes
glad after getting gems.35 Radha expresses her pleasure like the newcoming
leaf of her happiness-creeper. Her pleasure is compared to the ray of light in a
dark room, droplet of rain for a dry seed, as the moonbeam for night and as the

t36

realization of god for the saint.™ Radha avoids the anklet which follows the

33. AMGITANS AATGAA . ... T |

T TR e g

afasred St a1 SRR AssTRaTET T et |
M. pratvagra mudiramedurah samutkata/ KCC v.3

35, dinascintamaninam/ v.8

36. bhutiradyva sakhi.. yvati cittavriterbrahmananda dhareva sampratam mamatvamasi, v.21 along with the prose
passage



sounds of victorial drum of Kamadeva.®” The humming of drones compared to
the benediction song.38 These are some comparisons of the Sanskrit portions
only. The whole work is filled up with this uypamalarikara. There is a sequence
of Malopama in the prose part between the 20" and 21% verse (quote from

p246 lines 3,4,5).

4.2.4.2 The AtiSayokti : The success of introspection refers to this category of
alarikara. This is also known as hyperbole.® In the third verse Radha explains
about the glow of blue-gem which she looked around her and by which her pain
of heart is increasing by force.®® Lalita says to Krsna that to get the star from
the sky may be possible but to make Radha positive towords Krsna is
impossible. Radha is more eminent then the stars.*' Krsna explained the figure
of Radha as a moveable golden puppe’t.42 The wonderful effect of playing the

flute is described in the prose passage of thirtyfifth verse.*?

4.2.4.3 The Rupakam: The gI.ow of Krsna looks as if it is the blue lily, blue-gem
and the new cloud.** The mistakes of Radha pains her like the arrow.”® The
comming of Lalita is like the rain on the dry field for Krsna which is described in

the prose lines of verse eight.46 The sweet words of Lalita serve Krsna as a

37. vijavadindimadambarabalambi caranamandanam nihsrutya/ v.25
38. arabdhanangamangalasamgita madhukaranikara, v.26

39. Kane, P.V., Ed. Sahityadarpanam, p.154

40. sthaeirfjvam tat prabhrti skhalatyapi valat / v.3

41. viyatastaradhika Radhixa / v.11

42. kancanamayi samcarini pancalika / v.10

43. caracaradhairya vidhuamsini... babhuba [ v.35

44. KCCv.3

45. smarana sara visa rasara prayoga sirnasaram/ v.5

46. taptinkura kedaram prati vrstyeba/ prose passage of v.8



f.47

boat to cross the ocean of grief."” The thought of Radha enters in her heart like

a spear.*® The look of Krsna is like a moveable arrow made for a blue lily.*

4.2.4.4 The Vyatireka : Lalita says the hardness of Krsna is more than the Vajra
or the thunder.®® Th glow of Radha and Krsna blames the glazing gold and

blue-gem.®'

4.2.4.5 The Nidaréana : Lalita says no one bride can stay without exhilaration
after seeing the charm of moveable peacock feather. So Radha should not see

that.%®
4.2 4.6 Others:

The insects which rest on fire feel the pain till death and like those the
.woman who rest on Krsna will feel very much pain.>® Here the combination of
ypama and svabhéabokti create the samkara-alarikara.®® The natural description
of dawn is the svabhabokiralarikara. The humuorous words of the companions
of Radha present the virodhdabhasa-alarikara.®® Krsna says that the merciful
persons always try to remove other's grief without idleness. This is an

expression of arthantaranydsa-alarikara®® At many places the combination of

47. drdham navyam bhavyam taruni taranim te mrdhugiram [/ v.12

48. santata ciftaruntudakurtamukhagra dalita/ prose passage of v.23

49. etasyekspakona vikspa valinnilara vindasuga/ v.35

50. nisthuraguna kulisaru paduchi valif song 'na’

51. caimikaraprakara bit¢7nz(7 yukha lekha, nilotpalanisumayam/ v.27 ,

52. sprustva caficalacandrakancala camatkira kramam caksusa/ kivasmin putabhedane navavadhurekipyasoka
bhavet/ [ v.4

53. krspam krspavartmanamiva Salabhardji rasritya tvadrsam vaimabhruvam / passage of v.22
54. amandananda piyiisa nisyanda... / proseline of v.30

55. yatvam Ssirisingalate sahethanalijfana linganampyagadham/ anilaratnargalayugma ruddha, saibatvamasih
kathamadya kastah/ / v.31

56. durgatajanavargopakarajanyva punva vasopavarga nirgatalasanisarga hi dayalabo hrdyalabah// prose passage
of v.14



more than one alarikara-s create the sarkara-alarkéara. Not only the Sanskrit
compositions but the Odia songs also rich with poetic embellishment.Among
the thirtyfour song each line can be an example of one alarikara. Since it is not
a critical study of KCC only, therefore a few examples are quoted here. To
enjoy all the poetic embellishment other critical editions of KCC may be

followed.
4.2.4.7 : The Chanda-s{metres}:

For the thirty-eight verses the poet has used nine metres. The name and

numbers of verses are like this:

Names Sl. Number of verses

Sragdhara (8,1,6,8,16,33)

Sardiavikrightarm ------------------ (®,3,4,5,7,9,11,13,18,22,,23,24,35)
R [ ———— (8,2,12,20,26,29)
Vasantatilaka-------------====--=----- (¥,10,14,17,27,28,37,38)

Anustup- . --(@,15,34)

Vamsastha (8,19)

Indravajra- (8,21,25,31,32,36)

Aryg-------- —memmnm--=(8,30)

The poet has used these metres as suitable for the subject matter and

poetic sentiment.

4.3. Linguistic skill of the poet:

Kavislrya has written the Sanskrit portion of KCC as per the definition of



a campd. There are thirtyeight Sanskrit verses in traditional metres like
Sragdhara‘, Manaakranta etc.The words used in the verses are simple and

melodious.

For example: tvatsnehajabhyudayinatvayinapadesah /
Samprusyatemamahrudakathayamitathyam I/
vastvkamasti-asitasaudhalasadvilasam /

tadviksanadigade-idrusaullalasa | KCC.v.30.

The prose lines in the KCC are impressive and bear the stamp of poetic‘
excellence of classical writtings. The prose is rhythemic and rich in poetic
embelishments. The prose style of Kavislrya is more often predominant with
the Utkalikdpraya type of prose.”” The prose is divided i}nto four groups and the
third division of it is the Utkalikapraya which abounds in long compounds.®® in
the descriptive matters and in conversational stages it is mainly of the Cdrpaka
type. The fourth division of the prose is the Curnaka which.is characterized by
simple uncOrﬁpounded compositions.>® The campi shows that Kavislirya was
no less than any blessed Sanskrit poet of the middle age. He has followed the
Sanskrit camb&tradition and offered the begining prayer to his favourite god. At
some places he has used the simple Sanskrit words which can be understood
by the masses easily. For example:-bharati, vanapriya, tapifichasakhisakha,

camikara, valli, pradosa, vibhavarietc.But some lines require depth in Sanskrit

57. The four divisons of prose: vrittagandhojhitam gadyam muktakam vrttagndhi ca/ bhabedutkalikalikaprayam
curnakam ca caturvidham/ / SD. vi.330

58, Srimadbhyamanyonya - lavanyalolalocanabhyamambaradambara vidambitambudhara rocanabhyam x x x
namonamal [/ kcc, the last prose passage.

59, nocitam sakhi, sadharanetara sukhasaudhordhva sancaralifodyotsahasikasya mamasadhirohini haranam// kcc,
prose passage of v.12



language like-kathamahamihamahitamahima...etc,’® (the prose lines following

verse two).

Kavislrya has mastery over many languages like Sanskrit, Odia, Telugu
and Hindi/Parsi.?" During his time Parsi was the official language of India. The
poet has visited many states and was related with the administrative
departments. Therefore, he was well versed in the Parsi and other foreign
languages during the Mughals, words from which prevailed in local use of the
people. Being an inhabifant of south Odisha he knew the Telugu language by
the effect of neighbouring state now called AndhraPradesh. In this campd he
ﬁas combined the chaste Sanskrit Iaﬁguage with local Odia language and used
some Arabic words in the QOdia portion(cautisa) of KCC.The Odia cautisais rich
with different words belongs to many languages and this proves the skill of

Kavisiirya. His songs are regarded as the endless property of Odia literature.®?

The English language is prosporous now because it has accepted words
from almost all the languages of the world. The ocean is deep and wide due to
the recéiption of water from all sources. Therefore, a language can not be poor
or rejected by accepting other languages, but its scope will increase.®® Some of

the examples of different words used in the KCC are:

*The Sanskrit Words:-khamanimandala, ghrutaghata, ghasranatha,
maharnava, nipavana, kakubha, citrdrpita,  jambunadasdra,  kilvisa,

nisargakrupalu, milinda, variruha, sarasiruha, marjira, samanasvasa, yavaka,

60. See appendix for detail

61. Panigrahi, S.N., Kavisdrya Baladeva Ratha (Odia), p.41

62. Chatterji, S.K., Ed. Kavisiirya Baladeva Ratha O Kisorcandranandacampa, p.52
63. Panigrahi, S.N., Kavistirya Baladeva Ratha (Odia), p.43



vrjina.

“The Arbic Words:-akhara, abura, khidla, jahara, thaura, divala, darada,

nafira, faU/%, framasa, fariyad, fajit, fatua, vadasa, samajhai

“The New Meaningful Words composed by the poet:-harihayamani,
samamsamina, sdnavarasa, sdtrama, hararatha, bhutibhdsa, bharga,
pariurdha, arista, praksvedana. These are the unprevailed Sanskrit words. But

the poet used these as per his requirement.
*The Telugu Words: - fenta, dhaba, sar, thapi
“The Hindi/Parsi Words: - darada, hukuma, pahilu.

“The Typical Ancient Odia Words:-goda. gandi, chana, jhagadi, pali
ghola, khara, duin, tjpi, dhukaiba, golia, gahali ghari;, cinae, cakati, tule, niki,

nipata, laha, phuruna etc.

Anyone language of the world can’t expresses all the emotion, desire of
man and the newly invented things. Therefore the intellectuals havé been trying
alwaysA to improve their own language and to express the accurate
matter/intension.Regarding this direction the composition of Baladeva is always

memorable.®
4.4. The natural descriptions:

In the Odia song under the letter ma; the poet has described nature as
a supporting element for the union of Radha and Krsna. In the Sanskrit portion
he described the scenes of morning through the voice of Radha. Radha

requests Krsna to return back her loin-cloth and relieve her from bashfuiness

64. Mishra, K.C., Ed. Kisoracandranandacampa (Qdia), p.132
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being alert at the advent of the dawn.®® The poet visualizes the Eastern
Quarters as a lady as if eraring orange-colored cloth on her waist. The cakora
couple is chirping with pleasure and hope for union.®® The wild cocks are
crowing and indicating about the becoming light
(vanecaracaranayudhadhvanibhif). The drones humming in the Lotus flower in
the waters of Yamuna and drinking the honey from those flowers. The bhata-s
(ministerials of Nanda employed to rouse the king) are playing musical
instruments near the gate of the palace. The cow-herd women are going to
take their bath in the Yamuna. Their ornaments sounding sweetly and creates
the music of a dingima (a kind of small drum) which indicates the prevéilling of
the early morning. The sky is filling with these echoes during this time Radha

come out from the arbor®’ (prabhatikadindimaravadambaraih)
4.5. The musical estimate:

Kavislrya has designed the campd basically in the Sanskrit language,
but he might felt that without the musical charm added to it that could not
provide a complete poetic relish. Therefore he combined the Odia songs which

are called as the caupadicautisa songs to his work.®®

4.5.1:Caupadiliterature in Odia:

Caupadi’is the composition of a small lyrical poem having four steps. But

65. muricamat kafcukincalam/ KCC, v.30

66. It is believed in the poetic tradition that the Cakravaka or the Cakora couples are separate in the night and unite
in the daytime

67. prabhatika dindimarabadambarcih/ T. Pattaniak, Ed. Kavisdrya granthivali, p.161

68. Panda, R.N., Contribution of Odishan authors to Sanskrit campu literature, p.112
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it is not possible to express the complete emotion within four steps of a poem.
So, it may increase and for that the word caupadris popularly known as a
musical composition of four or more than four steps of a poem. So it may
increase and for that the word caupadi is popularly known as a musical
composition of four or more than four steps.®® The word caupadi might have
developed from the Sanskrit word ‘Caupadi’, but no similarity is found between
these two varieties. Except the Purana and other texts of literature the small
musical oompositions composed in different tunes were regarded as caupadrs.
From the sixteenth century this word is prevalent in ancient Odia literature.”® At
that time the Sanskritised Odia language has gained popularity and was used
by the elite of socie_ty for their literacy and cultural purposes.”! In the musical
texts of Sanskrit the small poems are categorized as citrapada, citrakala,
dhruvapadd and pancali category.”? The ancient Odia caupadi songs are
included in the citrakalda and dhruvapada.”® The first step of a caupadris known
as ghosa or dhruva, second step is antara, third step is saricari and the fourth
step is abhoga or in Odia it is called as bhanita in which the name of the
composer is found.” The ancient songs of Odia were developed by following
the dhruvapada style. In this type of composition a long tune, thrilling of the
svara and the alapa for more period of time is not found. The prevailing songs

like: - bhajanas, local songs, chanadas, the song of local festivals like Rajotsava,

69. Mahanty, J.V., Odia caupadr sahitya (Odia), p.11
70. Ibid, p.10

71. Nanda, G.C., Contribution of Odishan authors to Sanskrit campii literature, Ph.D. thesis of Utkal University,
Dept. of Sanskrit, 1999

72. adya citrapada / ] Samgitanardyanah, 4.1
73. Odidcaupadi sahitya (Odia), p.28
74. Mishra, K.C,, Ed. Kisoracandranandacampa, p.112
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Kumarapurnima are the examples of typical Odiacaupadi-s.From that the
literary figure of caupadiis developed and established.” The Odisi song is the
modern name but the caupadi-s are ancient than Odisi song. The recitation of
caupadi is better than the singing because in origin those are related to
literature.” The chanda (a poetic composotion) used in ancient Odia giti poems
are divided into four types. The folk-songs, the chandavrita, the Sanskrit
chanda and the raga of classical songs. The caupadis are the best creation of
that age, because in these songs the classical raga-s with supporting fa/a-s are
directed.”” The traditional classical Odia songs are difficult to sing in accuracy
and their composition style is also complex. Its tune and scale of singing has
not mentioned anywhere. It has to maintain the textual rules and traditions. The
singing of these songs are still prevalent among the musical teachers, being
transmitted from their forefathers. .The first step of these songs is called as the
dhruvapada and all next steps are known as the antara.’®In these songs the
excellence of tune are less important than the emotion and sentiment. The
caupadi songs are expressing the sentiment of grief and peace more in
comparison to the others. Regarding the time Odia caupadi can be grouped as
ancient and morden.The ancient songs are grouped again as:-
devotional Krsnalila oriented,romantic and satirical. These songs were
practically used in two fields: - in different local and divine festivals and royal

courts or gatherings.” The caupadFs might have their origin as they have been

75. Mahanty, .V., Odia caupadi sahitya, p.35

76. Mishra, Sacchidananda, Ed. Baladeva Ratha, Sahitya sadhana O siddhi (Odia), p.118
77. Dasa, Asoka, Kahita nuiai bharatire(Odia), p.118

78. Mahanty, J.V., Odidcaupadr sahitya(Qdia}, p.33

79. Mahanty, .V., Odidcaupadi sahitya(Qdia), p.37



sufficiently influenced by Jayadeva's Gg. Only Gg had mostly the Astapadi-s or
songs with 8 stanzas which has been reduced here to caupadrs or songs with

4 stanzas.
4.5.2: The caupadiand cautisa

The Sanskrit portion of KCC is regarded as campd though it is a
combination of prose passages and verses. But the Odia songs connected to
this campu are called as the caupadi-cautisa.Generaly both the Sanskrit and
Odia portions are known as the KCC.The caulisd is a revised and developed
form of the caupadi. After the composition of Jayadeva's Gg, a tradition of song
composition and discussion/performance was started. From the fifteenth
century the Prakrit and Apabhramsa songs regarding Radha and Krsna and the
imitative songs of the Gg had prevailed in Odisha. In the sixteenth century the
Bengali and Maithili songs were widely circulated in Odisha after the incoming
of Caitanya.?? Some of the peculiar patterns of Odia poetry that originated in
the ancient and medieval periods are categorized into three groups i.e.*‘ the
fourteen-lettered couplet with its Déhdivrtta variety*the koili song *thé cautisa
song.®' Mayadhar Mansimha difined the caufisd song as a ballad, the stanzas
of which, or couplets, are arranged according to the letters of the alphabet. The
four and thirty letters, from "4&" to" ksa", in the serial order of which tﬁe poem
glides on, gives the n;me to these patterns. In this system the first letter of the
first two or four lines must begin with Aa, the lines in the second couplet or

stanza begin with kha and so on ill the last letter ksa.%? The caupadiis a small

80. /bid, p19
81. Mansinha, Mayadhar, A lustory of Oriya literature, .40

82. Mansinha, Mayadhar, A Aistory of Oriya literature, .41
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poem of four steps whereas the cautisa is an alphabetical composition serially
from kato ksa which contains the musical songs composed on traditional music
patterns. It also bears the sastric raga-s and fa/a-s. So a caupadi can be
included within a cautisa. In Odia the number 34 is known as cautirisi and the
name cautfsg indicates about the thirty- four songs alphabetically. In the temple
of Jagannatha at Purt the traditional dance and song are performed on different
occasions. Therefore, Purl remained as a famous place for the discussion
about music and song. From ‘the time of Caitanya many pilgrims and
intellectuals have been coming to Puri. Odisha was politically and commercially
related to South India and Odia literature, music were also seriously influenced
by the South. So the caupadi and cautisa songs contain many words of that
Odia language which was under the impact of the South-Indian language.®® For
easy memorisation, romantic in nature and musical character the cautisg songs
are still popular in Odisha.®* There are thirty-four Odia songs in traditional

cautisa style joined to KCC which proves it's belonging to the ancient style.®®

4.5.3: KCC verses caupadrcautisa 4
In the middle of the sixteenth century Odisha has lost its political

freedom due to Mughal invasion. But the tradition of composing the caupadr
cautisg was not restricted. The poets from that period gave more stress on the
composition of musical songs rather than the puranic literature.®® The songs
are composed not only in the sastric rdga-s but also in the chanda—s, a local

pattern of song. The term chanda has been coined from the rootword chandas

83. Mahanty, |.V., Odia caupadi sahitya, p.24
84. Manasinha, Mayadhar, A History of Odia literature, p42
85. Dasa, Kulamani, Ed. Kavisarva Granthavali, p.59

8o.Mahanty, |.V., Odid caupadi sdhityva, pp.21-34
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~ which mean the metre. In Odia Iiierature there are a good number of metres we
find the use of large number of metres in analogy of the Sanskrit metres. They
are like the Sanskrit tradition and are indegeneously contrived. The best
example of this mixed poetry is the KCC of Baladeva Ratha.lt's first song "4a" is
compared on the sastriya rdga "Saver" but the song of "ca" is on the chanda of
Paficama-varadi.®’ It is observed that the Odia portion of KCC'is mixing of both
caupadi-cautisa. The songs of ca, bha, Va; ma and ksa are the compositions
having four-steps. But the other songs contain five to seven steps. So it may
also call as a giticautisa, but its popularity as a caupadrcautisa can't be
denounced.®® The Sanskrit and Odia portion of ACC were not written
simultaneously and Sacchidananda Misra proves that by some .of his
inventions.

A:- In the third versewLalité supports the attraction towards Krsna in a
natural way.*® But in the second song she opposes Radha and alerts her about

the problems of sesing Krsna.™® This opposite composition can't be composed

at a time.

B:- Before entering in the arbour Radha gave up her anklets.®' But after
that verse the song expresses the sweet sound of the anklets during the

union.%

C:-The name of the poet the composer to whom the song is named after

is not found in the Sanskrit portion.

87. ibid, p. 35

88. Mishra, K.C., Ed. Kisoracandrdnandacampi, p.112

89. Kavdsmin putabhedane navavadhureka pyasoka bhavet / kcc, v.3
90. khardpatuhelure/ kcc, seng of the letter “kha’

91. caranamandanam nihsrutya/ prose passage of v.26

92. manju marijira bhusi sificita/ / second step of the song of ‘ma’
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D:-In the beginning Kavislrya expressed his poetic loyalty calling him as
a person having less intelligence (svajpadhi).*But the songs are named after
the king of Athagada who is praised as Maghava, Purandara, Lekhadhipa,

Sutrama, Samanta, Sudhansu etc.%

Though KCC'is a Sanskrit composition but it remains disappeared in the
history of Sanskrit literature. Whereas the caupadi-cautisa songs are regarded
as an extraordinary creation in Odia literature. The Sanskrit and Odia writings

both have jointly got the publicity asKCC.*®

All the songs of KCC are not the caupadrs but those arevmixing of
caupadi and cautisa. Both are lyrical poems. The alphabetical composition of
the caupadiis particular but not the singing style or the rdga. The singer tries to
find the raga and t4/a for a caupadias per his ability and skill of performance.®
To avoid this problem and to sing the song of KCC in one particular system the
Odisa sangita nataka academy published a svaralipi of KCC in 1963.9But the
raga-s and }é/a-s directed by the academy is not matching with other
manuscripts and ancient writings on KCC. Song is generally tune oriented in
which the well audible composition of tunes is important. On the other hand the
poem should be emotion based. The speciality of KCC is that it bears deep
emotional poems with sweet audible rhythmic song.Kavislrya has composed
the songs with that raga which is suitable of that emotion of song. It is directed

by the musical texts that, which rgga will be used for which emotion.Kavisurya

93. prose passage of v.2

94. Mishra, Sacchidananda. Baladeva Ratha, sahitya sddhana O siddhy, p.99
95. Panigrahi, S.N., Kavisarya Baladeva Katha, Krti (O Krtitva, p.71

96. Mishra, S.N., Baladeva Ratha, sahitya sadhana O siddhi, p.184

97. Dasa, Asoka, Kahita nuhai bhiratire, p.120
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was well versed with the composition of rdga and emotion as a singer and a
musician.’® According to S.N Panigrahi:- "The svara and the vani are the life of

Odisi song".%

4.5.4: The rdga-s used in KCC.

There are one hundred Sastriyaraga-s used in the traditional caupadi
songs.'® According to the people of Odisha campd means that song which can
be sang through sweet, smooth tune. The KCC has popularity for this reason
only. It is regarded as a popular musical nosegay over all the blame and
mistake. If we consider a poem from the popularity point of view‘KCC is no
doubt a successful one.'" Generaly many musicians of Odisha agree with the
number of raga-s are six and raginfs are thirtysix. In the writings of Upendra
Bhanja the forty-eight raga-s of different types are used. In Kavislrya's writtings
we find some mcre rgga-s which are not introduced by Upendra Bhanja.
Baladeva has indicated the tafa for each rdga introduced by him. During the
18th century there are ten rdga-s used in Odia poems.'% The riti poem is also
known as chanda poem due to bounded by the chanda-s.'® The Odia vrtta has
no a particular name and as the rdga-s are accepted as the name of the vrtta-s
therefore there is no discipline in the Odiavr#ta-s.Vrtta is a category of poem in

Odia like the chanda, cautisd and caupadi. There are many raga-s named as

98. Behera, K.C,, Ed. Kisoracandranandacampd, p.124
99. Panigrahi, S.N., Kavisiirya Baladeva Ratha, p.38
100. Mahanty, ].V., Odia caupadi sahitya, p.63

101. Dasa, Asoka, Kahita nuhai bharatire, p.229

102. /bid, p.119

103. /bid, p.117
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one vrtta.'™ Kavislirya was a musician himself. So except one or two vffas
other songs are based on classical rdga-s like-Asavari, Kannadagauda, Kafi,
Kamodi, Kedara, Khambaja, Todfi, Plravi, Bhairava, Bhairavi etc. The ‘sa’song
is written in the chandavrtta but named as a classical raga like
Sankarabharana. The ca, va and sa songs are named asadhruvapancaliThe
songs of KCC are categorized under the citrapada. The campirsvaraljpi
pubvlished by Odisa samgita-nataka academy gives direction to sing the songs
of KCC in classical style. This proves the classical musical knowledge of
Baladeva.'® The raga-s of the songs of ACC differs in the opinion of different
scholars. For example the song of 1a’ is directed as the rdga Vangalasr or the
Vasanta by Kulamani Dash and Trinnath Pattnaik.But K.C.Mishra says this
song is a mixed raga of Vangalasri and Vasanta.S.K.Chatterji collected the
opinion of different musicians and scholars and presented a list of all the rdga-s
with appropriate fa/a-s. Theseraga-s may differ to another commentator but one

can sing the campd songs through these raga-s properly.

Letter Raga Tala

ka sabarr ekatali
kha kedara triputa
ga todjparaja ekatali
gha kamodi ekatali
na kumbhakarmodi ekatali
ca _ parncamavaragr triputa
cha mukhariimukhavarr ekatali
ja kedara triputd
Jha i Jhinjhoti athatali

104. Mishra, 5.N., Baladeva Ratha, Sihitya sidhana O siddhi, p.184
105. Dasa, Asoka, Kahita nuhai bharatire, p. 120
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na
la
tha
da

dha

na
fa
tha
da
dha
na
pa
pha
ba
bha
ma
ya
ra
la
va
sa
sa
sa
ha

ksa

mukhari
asavari

fodr

asavarr
desaksa
khambaja
karnatagauga
Jhinjhoti
bhatiari

kafi

kamodi
varigalasri
puaravi
saveri
kedaragauda
kamodri
mukhari

bhairavi

khandakdamoadr

bhirava
mukhari

mu/\'hf:-zr/~

Sarikarabharana

gauga

kedara

ekatali
athatali
athatali
athatali
triputa
athatali
triputa
athatali
athatali
athatali
athatali
athatali
athatali
athatali
triputa
triputa
athatali
athatali
Jhula
Jjhula
khemala
athatali
Jhula
khemata

tnputa

Some are sastric rdga-s and some are mixed with more than one raga.

The performance of each rdaga is also different regarding different music

teachers. But no doubt the composition of Baladeva is over all a master piece.

Mayadhara Manasingha says that:- "Kavisurya appears to be the most musical

in the technical sense, apart from other literary qualities. Each song of KCC' is
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written with the initial of a particular letter in each line and the lines arranged

consecutively one after another. Its high poetic and literary value has indeed

«106

13

made it immrotal in literature and loved by all in Odisha.
4.5.5: The fala-s:

Different opinions are found regarding the number of fa/a-s. Serially their
numbers are agreed with the eight types, nine types, and ten types. In the
traditional Caupadi songs the Athatdli, Triputd and the Jhula are frequently
used. Again the TStypes, 10types and 101types of upatala-s are used in the
OdisT samkirtana-s."”’ Kavislirya followed the six fé/a—s' which are Ekatali,
Triputa, Addatali, Athatali, Jhula and Khemata.'® But in Chatteriji, S.K.'s edition
we find five fala-s except the Addatali. He says that" Indian music is tumn
around by two opinions. One is the northern 'Bharata' system and another is
the Sothern 'Hanumat' system”. The Odisi chandas are under the impact of the
Hanumat system. It also includes the Karnatakimela and ACC has attained

more the publicity for this reason.'®
4.6: Art and KCC.

Being a literary text KCC is also a medium of dance, song and acting.|t
has impact on the visual arts and the Odisi song is more developed by this
- creation of Kavisurya. Still the songs of KCC are regarded as highly technical in
the music pattern. The expert singers only dare to sing the songs from KCC.

The songs are also staged by the odisi dancers and the senior dancers prepare

106. Manasinha, Mayadhar, A History of Oriya literature, pp. 127-132
107. Mahanty, J.V., Odid caupadi sihitya, p.73
108. Das, Asoka, Kahita nuhai bhdratire, p.119

109. Chatterji, S.K.,, Ed. Kavisirya Baladeva Ratha O kisoracandranandacampd, p.18
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the abhinaya (aotihg) of these songs.

Dance and acting are the special property of a song. The songs of
Kavislrya are performed by the gotipua''® dancers in the festivals like

Jhulanayatra, Dolayatra,'"

of Odishan temples espacially in the Jagannatha
temple of Purl.'"”” The performance is still attractive and regarded as more
artistic because of their background and the technical pattern of the songs of

KCC.
4.7: The dramatic valué:

The campd can be presented through a natural and befitting style on a
stage. This is well known to the musicians and the scholars of literature. For
this reason it may be named as a gitinatya.''® Each song of KCC is composed
of ones dialouge. For this dramatic element KCC is formed as a lyrical-drama
and staged many times.'™ Baladeva has depth in musical texts and so he
made his KCC eloquent and eternal by decorating with each element of sarigita
that are song, music and dance/acting.'’ The campii is so liked by people till
today for its sohg, music and acting. K.C.Mishra has divided the campd into
four dramatic scenes and described serially in his work.""® It may be visualised

within seven scenes as follows:-

*The conversation of Radha and Lalita in the opening scene.

110. See glossary for detail meaning

111, See glossary for detail meaning

112. Chatterji, S.K., Ed. Kavisiirya Baladeva Ratha, p.21
113. Dasa, K.M., Ed. Ka viszir);a Baladeva Ratha, p.59 -
114, Chatterji, S.K., Ed. Kavisiirva Baladeva Ratha, p.21
115, 7bid, p:21

116. Mishra, K.C., Ed. KiSorcandranandacampa, p.114
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*The discussion between Lalita and Krsna.
*Return of Lalita from Krsna and talking with Radha.

*Coming of Radha and Lalita to Krsna and the union of the great glows

like blue and golden.

*The jestful talking of the companion of Radha and their going to

Yamuna together.
*The humorous talking of Krsna with friends.

*At last the description of Krsna by the cowherdwomen including Radha

with song and dance around him.

The acting of KCC has been stageded many times by the directions of
many experts. It's presentation style is marvellous. It seems that the characters
of KCC are acting in a natural environment in the attarctive Spring season.'"’
Many campd writers of later age has followed Kavisurya for his excellent

presentation and style. '8

117. Dasa, Asoka, Ed. Kahila nuhai bharatire, p.124

118. Behera, K.C,, Ed. KiSoracandranandacampi, p.127
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