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INTRODUCTION



                                                                        Kshetrayya  was a prolific Telugu poet. He composed a number of padams and keertanas, the prevalent formats of his time. He is credited with more than 4000 compositions, although only a handful have survived. He composed his songs on his favourite deity Krishna (Gopala) in Telugu .He perfected the padam format that is still used today. His padams are sung in dance  and music recitals. A unique feature of his padams is the practice of singing the anupallavi first then the pallavi. Most of the padams are of the theme of longing for the coming of the Lord Krishna. He wrote with Sringara as a main theme in expressing madhurabhakti. Sringara is a motif where the mundane sexual relationship between a Nayaki  and a Nayaka  is used as a metaphor, denoting the yearning of jeeva to unite with the divine. In most of his compositions, Kshetrayya has used the mudra  "Muvva Gopala" as a reference to himself, which is also a name for the Lord Krishna in Kshetrayya's village Muvva in Krishna District of Andhra Pradesh State, now called as Movva.  Kshetrayya's work has played a major role in influencing poetry, dance, music of the South Indian tradition. Kshetrayya was intimately connected with the devadasi women of the temples of south India, who were the subject of many of his compositions. The devadasis traditionally possessed the musical/poetic interpretations of his work for a long period till the devadasi system was abolished and the compositions became more accepted in the musical community as valuable works of art. It could be said with certainty that neither before him nor after him that one had composed padams in the kaisiki form augmented with amorous colour, delicate wordings, by observing the hero – heroine characteristics, sensible meaning, ragas appropriate to the colour of the situation and (dhatus).Only those padams which are sung in vil.amba kala (slow tempo) by understanding the meaning of the words would be delectable. When dhaatus are written down, they look as if they are repetitive. This is an essential trait of pada saahityam. Ksetrajna, in order to reveal that he presented many, many padams in the royal courts of Madhura, Tanjavur, and Golkonda, composed a padam in the raga deshıya devagandhari, ‘vedukato naducukonna vitarayade’. At the request of the Tanjavur King Vijayaraghava Nayaka, he composed five padams known as ‘ksetrayya pancaratnamu’ and dedicated them to him. Many of his padams would have the mudra of muvvagopala. A few other padams, even though they have the mudra ‘kanci varadudu” or ‘cevvandilingadu’, would not be without the mudra of ‘muvvagopala’ also. His padams demonstrate every Nayika in all the possible behaviour patterns that can be found in reality. Vissa Apparao’s ‘Kstreyya padamulu’ gives an appendix of the ‘Sringara Rasamanjari’ with almost one hundred and fifty personalities of a women or Nayika bhedas. The analysis given by Vissa Apparao not only gives a classification based on the usual Sviya,Parakiya and Samaniya but also includes the various temperamental states of the Nayikas. A dialogue or confrontation with the partner is a rarely visualized situation by the Padakartas. They always depend on a duti/sakhi to express the feelings of their heroes or heroines. Either a heroine ponders her plight with her friend or the friend does the same to the hero and ask him to take care of the heroine So also the sakhi at times takes the responsibility of becoming the voice of the nayaka as well. The padam in Navaroj Raga and Triputatala the sakhi questions the Nayika of leaving her swami, describes his state in her absence and advises her to join him. This padam closely reflects an Astapathi of Jayadeva where the sakhi speaks on behalf of the nayaka and explains his anxiety to see the nayika.An attempt of finding the various transitory states of the Kshetrayya padams was done by Devulapalli Veera Raghava Murthy Shastri in his Abhinaya bodhini. In this work he gives the Sancari to be shown for each word of the composition, besides  discussing the nature of the nayika and the like. He scrutinizes each padam on the basis of the thirty three sancaris given by Bharata, thus giving a path to the dancer to learn these padams on their own. He gives a detailed account of more than 70 padams totally worked out the lines of sanchari bavas. An example of his work can be read out from the following composition which describes a Kalahantarita set to Punnagaraga and Triputatala. The nayika here repents for rejecting the hero who approached her and expresses the same with her sakhi and also gives reason for doing so. Devulapalli also mentions the rasa of the padam as Karuna.




NAYIKAS IN KSHETRAYYA PADAMS

KSHETRAYYA
      
                                 Kshetrayya was a prolific Telugu poet and composer of Carnatic music. He composed a number of padams and keertanams, the prevalent formats of his time. He is credited with more than 4000 compositions, although only a handful have survived. He composed his songs on his favourite deity Krishna (Gopala) in Telugu. He was born in a village called Movva in Andhra Pradesh. His parents named him Varadayya. Because of his habit of travelling from one place to another singing his songs at various temples, he came to be called Kshetragna or Kshetrayya. He wrote with Sringara as a main theme in expressing madhurabhakti. Sringara is a motif where the mundane sexual relationship between a Nayaki and a Nayaka is used as a metaphor, denoting the yearning of jeeva to unite with the divine. In most of his compositions, Kshetrayya has used the mudra  “Muvva Gopala” as a reference to himself, which is also a name for the Lord Krishna in Kshetrayya’s village Muvva, now called as Movva. Kshetrayya’s work has played a major role in influencing poetry, dance, music of the South Indian tradition. Kshetrayya was intimately connected with the devadasi women of the temples of south India, who were the subject of many of his compositions. The devadasis were traditionally in possession of the musical/poetic interpretations of his work for a long period of time till the devadasi system was abolished and the compositions became more accepted in the musical community as valuable works of art. Kshetragna imbibed all fine aspects of the culture. He would have had opportunities to study Telugu and Sanskrit  and also became well versed in puranas, music, natya/ sastra etc.

KSHETRAYYA PADAMS

                   Kshetrayya, a famous composer and poet of 17th century wrote many padams in Telugu with Srungara Rasa as main theme expressing his intense devotion to the Lord Muvva Gopala of his native village Muvva in Andhra Pradesh.This is known as Madhura Bhakti wherein a devotee identifies himself/herself as the beloved partner of the Lord and the padams are the outpourings of intense love with Lord Krishna.Kshetrayya 's Padams have a great impact on the dance forms of South India.In the past Devadasis used to sing and perform these songs in temples but now a days Padams have become an integral part of Classical Dance Performances on stage especially to show the artist's talent in Abhinaya. He perfected the padam format that is still used today. His padams are sung in dance and music recitals. A unique feature of his padams is the practice of singing the anupallavi first then the pallavi .Most of the padams are of the theme of longing for the coming of the Lord Krishna. 
Kshetrayya's padams now form an integral part of the dance and musical traditions of South India, where his songs are rendered purely as musical works or as accompaniments to dance. He was a prolific composer having composed several thousands of padams.He  is rightfully  called  the father of Sringara padams. Though he was born in AP, he moved to Tanjavur , the seat of music and fine arts. He  made a name for himself in the courts of Raghunath Vijayaraghava Naik, Tanjavur  and he later went to Madurai.  There he composed many  padams.  His padams have all aesthetic beauty and romantic aura. The padams are in colloquial Telugu set in slow tempo using common ragams. The theme in all his padams show sringara bhavam -nayaka/nayaki devotion, pangs of separation and ultimate happiness of union. The padams are well suited to be sung in concerts and for abhinaya aspects in dances.  Kshetragna composed thousands of padams — close to 4000, only about 340 padams are available and quite a few of them have been notated. 

A few Padams of Kshetrayya are,

· Aligithe- Huseni
· Emani telupudu- Ananda bhairavi
· Evvade vadu- Sankarabharanam
· Vadavaka poove-Kamboji
· Ninnu joochi-  Punnagavarali
· Indendu- Saveri
· Mundativale- Bhairavi
· Yekindi Nestamu- Saranga


His greatest contribution to music are his padams, composed mostly in Telugu, which he improved and composed in rare ragas, adding beautiful lyrics and moving tunes. The padams describe longing for the Lord and like Jayadeva, take the situation of naayaka-naayaki, lovers who feel sorrow on separation and jealousy. He presented many, many padams in the royal courts of Madhura, Tanjavur, and Golkonda, composed a padam in the raga deshıya devagandhari, ‘vedukato naducukonna vitarayade’. 
 Apart from this, at the request of the Tanjavur King Vijayaraghava Nayaka, he composed five padams known as ‘ksetrayya pancaratnamu’. Many of his padams would have the mudra of muvvagopala. A few other padams, even though they have the mudra ‘kanci varadudu” or ‘cevvandilingadu’, would not be without the mudra of ‘muvvagopala’ 
 
The structure of a padam consists of an opening line, the pallavi, with a following line, the anupallavi,
and verses, the charanams. The pallavi line repeats between each verse as a refrain that provides
closure   or   reiterates,   differently   inflected,   a   previous   lament.   The   textual   and   musical   themes   are initiated   in   the   pallavi,   and   both   singer   and   dancer   can   return   to   the   melodic   and   dramatic  idea expressed therein in infinite permutations. The anupallavi often has the signature or ‘mudra’ of the poet as the deity to whom the padam is dedicated while further developing the melodic ideas and exploiting a different range of the raga. Though pallavi is considered to be the first line, Kshetrayya padams   usually   begin   with   the   anupallavi.   The   charanams   are   verses   which   instantiate  separate melodic as well as dramatic ideas. According to carnatic vocalist Jon Higgins, ‘no other compositional form   effects   a   comparable   integration   of   sound   and   meaning’,   testing ‘the   limits   of   a   dancer’s interpretive range and artistic resources’. These padams give voice to a limited set of stock characters acting and responding in predictable and even formulaic ways: the man most often being addressed directly,  or   being   talked   about   with   a   maid   or   friend,   and   sometimes,   rarely,   talking   himself;   the woman, who could be the wife of the man she’s addressing, sviya, or another man’s wife, parakiya, or a courtesan, available to anyone, samanya; and the maid, confidante or senior courtesan who may be addressing either the man or the woman, to give advice, tease or act as intermediary. When it is the woman talking to the male lover it is usually to express her anger, hurt, sadness or pain over their separation because of his unfaithfulness, indifference or the loss of affection that had once been strong. Kshetrayya puts words into the woman’s mouth; the dancer takes those words and makes them the expression of an emotion she can accurately and authentically portray as her own. Kshetrayya’s  padams posses a beautiful style. They contain a lot of poetic embellishments like smilies, metaphors  and hyperbols and  native idioms. In his padams  Kshetrayya gives equal importance to  music and poetry and they can all be set to  dance.



NAYIKAS




Nayikas can be classified into different types,

By Experience in Love  Nayikas can be classified into

· Mughdha – Inexperienced in love

· Madhya – Partly experienced

· Pragalbha – Mature in the art of love


By Attitude towards Men Nayikas can be classified into

· Sweeya – Married and faithful to her husband. This is the woman who is married and stays loyal, like Sita and other pativratas (chaste women) like Rukmini, Satyabhama, etc.

· Parakiya – Married to one man, but is in love with another man. Traditionally the Gopi-s (girls from Brindavan) are considered as Parakiya-s. Meera (north poet-devotee of Krishna) is another example. From the point of Madhura Bhakti philosophy, all the souls are married to the world and hanker after God as Parakiya-s.

· Samanya – Free woman, who truly belongs to any man for a price. She fells free to accept any man without restrictions.

· Jyeshta – The preferred one

· Kanishta – The other woman



By Character and Temperament Nayikas can be classified into

· Uttama – Self-controlled and tolerant

· Madhyama – Literary the middle one, who gives as she gets

· Adhama – Literary, the low one, who has no self-restraint



By Love, Situation or Mental State of the Heroine  Nayikas can be classified into (Ashtavidha Nayikas)

· Swadheenapathika – A woman who is sure and proud of her man. She is confident that he would not even look at another woman. She is very proud of her husband’s love and loyalty. (Padam Entha Chakkani Vade by Kshetrayya, Javali Smarasundaranguni by Dharmapuri Subbharayar)

· Vasakasajjika – A woman who is waiting to welcome her lord. She adorns herself and makes preparations to meet him by decorating her surroundings. She want to welcome her lover sweetly. (Padam Teruvil varano by Muthuthandavar, Ashtapadi Pasyati Disi Disi by Jayadeva)

· Virahotkhandita – One who is disappointed and scared as her lover has not come back. She is separated with her lover and is yearning for reunion. Being separated (viraha) from her lover, she is not sure if he comes back or not. Her pain is more pathetic, it comes close to despair. (Ashtapadi Nindati Chandana by Jayadeva)

· Abhisarika – One who is impatient and wants to meet him, but he has not yet come. She boldly goes out to meet her lover. (Padam Choodare by Kshetrayya, Ashtapadi Nibhrita Nikunja by Jayadeva)

· Vipragalbdha – One who discovers that her man is with another woman. She is disappointed that her lover has not turned up at the tryst as he promised. She feels cheated as her lover is not at the meeting place as he promised (it may ne her house also). Consequently, she is frustrated and thus becomes angry. (Sakhi Prana by Dharmapuri Subbarayar)

· Khandita – One who sends away the deceitful lover in anger. She is angry with her lover for causing disappointment. (Padam Indendu Vachitivira by Kasturi Ranga, Astapadi Yahi Madhava by Jayadeva) The Sthaibhava is anger, but this will be superimposed by other emotions like sarcasm, ridicule, hurt, pride, self-pity, revenge, disgust, and ferocity. Degree of anger depends on type of Nayika.

· Kalahantarita – One who repents for her hasty behavior in quarreling with her lover, which has resulted in their separation.

· Proshitapatrika – One who is unable to bear a temporary separation from her husband. She is suffering the absence of her lover who is away in a long journey. Being separated from her lover, she is waiting for him, she is sure of his return.


Kshetrayya 's Padams have a great impact on the dance forms of South India.In the past Devadasis (dancers in the service of God) used to sing and perform these songs in temples but now a days Padams have become an integral part of Classical Dance Performances on stage especially to show the artist's talent in Abhinaya. His padams are sung in dance and music recitals. A unique feature of his padams is the practice of singing the anupallavi first then the pallavi. He wrote with Sringara as a main theme in expressing madhurabhakti.. Sringara is a motif where the mundane sexual relationship between a Nayaki  and a Nayaka is used as a metaphor, denoting the yearning of jeeva to unite with the divine.



Kshetrayya- His exploration of Emotions 

Kshetryya’s style of writing is very coloquial with a number of local idioms being used most appropriately. He speaks of every possible erotic move found in the human life. His understanding of the temperament of both the male and female counterparts is remarkable. He sees the invisible side of the psyche of the humans and gives it a colourful, subtle metaphorical expressions which is again in the softest of textures. It is believed that this quality of his writing is as a result of his moves with the courtesans. 

· Padams of Swadeenapathika of Kshetrayya

· Akkaro!nanu basinanduku
· Ankulu dainatti magavadu
· Etuvanti strila Pondaina
· Pakkalo Kopana pavalinchi
· Pacchiyodala danara

· Padams of Vasakassajika of Kshetrayya 

· Intaprodayye ninka vadela vaccene
· Matalaceta diruna
· Avunama
· Vacenani raka poyene


· Padams of Virahotkhandita of Kshetrayya
                         
· Ayyayyo! Vegatayene
· Ituvanti moha sagaramuna
· Ekkada taludune
· Enduku pagaceseno
· Padams of Vipralabdha of Kshetrayya


· Airade nesta Mammalara
· Ekkadinestamu ekkadi evaru
· Maracinadata!yeme!
· Koncagattela miro celiyalara

· Padams of Khandita of Kshetrayya

· Adugaramma yatanipai nuraka
· Callanayana manasu
· Bagaye nivagallela ma
· Indendu vaccitivira

· Padams of Kalahantarita of Kshetrayya

· Nakopame nannita jese
· Akkaro Magavani
· Akkaraleni Kapuramaye – natani manasuveraye

· Padams of Prositabhatrika of Kshetrayya

· Enne thalacu kondunamma
· Emisetura Pranesa
· Emo teliyadetuvale nunnado



· Padams of Abhisarika of Kshetrayya

· Poyirammane – mudduguma
· Maguva tana kelika mandiramu
· Ennatikini ne mettu

His padams demonstrate every Nayika in all the possible behaviour patterns that can be found in reality. Vissa Apparao’s ‘Kstreyya padamulu’ gives an appendix of the ‘Sringara Rasamanjari’ with almost one hundred and fifty personalities of a women or Nayika bhedas. The analysis given by Vissa Apparao not only gives a classification based on the usual Sviya,Parakiya and Samaniya but also includes the various temperamental states of the Nayikas. A dialogue or confrontation with the partner is a rarely visualized situation by the Padakartas. They always depend on a duti/sakhi to express the feelings of their heroes or heroines. Either a heroine ponders her plight with her friend or the friend does the same to the hero and ask him to take care of the heroine So also the sakhi at times takes the responsibility of becoming the voice of the nayaka as well. The padam in Navaroj Raga and Triputatala the sakhi questions the Nayika of leaving her swami, describes his state in her absence and advises her to join him. This padam closely reflects an Astapathi of Jayadeva where the sakhi speaks on behalf of the nayaka and explains his anxiety to see the nayika.
                                              It’s not only in the context of a dutirayabara but many descriptions of both the pangs of separation and relish of union, that we find a lot of similarities of expression can be seen between Jayadeva and Kshetrayya. So also one can find many parallels between the Padakavitapitamaha and the wizards of padams of Kshetrayya. All the compositions of Kshetrayya happen to be individual pieces with no relation or connection with one another. They usually contain a Pallavi, Anupallavi and three Charana's.
                                                                     Though these compositions of Kshetrayya are short in their structure they contain a narrative or an  incident with in the given framework. No single padam of Kshetrayya will be incomplete or left - out in it's narration. Every padam has a strong theme of narration. Every padam has a strong line of narration and unfolded in each of it's phrases. The pattern followed in unveiling the incident is very systematic. He usually begins with the present context in the Pallavi, then switches over to the time and space of the situation in the Anupallavi later on the charanas gradually explain the happenings that led to the present context.

Padam Evvade Evvade O' Bhama

evvaDae, evvaDae, oe bhaamaa, vaaDaevvaDae?
evvaDae naenu pavvaLiMcina vaeLa
puvvu baaNamaesi ravva jaesi poeyae II vaaDevvaDae II

paTTa pagalu vaaDu vacci, balu diTTaDayi naa yillu jocci, vaa
DaTTe nannu ceTTabaTTi kougaliMci
gaTTigaa naa moevi gaMTu caesi poeyae II vaaDevvaDae II

garita vaaniki naenu satamaa ? nannu gaddiMci palukuTa ucitamaa? naa
purushuDu ooralaeni proddu maapaTi vaeLa
suddula daeliMci muddu beTTi poeyae II vaaDevvaDae II

venna tinna pinnatanamaa ? alla vraetala gooDina guNamaa ?
nannu konna magani vale koMgu baTTi teesi
cannu loDisi paTTi calamaeTiki ani poeyae II vaaDevvaDae II

neela maegha syaamalaaMguDu, maMci maelu peetaaMbara dharuDu, vaaDu
leelatoe padiyaaru vaela goepa streela
naelina muvva goepaaluDani poeyae

vaaDevvaDae, oe bhaamaa, vaaDevvaDae ?

In the Pallavi of Evvade Evvade O' Bhama Vi-devvade? composition   the nayika questions the identity of the hero, later gives the details of their encounter "Who is he O'dear one? Who I he the one who disturbed when I am asleep and made me restless with his arrow of flowers! It is not that the nayika of this padam is ignorant of the Identity of the nayaka but would like to here it from her saki, who probably would question the heroine of her affair with the hero. The nayika of the padam is a married lady and happens to be a parakiya who had already had some encounters with the hero of her heart, Krishna. And these incidents are said- sequentially in each of the charanas. From the analysis of the above padam one can learn that the order of narration followed by Kshetrayya is from present to past and again to the present.
The theme: The heroine here is a bride of a rich household, probably new to town. Gopala has already wooed her and she has obviously enjoyed his attentions and his deeds. However, she talks to her girl-friend about it as if she is angry about it, as if she was innocent all along, and that only Gopala's rudeness and boldness made her helpless. At the same time, she betrays her delight in the way she complains about how he whispered sweet nothings to her, how he acted familiar with her and how radiant he was. This contrast is what makes this a gem.

The structure: Padams have their own prosody. There are features of yati and prasa which I explained a few weeks ago. Typically padams use easy and almost commonplace vocabulary to wonderful effect. Most of the padams are also a rich repository of pure Telugu words (as opposed to words derived from Sanskrit).

The music: The class of women called Devadasis had been the tradition bearers of Kshetrayya's padams. It is not clear if Kshetrayya composed the music also for his lyrics. However, there is a strong tradition of how to render these songs musically, which had been carried in Devadasi families. The music is set in well-known Carnatic Ragas - Today's song is sung in the raga Sankarabharanam. Whatever raga is used, the rendition of the padams is carried out in a gentle lilting melody, evoking different moods within the Sringara rasa. These padams are also a required component of any Bharatanatyam repertoire. Often, a Bharatanatyam dancer's prowess is judged by her abhinaya in a padam.

Kshetriya used more than forty ragas in his compositions, most of these ragas come under the category of Rakti ragas which give a lot of scope for the raga vistara/elaboration of the raga. Every padam carries an independent symbol of the raga though written in the same raga. Hence his compositions serve as the ideal pieces for bringing the significance of the ragas applied. The ragas chosen by him give the maximum musical support in bringing out the required mode of the situation and expressing every nuance of the temporal status of the nayaka and nayika referred in that composition.

An attempt of finding the various transitory states of the Kshetrayya padams was done by Devulapalli Veera Raghava Murthy Shastri in his Abhinaya bodhini. In this work he gives the Sancari to be shown for each word of the composition, besides  discussing the nature of the nayika and the like. He scrutinizes each padam on the basis of the thirty three sancaris given by Bharata, thus giving a path to the dancer to learn these padams on their own. He gives a detailed account of more than 70 padams totally worked out the lines of sanchari bavas. An example of his work can be read out from the following composition which describes a Kalahantarita set to Punnagaraga and Triputatala. The nayika here repents for rejecting the hero who approached her and expresses the same with her sakhi and also gives reason for doing so. Devulapalli also mentions the rasa of the padam as Karuna.

                           Pallavi
Teliviyokarisomma  yemduku vibhuni Tirugabommamtine
Dainyam/Sanka vitarkam, Pa'scattapam visadam dainyam

                             Anupallavi
Calamunanunana vilatudesina Alarumulukula Kuliki Alasite ll Telivi
                                     Dainyam  Ugarata srama glani
1. Cedeno emamdune Ninnatireyi camdruduyemokani
visadam vitarkam Dainyam sanka vitarkam
veedu callanivadatamcunu cudacudaga vedimayene Telivi
      Harsam       Agnyavegam visadam
2. Maicalllagajeseti Kammanimuddu Malayamarutamippudu
Harsam   Dainyam Autsukyam
Veecinamatatajucite Sega gacunatuvaledocu cunnadi
Visadamu Agnyavegamu glani

In the above padam Devulapalli gave an elaborate sketch of these compositions in terms of the nayika avasthas to be potrayed in each of them.




Padam Indendu vaccitivirA
Ragam Surati
Thalam : Triputa

Pallavi 
Indendu vaccitivirA aladAniyillu | vlthigAdu popular

Anupallavi 
Mandaragiri dharuDaina mA muvvagOpAIA
Kundaradana madi guru indu vaccitivira

Charanam 1
Heccina vannela IO illu delyaka Blvd maccakaNTini
Dagili mai maracinAvo
Maccika tODuta no manaus callaga jEsi grucci
Kaugalincina kOmali no gAnu

Charanam 2
naDirEyi jAmuvlla nAti nlvunu gUDi naDacukonna
cinnelu teliserA nANa
vaDi Madigan vldhilo vaccinADu ravika muDi viDuva
vaccevu muccuvAnivale nlvu

Charanam 3
Madana IAhari minci madametti jUcedavu
Vadalakunna videla vaadu pUpUrA
Madana KELi guDi mamata re TTincedavu udaya
mAyenu IIra yuvida landaru jUcedaru

Meaning
Oh Muvva Gopala, why did you come over here?. Her house is not in this street. You go there only. Oh Muvva Gopala, you bore Mandara mountain on your back. You have beautiful teeth. Did you really think of coming here? That woman has beautiful fish-shaped eyes. You met her in bright moonlight. Perhaps you forgot yourself in your excitement. I am not the woman who embraced and softened you. I know about your mischivous deeds in midnight with that woman. You untied the knot of her blouse and hurriedly came out to the street. You are pretending innocence. You are looking at me intoxicated in love. Leave me alone and get away. You are enhancing my ecstasy to have union with you. It is early morning. Please leave me lest all other women observe us.

Inta proddAye
Ragam Pantuvarali
Thalam Triputa

Pallavi
inta proddAye inka vADEmi vachchEni ||

Charanam 1
chintimpa pani lEdu cheliya muvva gOpAlu
chEri nAtO nEstamu chEsina pApamA
keeravANi rO Ela vEginchE vE neevu
noorina gandha kastoori pAra vEsi pavaLinchu
              E ramaNi inTa nunnADO yoorella mATu maDage ||

             Charanam 2
              bhAsurAngi rO vinave pakshulu modalu gAnu
              vasamula chEri tama vanitala gooDe
              Asinchina phalinche darudu gAdaTavE nE
              chEsina pApamu evvaru chEsinArE O cheliya ||
 
              Charanam 3
              pammina vEDuka tOnu paDakillu SrungArinchi
              emme kADu vachchu nani eduru choochiti
              sommulElE virulElE sogasevvaru choochedarE
              komma nannElina muvva gOpAluni namma rAdE ||

Meaning 
It is very late in the evening. I lost all hopes of Muvva Gopala's return. There is no point in brooding over that, Is it a sin to be friendly with me? Oh my maiden, your voice is sweet like the voice of parrot . Why don't you tell me? Where did he go throwing away sandalwood paste and Kasturi perfume (musk). Is he spending the night with another beautiful woman when the whole town is quiet. Listen, my young lady, birds have returned to their nests to meet their spouses. I must have committed a sin, Oh my friend, all my hopes are getting belied. I decorated my bedroom happily for my lover. I waited in eagerness for his arrival. Why do I need these ornaments and flowers? Who will enjoy my beauty? Oh my dear lady, don't believe this Muvva Gopala.

Aluka deerenA
Ragam Saranga
Thalam Chappu

Pallavi 
aluka deerenA nEDaina nee aluka deerenA ||

Charanam 1
paluku lADu kunTirA muvva gO
pAluDu neevu muddula gumma mee
chakkera bomma mee iddari manasu challa nAyenA
nikka mAnateeyavE nEDu mee nenjili deerenA
makkuva tO nEDaina meeku manchi dina mAyenA
akkaDikakkaDa vibhuDu neevu nusurusu rani yunTire cheliya mee ||

Charanam 2
sudati rO okari kokaru mOmulu choochu konTirA
pedavulAni tiyyani muddulu peTTu konTirA
adumukoni kougiLLa niddaru galsi yunTirA
padari vAniki neekun bOya pagala valenE yunDe nE cheliya mee ||

Charanam 3
bAlarO nEDaina Eka Sayya meeda pavaLinchitirA
mElu mElani iddari valapulu mechchu konTirA
chAla vEDuka tO muvva gOpAluDu neevu kooDitirA
vELa vELala chADi mATalu vinTi ranu konTiri kadavE mee ||

Meaning 
Are you pacified now? Have you got over your indignant mood? Oh my sweet lady, did Muvva Gopala and you talk lovingly with each other? Oh sweet doll, have both of you spent time pleasantly? Tell me the truth, is your heart's desire fulfilled? Did you have a nice day? Or Did you and your Lord abuse each other angrily? Oh lady with beautiful teeth, did both of you gaze at each other? Oh my friend, did you both kiss sweetly on lips ? Did you both embrace closely? Oh young lady, did both of you sleep on the same bed at least today? Did you sleep on the same bed and did you praise each other's love? Were you listening to your Lord talking secretly about others?

Aligite
Ragam Huseni
Thalam Triputa

Pallavi 
aligitE bhagya mAye marEmi vADalagitE bhAgyamAye ||

Anupallavi 
taliru bONirO vAni danDincha galana vA
ara sompu mATa lADE vAnikinE
taruNirO manchi dAna nayyEnA
sarasaku rADAye sakhiyarO nAmOmu
tirigi chooDaDEmO dEvuDunnADu vA||Dali ll

Charanam 1
bALi lEdinka nEla nAtO pondu
chAlu kAbOlu santOsha mAye
neelAgune vAni kitavu kAdEmO
neela vEni rO nATi nenarinchuka lEka vA ||Dali ||
Charanam 2
bAla prAyamu nADe bhramiyinchi nannu vA
DElina suddu lennennO kalavu
chAla nAtO bAsalu chEsinADE yO
balarO muvva gOpAlu DippuDu vA||Dali ||

Meaning 
Even if Muvva Gopala is annoyed with me, I am happy. Oh my dear lady, am I capable of punishing him? He doesn't speak wholeheartedly. Can I ever become his favorite? Oh my dear friend, he doesn't come closer to see my face. I just keep my faith in God. He seems to be fed up with my company. Oh my lady with black tresses, he is not bothered of my well- being. He is pitiless. From my very young age, I am enticed by his pleasing words. He promised so many things to me. Oh my young lady, Muvva Gopala is now annoyed with me .

Alage manchidi
Ragam Mukhari
Thalam Adi

Pallavi 
alAge manchidi kanimmana vE yoyamma ||

Anupallavi 
bAla muvva gOpAluDu pantame sAdhinchenamma ||

Charanam 1
vinavE vAniki nA chEti viDemainanu gArAdaTa
tana eduru kaTla nilachina kAdaTa
nanu choochina pApamaTa
nA mATanTE sainchaDanTa
tanaku gAni eemEnu dAchi evari kayyE nammA ||

Charanam 2
viri bONi nEnunna inTi porigillAyena chEra DaTa
arasi nE vachchina dOva naina rADaTa
mari nA vale nunna pratimala naina kanu gonaDaTa
sarasijAkshi ee pApapu janma nevari kayye namma ||

Charanam 3
vanita muvva gOpAluDu tanu dA nochchu kunnADA
tanatO nEmi pani yunnadi pommani nADaTa
yanasinadi kalla lanTa ichchina bAsa lEdanTa
manasu lEni vAnitO nE mATlADi endu kayyE namma ll

Meaning 
It is alright. Let him do as he pleases. Young Muvva Gopala achieved his plans. Listen my lady, he refuses even to take tamboolam (betel leaves) from my hands. He hates my presence. He feels that it is a sin to see me. He even dislikes my talk. What for is this body, if it is not for him? Oh my beautiful lady, he doesn't want even to come near my house. He doesn't even tread the path I walked on. He refuses even to see idols resembling me. Oh lotus eyed woman, nobody should be cursed with this kind of sinful birth as mine. Oh my lady, I heard that Muvva Gopala asked me to go away saying that he has no business with me. He said that he never met me before and that he never promised to me anything. Why should I talk to such a heartless person?

Eelagatave Buddhi
Ragam Saveri
Thalam Triputa

Pallavi 
eelAgaTavE buddhi indu bimbAnanA ||

Anupallavi 
nAlO neelO bhEda mEmE nAtO nAnati ee
vELa muvva gOpAlu nee mElu vAni chEyanA ||

Charanam 1
viddelu chaduvaka penchina chilukaku
suddulu telupaka sudati rO neevu
addama rAtiri yasurusu ranu konTi
muddu mOmu vADa niddura lEkunnAvu ||

Charanam 2
koDe gubbala paini kongu bacharimpaka
tODi vArijAkshula tO mATa lADaka
ADi kalaku lOnai ala maTa nondu chu chEDe
Ela chekkiTa cheyyi chErchu konnAvu ||

Charanam 3
kooDi muvva gOpAlu guNamulu teliyaka
kODigapu mATa lADi kOmalirO vAni bAsi
vADalO nee sari vanitalu navvaga
ADADa bhrama chendinaTlu tiruga vidhamEmO ||

Meaning 
Oh my lady with moon like face, why are you so thoughtless? Am I a stranger to you?
If you permit me, I'll make Muvva Gopala favorable to you. You need not reveal your thoughts to your innocent pet parrot. Oh lady with beautiful teeth, you were sighing in the middle of midnight. Your face is pale due to sleeplessness. You are absent minded even to cover your bosom. You remain silent when you are amidst girlfriends. You get lost in sorrow and dreams. Why do you keep your hand on cheek and remain languid. Oh my delicate lady, when you meet Muvva Gopala, you did not get to know his qualities. You distanced yourself from him by your taunting talk. You have become laughing stock amidst your friends. Why are you wandering in confusion?

Rara Sami Rara
Ragam Kalyani
Thalam Ata

Pallavi 
rArA sAmi rArA rArA nA valapu vAraka minche nA sAmi ||

Charanam 1
enta sEpani tALu dAnarA mOhamintanarAdu nee yAnarA
chentajEri kemmOvi yAnarA nannu
chintala beTTEdi mAnarA nA sAmi ||

Charanam 2
ErA neeku pagadAnanA chuchi yElETanta pATi lEdAyenA
chEri nee padasEva jEyanA ipuDu
chinna nATi kooTami pOyenA sAmi ||

Charanam 3
kooDiti vika daya vuncharA muvva
gOpAla nA mOhamencharA
vEDukayyEni kougalincharA nannu
vinta sEyaka gAravincha rA nA sAmi ||

Meaning 
Oh my lord Gopala, come soon. I am infatuated in love for you. How long should I wait? I swear that my fascination for you is limitless. Please come close to me and kiss my lips. Oh my lord, please desist from causing pain to my heart. Am I your enemy? Don't I deserve your love and protection ? Should I not worship your feet ? Have you forgotten our association in our younger days ? Oh Muvva Gopala, kindly understand my fascination for you. Please embrace me in all pleasure. Don't treat me like a stranger.Please come and accept me heartily.


Padam of Absarika Nayika of Kshetrayya

Chudare
Ragam Sahana
Thalam Misrachapu

Cudare Adi nadice hoyalu
Sudati seyu jadalu

Meaning 

Pallavi
Look at the style of her gait and the shadows that dangle behind her a woman, a housewife, living under the care of the ?in-laws? has set out towards gopala?s rest-house

Charanam 1
A home of respectability and hgh commitments, a palanquin to
move hither and thither, is her husband unworthy of this cheap public woman?
Oh, who can change one?s destiny?

Charanam 2
Unaware of the upper cloth slipping down, having the least amount of fear
not caring for people around laughing, goes about there, the termagant coquette

Charanam 3
Abusing everyone among the ?in-laws? and having subjected them to insults
joins Lord Muvvagopala as if bound by a bond, is she a woman or a wooden log?



Valapu nilupa
Ragam Bhairavi
Thalam Triputa

Pallavi 
valapu nilupa nAdu vaSamu gAdEmi sEtu vanitarO ee vELa
polatiro mA muvva gOpAla rAyaDu chalamu chEsinADu ||

Charanam 1
chaluva gandhamu virula saramulElE sommulElE
solapaina ee sogasu juchEvArevvarE
cheliyarO nEDadi cheppa sakkemu gAdu
valapaina ee pApamu vaddE pagavArikaina ||

Charanam 2
chiluka tEjipai nekki chelarEgi edurekki
viluguNa dhwani chEsi viri Saramu booni
kuluku gubbala naDuma guri joochu chunnADE
alaru viltuni bAri nArchE vArevvarika ||

Charanam 3
sarasuDu rADAye sariproddu vELAye
virahamu menDAye vennela kAkAye
maruni kELilO nannu muvva gOpAluDu
sarasamutO penagi chowka chEsinADika ||

Meaning 
Oh my dear maids, why am I unable to control my passion for him ? What should I do now ? Oh my dear friends, my lord Muvva Gopala has deceived me. Oh my dear friends, what for is this cool sandalwood paste ? What for are these flower garlands and ornaments ? Who is there to see my beauty? It is impossible to describe my grief. I wish that even my enemies should not suffer this kind of sin, caused by separation. Manmadha, mounting on parrot is making humming noise, twitching the string of his floral bow. He is aiming his flower arrow at the middle of my bossom. Who is there to save me from Manmadha's attack and pacify me ? Oh my dear friends, it is already midnight but there is no trace of my lover's arrival. I am pining with unbearable yearning. The moonlight is hot for me. Muvva Gopala who entwined me in love sport is now slighting me by his absence.


Manchi Dinamu
Ragam Anandabharavi
Thalam Tisrajati Triputa

Pallavi 
manchidinamu nEDE maharAjuga rammanavE ||

Anupallavi 
ponchi juchuTEle polatirO gOpAluniki ||

Charanam 1
sudatirO alavAni sommEgadA ee mEnu
padariti EmounO paDuchu tanamandurE
sadayuni viDanADa sahajamounaTE ee
koduva vaddanavE A komma pErettanE ||

Charanam 2
indu vachchuTaku bhEdamenchanEla ee vELa
indu vadana rO vAni illugadaTavE
andunna sundari vale yandagatte nEgAnA
endukE vaTTi dooru evaru danDinchErE ||

Charanam 3
munupaTi vale nAtO muchchTalADa vachchitE
manaseeyaka nEDu mATlADitinA
vanajAkshi gOpAluDou vADE yA chelini gooDa
tanaku ishTamaite tagadani cheppudunA ||

Meaning 
Today is a good day. Tell my lord to come in a royal way. Oh my fair lady, why is Gopala lying in wait ? Oh dear maid, my body belongs to him only. Did I hurt him by talking hastily because of my youthful ego ? Please tell him not to disappoint me. I swear that I'll not even utter the name of the other maid. Why should he show partiality? Why not he come here today? Oh my lady with moon-like face, is this not his house? Am I not beautiful like that woman ? Why is this unnecessary reproach? Who talked ill of him ? When he came to talk to me today delightfully, did I not talk to him as before? Oh woman with lotus-like eyes , why would I object if Gopala likes to meet that woman?

Enta Chakkani
Ragam Abhogi
Thalam Adi

Pallavi 
enta chakkani vADE nA sAmi veeDenta chakkani vADE ||

Anupallavi 
inti muvva gOpAluDu santatamu nA madiki
santOsamu chEsenE ||

Charanam 1
molaka navvula vADE muddu mATala vADE
taLukAru chekku Taddamula vADE
talirAku jigi degaDa dagu mOvi kalavADE ||

Charanam 2
chiruta prAyamu vADE chelu vonda vidiya chan
duru gEru nosala chE merayu vADE
cheraku viltuni ganna doravale nunnADE
merugu chAmana chAya mEnamaruvADE ||
Charanam 3
podalu kendAmara pempodavu padamula vADE
kodama singapu naDumu komaramaru vADE
mada giri kari karamula marapu chEtula vADE
sudati muvva gOpAlu Denta sogasu kala vADE ||

Meaning 
What a handsome Lord, What a charming Lord ! Oh maidens, Gopala, with dancing bells on his feet always delights my heart. His smile is delicate like sprouts. His talk is lovely. His cheeks are glossy like mirror and his lips are red like tender leaves. He is young and brilliant. His eyebrows are like crescent moon. He is the father of Manmadha who is holding a sugarcane as bow. His sky-blue body is shiny and attractive. His feet are tender like lotus petals. His hands hold firmly like the trunk of an elephant. His waist is slim like lion's waist. He is beautiful and captivating. Oh maiden with beautiful teeth, how pretty is Gopala with dancing bells on his feet.

Inka Ninnu Bonittu nA
Ragam Mohana
Thalam Chappu

Pallavi 
inka ninnu bonittunA ibha rAja varadA ||

Anupallavi 
Suka vANi chEta nee suddu lella vinnaTlAye ||

Charanam 1
navvulanTa yunnAvEmO nA paddu chooDu mee sAri
puvvu bODUla chEta ravva sEyinchaka mAna
javvana mella nee pAlu chEsi chAla nammi yunnandu
kevvate tO nO kooDi vachchi ipuDu lEdani bonkEvu ||


Charanam 2
pannuga muvva gOpAla bAsa lichchi nannu kooDi
vanne lADikE lOnaina vaga lella vinnAra nEDu ||

Meaning 
Will I allow you to go, Oh Gopala, one who bestowed boons to the king of elephants. The parrot has revealed all your talks. You may say it is just for fun. Keep your vow at least now. I'll not keep quiet. I'll ask all the women to expose you. I surrendered all my youth to you with implicit faith. You spent time with someone else, but you are lying. Oh Muvva Gopala, you have schemed. You promised to be with me but I heard of your love to the other clever lady.




FINDINGS


· It could be said with certainty that neither before him nor after him that one had composed padams in the kaisiki form augmented with amorous colour, delicate wordings, by observing the hero – heroine characteristics, sensible meaning, ragas appropriate to the colour of the situation and dhatus.
· His padams demonstrate every Nayika in all the possible behaviour patterns that can found in reality.
· Kshetryya’s style of writing is very coloquial with a number of local idioms being used most appropriately.


CONCLUSION


Kshetrayya's work has played a major role in influencing poetry, dance, music of the South Indian tradition. Kshetrayya was intimately connected with the devadasi women of the temples of south India, who were the subject of many of his compositions. The devadasis traditionally possessed the musical/poetic interpretations of his work for a long period till the devadasi system was abolished and the compositions became more accepted in the musical community as valuable works of art. It could be said with certainty that neither before him nor after him that one had composed padams in the kaisiki form augmented with amorous colour, delicate wordings, by observing the hero – heroine characteristics, sensible meaning, ragas appropriate to the colour of the situation and (dhatus).Only those padams which are sung in vil.amba kala (slow tempo) by understanding the meaning of the words would be delectable. When dhaatus are written down, they look as if they are repetitive. Kshetrayya’s  padams posses a beautiful style. They contain a lot of poetic embellishments like smilies, metaphors  and hyperbols and  native idioms. In his padams  Kshetrayya gives equal importance to  music and poetry and they can all be set to  dance. His padams demonstrate every Nayika in all the possible behaviour patterns that can be found in reality
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