Tyagaraja (1767-1847), the foremost composer of Karnataka
music, sublime singer and Rama-bhakta, is hailed as Sad-guru.
The extant Tyagaraja canon- consists of about six hundred
Kirtanas and two musical plays. Graphic descriptions, poetic
fancies, apt similes, illustrations and analogies, humour and
satire, wordly sayings and wise observations make the corpus
of Tyagaraja's songs a veritable gold mine. His songs are widely
known and learnt, and Karnataka music recitals are dominated
by his creations. All the earlier creative efforts led to Tyagaraja
and all that was created after Tyagaraja in the immediately fol-
lowing period or in the present century, is after his model. In
this respect, Tyagaraja's stature in Telugu is comparable to
Kalidasa’s in Sanskrit.

Teacher, scholar, critic and musicologist, V. Raghavan (1908-
79) was a recipient of many honours including the Padma-
bhushan and the Fellowship of the Sangeet Natak Akademi
and the Sahitya Akademi. Author of over 900 research papers
and 110 books, Dr. Raghavan’s interests, in the words of Dr.
S. Radhakrishnan, ‘“‘are not confined 'merely to Sanskrit litera-
ture and criticism. They are as wide as Indian culture itself.”
Dr. Raghavan has condensed an immense mass of relevant
material into the manageable proportions of a compact but
enlightening memoir in what has turned out to be his swan-
song.

K.R. Srinivasa Iyengar, teacher, scholar, critic and poet, and
former Vice-President and Acting President of the Sahitya
Akademi, has contributed a Foreword, commending this book °
““for its hard unity of form and content, and for its vivid evoca-
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The sculpture reproduced on the endpaper depicts a scenc where three
soothsayers are interpreting, to King Suddhodana the dream of Queen
Maya, mother of Lord Buddha. Below them is seated a scribe recording
the interpretation. This is perhaps the carliest available pictorial record
of the art of writing in India.

From Nagarjunakonda, 2nd century A.D.

Courtesy : National Museum, New Delhi.
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Publisher’s Note

On 25 February 1979, the Sahitya Akademi elected Dr. V.
Raghavan as its Fellow. Dr. Raghavan accepted the honour,
but before the formal investiture could take place he passed
away on 5 April 1979.

Dr. Raghavan had been associated with the Sahitya Aka-
demi in various capacities since its inception. He was the
member of the General Council and the Executive Board, and
Convener of the Sanskrit Advisory Board. He was the founder-
editor of Samskrita Pratibha, the Aki.demi’s journal in Sanskrit,
and was the guiding spirit behind two of the Akademi’s presti-
gious projects: the Critical Edition of Kalidasa's Works (four
volumes published) and the Anthology of Sanskrit Literature
(seven volumes published). He was serving the Akademi to his
very last: he was secing through press the papers presented at
the first international seminar on the Ramayana, organised by
the Sahitya Akademi (later published as The Ramayana Tradi-
tion in Asia) and completed writing this monograph, in Smt.
Sarada Raghavan’s words, “a few days before his demise’.
Thus this monograph happens to be Dr. Raghavan’s last piece
of writing.

It was found that the manuscript was not divided into chap-
ters and cnded rather abruptly. Obviously Dr. Raghavan intend-
ed revising it. Yet, even the first draft from a master-scholar
has its value and Prof. K.R. Srinivasa lyengar was requested
to read it. Prof. Iyengar’s response was most encouraging. He
saw ‘“hard unity of form and contert” in the manuscript and
gave headings to the three main parts. And the Sahitya Akademi
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decided to publish the manuscript as it was left by the eminent
author.

The Sahitya Akademi presents this monograph as a tribute
both to the great poet-composer, Tyagarija, whose contributio.n
to Telugu literature, Karpiataka music and Indian culture is
lasting, and to the master-scholar Dr. Raghavan whose life. is
an inspiring saga of ceaseless striving and scholarly integnfy.
The Akademi is grateful to Prof. K.R. Srinivasa Iyengar for
his learned Foreword.



Foreword

An unexorcizable melancholy hovers over this excellent mono-
graph on Tyagaraja, one of the scholarly compositions which
Dr. V. Raghavan left behind at the time of his tragic passing on
Sri Rama Navami day four years ago. He had just returned
home, aflter giving a moving talk on the Glory and Grace of
Rama at the Samskrita Academy, Madras; and the end came
suddenly. Even the Sahitya Akademi Fellowship, to which he
had been earlier clected, had 1o be awarded posthumously.

Dr. Raghavan was doubtless one of the great Sanskrit savants
of our time, but he also doubled this distinction with the crown
of a musicologist of rare understanding and dedication. His
monumental work—the 206-page Introductory Thesis to The
Spiritual Heritage of Tydgardja—has held the field for over
quarter of a century. He was closely associated for decades with
the Madras Music Academy, and worthy of all praise was his
ministry in the cause of Karnataka music as evidenced by his
numerous publications and learned papers in this elected area.
Indeed, Sahitya Akademi could not have chosen a more qualified
scholar or more seasoned writer than Dr. Raghavan for prepar-
ing the monograph on Tyagardja for the ‘Makers of [ndian Lite-
ture’ Series.

What is immediately striking in the present effort is the way
Dr. Raghavan has condensed an immense mass of relevant
material into the manageable proportions of a compact but en-
lightening memoir. The Karnataka Music Tradition and Tydga-
rija’s place in it—Tyagardja’s Life—Tyagaraja’s Achievement:
almost like the pallavi-gnupallavi-charanam structure of a typical
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Tyagaraja kriti, Dr. Raghavan’s book itself is cast into a tripar-
tite mould, and the orchestrated effect is similarly richly satis-
fying.

The Karnataka music tradition was pioneered by Annama-
charya (15th century), Purandaradasa (16th century) and Kshe-
trayya (17th century). Bhadrachala Ramadasa, the Advaitic san-
nyasi Siva-Narayanananda Tirtha and Margadarsi Sesha Iyengar
were augmenting influences. The seminal pattern of the kriti or
kirtana having becn evolved already, it was for Tyagardja to
bandle it with uncanny excellence and become “the foremost
composer of Karniataka music”. There were his two great contem-
poraries too, Syama Sastri and Muthuswami Dikshitar, and the
tradition has been held aloft by their successors tiil the present
day. But Tydgaraja remains truly central to the Karnataka
music tradition, and is rightly acclaimed and venerated as ‘Sad-
guru’.

But if the ‘form’ that Tyagaraja’s musical compositions took
was the ‘kriti’, the content was religious devotion or bhakri,
following the hallowed bhajana tradition consecrated anew by
Sri Bodhendra and Sridhara Venkatesa (18th century); and fur-
ther stimulus was provided by the Maharashtrian tradition of
safrkirtan, whi_ch had its vogue in the Court of the Maratha
Kings of Thanjavur. In short, the Karnitaka music tradition—
a composite of the highest art and science of music, as also of
the profoundest religion of bhakri—was to become the well of
ambrosial waters, made perennial by the flow of underground
streams equally from Tamil Nadu, Karnataka, Andhra Pradesh

and Maharashtra. It is not the tradition of a locality or of a
small region, but of all South India, and for all India, and all
humanity. ,

T?rﬁgar;ijz}’s OwWn compositions—about sjx
happily survived the rava
musical plays,
both drenched j

tion hundred have
e ¢S of' time, and there are also the two
auiacharirram and Prahlada-bhakli-vjayam,

the inventive side of the rapa. .. S
(directed, no doubt, towardgsa;gﬁg,o;l::o:lzz; c;pmtual. fervour
high sense of religious liberalism), and SPlCndol-oaraCtens-ed by a
ance. Dr. Raghavan reminds us that quite a few ;l;tﬁoetlc o
devoted to the art of music—its origins and nurtureca:?lnﬁf:\g'e
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opment, its role and philosophy and efficacy. When it is culti-
vated with proper voice-culture, tunefulness and a mind cleansed
of distractions and prepossessions, music becomes a means of
bhakti, and bhakti is a much shorter road than jrana to Reali-
sation, For Tyagarija himself, Valmiki was both the Guru of
Rama-bhakti and the Poet-mentor beyond all praise. But
Tyagarija's ‘Rama’ is rathcr more than the limited hero of the
action of the Ra-nayuna. Rama is all the Trimurtis, and trans-
cends them too as thc Illimitable Para Brahman. And such being
the sruti of the Tyagardja musical canon, each kriti becomes a
recordation of all the nine Rasas, and b/akti becomes verily the
ultimate Rasa.

By aspiration and realisation, Tyagarija was the bhakta in
excelsis, and by s.Il-dedication he was also the sublime singer
for the salvation of humanity. Who is the blessed and happy
warrior? Tyidgarija answers: “He who sings of the Nama with
perfect music (susvara)”’! But to sing Tyagaraja’s songs, too, a
like discipline of the mind and heart is necessary. Ruga, thala,
sahitya, mood, tone—these have to be mastered, of course. But
there is even greater need for the disciplining of the self, the
tuning up of all the faculties into the music of love and adora-
tion of Rama. And this calls for the consecrated labour, the sus-
tained sddhana or nadopasana, of a whole life-time. One may
sing before a sabha, or a Patron, or a Conference, or even a
microphone—but a kriri of Tyagarija is always sung only ro the
Prince of Ayodhya who was the incarnatc Lord, the complete
Avatar, the Supreme Being.

When we talk of a tradition, we visualise something akin to
a perennial river like the Ganga. We have some notion of its
Himalayan origins, and we can form a mental picturc of its
winding majestic sweep across the Indian sub-continent. But we
also know that the Ganga at Haridwar or Kashi is quintessential
Ganga. Tyagaraja is the sheer Kashi of the Karnataka music
tradition. A little sealed brass-pot of Ganga water from Kashi
can be all Ganga in miniature for the devout. Likewise a single
kriti—say ‘Rama-bhakti’ in Suddhabangala or ‘Kshirasagara’ in
Devagandhari—can be, for the truly devout, the veritable micro-
cosm of all the infinitudes of Karnitaka music.

In writing of Tyagaraja’s ‘Life’, Dr. Raghavan relies mainly
on the internal evidence of the kritis themselves, and much in-
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deed is insinuated or revealed by this marvellous poet among
composers. The songs when pondered with reverent carc tell us
all we need to know of Tyigaraja’s sore trials in life; of his
heart’s adorations, of his soul’s dark nights, of the unfailing
ecstatic dawns; of his rambles in the Ramayana of Valmiki and
other Ramayanas, the Upanishads and the Gita, the Bhagavata
and the other Puranas; of his unswerving adhesion to Nama-
Siddhanta; and of his concern for the salvation of all humanity.
Dr. Raghavan writes too, with appropriate illustrative citations,
of the structure of Tyigarija’s kritis, the role of the sangathis,
and the reason for the plurality of charanas; of Tyagaraja’s
padhya-gadhya dual mystery; of his originality as a poet judici-
ously exploiting the graces of alliteration and repetition, of the
fertility of the thematic content of the songs and their linguistic
virtuosity, and of the flow, elegance, ease, cadence and conver-
sational pointedness of the sohitya; and above all of the Rama-
ambience, the brooding Guru-bhakti for Valmiki, and of the
whole articulation being seraphically frec from the remotest taint
of the ego. It was with Guru’s Grace alone, Tyagardja thought,
that Enlightenment could come (‘Guruleka’ in Gaurimanohari):

Unless Guru’s Grace
clears heart’s jungle
of anguish,

Despite all worth
no way to
Enlightenment,

Transient health, wealth,
wife, progeny, kith or kin,
engenders pain;

Only Guru’s love-anointed anodyne
of soul-knowledge frees the mind
from bondage.

It was with Guru’s Grace, Tyagarija felt convinced, that he was
able to hymn such a variety of significant fragments of the Rama
story and evoke with such telling particularity the manifold
splendour of Rama’s power and personality.
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I commend Dr. Raghavan’s monograph—what has turned
out to be his meritorious swan-song—for its hard unity of form
and content, and for its vivid evocation of Tyagaraja as compos-
er and singer and bhakta and Sad-guru who tuned the Telugu
language into divine poesy.

K.R. SRINIVASA [YENGAR
‘Sydney House'
278|E, Narasimhan Avenue
Teynampet P.O., Madras: 600 018

25 August 1983
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TYAGARAJA
AND THE KARNATAKA MUSIC TRADITION

While the Raga is the basis and core of all Indian music, in the
South Indian (Karndataka) school, the composition had come
into greater prominence, especially in the last three and a half
centurics. Although the shift of emphasis from Rdga to compo-
sition or song is an abridgement of the Aldpa or the elaboration
of pure Raga, on a closer look at the matter, it would be clear
that the composition, as it grew in importance, did so only as
an embodiment of the Rdga. It is well-known that in an effort
to learn a rare or controversial Raga or render it in 4/dpu or dis-
cuss its characteristic Svaras and Prayogas, the composition in
that Raga is sought and used. The compositions had always
loomed large and according to the chapter on them, the Praban.-
dhadhyaya, in music treatises, there were in vogue numerous
varictics of compositions, bearing diverse structural and technj-
cal features. The musician-cum-composer was called Vag-geya-
kara (Ubhayakara or Bayakdra later), Vak standing for the liter-
ary text and Geya for the musical setting; and the equipment and
qualities set forth for him place him far higher than the Gayana
or the performing musician (e.g. Sangitaratndkara 111, 2.9).

The songs of the Saint-Singers have a place in the cvolution
of the regional languages and a place in the history of the growth
of literature in those languages.

For the heritage of the music of South India, the Giragovinda of
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Jayadeva continued to exert its all-round influence in love-
themes, devotional singing and the structure of songs or song-
poems. But more intimately and nearer in time to the emergence
of the Karnataka music, there was Annamacharya (1408-1503) of
Tirupati, Sanskrit scholar, devotee of Sri Venkateéa, poet and
composer in Telugu; he and his son and grandson were prolific
composers, authors actually of thousands of songs, Kirtanas or
Sarnkirtanas. The songs are also called Padas and as the path-
maker in the composition of the Pada, Annamacharya is rightly
praised by his grandson as ‘Pada-kaviti-mirga-pitimaha’. He
even wrote a treatise on the characteristics of the music-compo-
sition, Sarnkirtana-lakshana. His songs fall into two main classes,
those based on the style of Madhura Bhakti, depicting God as
Lover and the devotee as the Beloved (the Srigdra Padas) and
the religious-spiritual songs (the Adhydtma Sankirtanas). It is
necessary to mention the contributions of Annamécharya and
his son and grandson as Tyagaraja was indebted to them for
many of his own ideas and expressions, not to mention the over-
all ideology of music as part of the worship of God. Tyagaraja
derived as much from Purandaradasa (16th century) and his
Padas in Kannada, which are structurally in diverse forms but
in theme solely of the Adhyatma class. The prolific contribution
of this Kannada Saint indeed over-shadowed that of Annami-
chirya and Purandara came to be venerated as the pitamaha of
Karnataka music. According to tradition Tyagarija’s mother
had a large repertoire of Purandara’s Padas. The third figure
contributing as richly as the above two to Karnitaka music is
Kshetrajia or Kshetrayya (17th century), the author of an
equally enormous number of songs in Telugu adopting exclu-
sively the modes of Madhura Bhakti, depicting the individual
soul in an endless variety of the Beloved (Nayikd) and the
moods of love towards Lord Krishna (Gopala) the Ndyaka par
excellence. Kshetrajfia wrought so to say a unity of the area of
Karnataka music moving from Golconda in the Deccan to
Tanjavur in the Clioladesa and Madurai in the Papdyadesa. The
Kaveri delta, where Tyagaraja emerged, was full of the Padas of
Kshetrajfia of which 1000, out of a total output of 4100, were
composed by the king of Srigara Padas at the court of King
Vijayaraghava Niyak of Tanjavur. As we shall see, a few of
Tyagaraja’s songs are couched in the Kshetrajiia-style.’ Of the
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same period and connccted with the Golconda Muslimn Court
was Bhadrachala Ramadasa (Gopanna by his personal name)
who was imprisoned in the Golconda fort for using up the re-
venues of his division for the service of Lord Rama and His
temple at Bhadrachalam. Singing his songs on Rima in the tor-
ture he had to undergo in the prison, and expressing his faith in
Rima as the great sa\iour, Ramadasa indeed furnished the proto-
type for the Rdmabhakta from the banks of the Kaveri, who
mentions in his songs Rimadasa and recalls how Rima came to
his rescue (‘Kshirasagara-sayana’, Devagindhiri, and ‘Emidova
balkuma’, Saranga).

Like Kshetrajiia, another Telugu musician to bring Andhra
and Tamilnadu into one musical unit is the Advaitic Sannyasin
Siva-Nariyaniananda Tirtha whose pilgrimage extended from
Pari to the banks of the Kaveri, where his long dance-drama
composition on the modcl of the Gircgorinda, the Krishnalildia-
rangini gained a vogue and a Krishna festival was inaugurated
by him. Tyagaraja has echoes from his songs also, referred to
popularly as Taraigas.

Music performances, as seen from the treatises on the art,
set much store in the beginning of our era in the claborate ex

position of a Rdga, in Aldpa, and Thiya, two unbound forms,
and in Gita and Prabandha, two bound forms, the former of
which was more grammatical, and the latter, the actual prede-
cessor of the Kirtana or Padu. The Prabandha continued to be
composed up to the time immediately preceding Tydgaraja. The
Sringdra Pada on the model of those of Kshetrajfia had come
into their spring-time. The type of composition called Varna
(or Svarajari) in which, in addition to words, svara-sequences
were also sct, and the rendering was of the Tana-style, (hence
qualilied as Tana-varn1) helplul to give a grasp of the entire
contours ol a Rdga, was in much vogue, some of the senior con-
temporaries being amongst the great Varna-composers. Although
the Varna continues to be composed to this day, its structure is
not very much different from that of the Kiriana and the method

of its rendering got assimilated to that of the more artistically
claborate Kirtana.
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We may note just one more composer-predecessor of Tyaga-
rija and his two contemporaries, that is Sesha Riminuja, known
to the musical world as Mairgadar$i Sesha Iyengar. His title
‘Margadarsi’ shows how his compositions paved the way for the
Kirtana taking shape.

What is this form Kirtana as it crystalised over the period
surveyed above? As its name shows, it is the singing of the glory
of the Lord and devotion to Him. It is thus, thematically, the
successor of the old Caryd-gira and its successor the Adhydtma-
gita. Somesvara, the Chalukya King of Kalyan, describes in the
music section of his thesaurus, Mdnasollasa (written in A.D.
1131) a variéty of music compositions including the Carya or
Adhyaima-ghia. (GOS. Vol. 1. pp. 46-7). He describes also the
composition which is a praise or prayer or obcisance to God as
Stava-mafijari (ib. pp. 46-7). Annamicharya, referred to above
as the ‘Pitimaha’ of this kind of composition, defines the
A.dhj'dtma-:amkinana as the vehicle of spiritual knowledge and
values, the discrimination as to the body, soul and God, and

Dharma and Adharma.

Deha-Aima Iia.vi vekotsalhambunu
Loka-Veda- Dharmadharmadi-Uhapohambulu
galaya Hari-samkirtanambul Adhydtmambul.

Tyagarija follows this same conception of the Kirtana in his
songs ‘Sogasuga’ (Srirafijani) and ‘Rigaratnamailikache’ (Riti-
‘gaula); the song should embody the true utterances of the Upa-
nishads and inculcate real devotion, and detachment from
material things, and carry the teachings of the Vedas, the six
Sastras, Puranas and Agamas (‘Nigamasiro’rthamugalgina nija-
vakkulato. . .sadbhakti-virati. . . .Kritiche bhajiyifiche’ and ‘Nai-
gama-shatsastra-purina-dgamirtha-sahitamata’).

The music composition, the Prabandha, called also Vastu and
Ripaka, had, as we see in the texts like the Sangitaratndakara
(IV), four parts of Dhatus—Udgraha, Meldpaka, Dhruva and
Abhoga. 1t is also mentioned in the same text that some compos-
itions omit one or two of these four parts and were therefore
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called Dvi-dhatuy or Tri-dhdru. In the oldest music composition
which is still sung, the Gitagovindu, we have the Dhiruvd or
Dhruvapada, the words with which the song opens and which
form the refrain; and after the Dhruva, seven feet (Charanas or
Padas) follow. In the Hindustani composition, there are three
parts now known as Asthdyi (i.e. Sthdyi), Antard and Abhoga. The
first is evidently the same as the Udgraha of the old texts. Ud-
graha is that with which we start or take up the piece, the
Eduppu in Tamil. In course of time the standard form of a com-
position became three, with the exception that there were still
many with only two parts, a beginning line or two followed by
a series of feet. The names of these three parts changed into
Pallavi, Anupallavi and Charana. In the Sungiiaratnakara (1V.
34), the word Pallava .occurs and it refers to a part of the Ud-
graha. It isthis that led to the adoption of Pallava(i) for the
opening part Udgraha. The second part Anupallavi may be taken
as corresponding to the Anrard and the Charana or Charanas to
Abhoga. In a three-unit composition, we may see the rationale
of the structurc, an opening idea, a developmeny of the idea
and an elaboration of the idea with other contribltory ideas,
similes, illustrations and incidents that demonstrate or justify
the leading idea of ths song. It is this Pullavi, Anupallivi and
Charana, and sometimes without the middle part, that figurcs in
the compositions of Tydgarija's predecessors, Annamacharya,
Purandaradidsa, Kshetrajiia, Ramadasa, Nardyapa Tirtha,
Sesha Iyengar and numerous composers of Padas and Varnas in
the times immediately before Tyidgarija. This is the Kirtana or
Kriti which Tyagaraja handled with such cxcellence that made
him the foremost composcr of Karnitaka music. All the earlier
creative cfforts led to Tyidgaraja and all that was created after
Tyigaraja, in the immediately following period or in the present
century, is after his model. In this respect, we may compare
Tyagarija to Kalidasa. It is his songs which are most widely
known and learnt and Karnataka concert programmes arc domi-
nated by his creations. It is because of this that he is referred to
as ‘Sad-guru’.

We have traced the musical heritage of Tyagariaja. We must now
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see the background and heritage of his devotion, Bhakti. In
Coladeéa, the Bhajana movement gained a new momentum wi’th
the Advaitic Sannyasin who adorned the Kdmakoti Pitha, Sri
Bodhendra of the 18th century and his contemporary Sridhara
Venkatesa, popularly and reverentially called Ayyaval. Bodhen-
dra’s samddhi at the village of Govindapuram is a place of pil-
grimage to the votaries of the Bhajana-sampraddya. This move-
ment was further built up by Venkatarima who came to be
venerated as Sadgurusvamin and after him, the village of Maru-
dapallir became an active centre for this sampraddya. Bhajana-
mathas then grew up in numerous places all over the Kaveri
delta and they and the B'iajana-tradition are still in force not
only ull over the Tamil country but in all those cities in the
North where Tamilians have migrated.

The Bhajun is sung individually and in congregation and it
has a framework or set prograrﬁmc or sequence (paddhati) that
had developed over the years. Although, as we see in the songs
which it includes, this paddhati goes to Annamachirya with
whose Todaya-margalam songs the Bhajan begins, the Maha-
rashtra tradition of Sankirran coalesced with this Tamil tradition
during the period of thc Maratha Kings of Tanjore and made
its own contribution through the songs of the Marathi Saints.

The essence or basis of this Sampradaya is the recital or re-
petition of the Name of the Lord (Ndma-Kirtana) and faith in
the eflicacy of the Name as the redeemer (Taraka). The doctrine
was cxpounded in a number of treatises which include the writ-
ings of Bodhendra and Sridhara Venkatesa. Although thc Name
of the Lord, as cultivated by the Smdrtas and Advaitins who
specialised in this pursuit, was of any Deity, Siva or Vishnu or
Devi or their different forms, it is the Name of R4ma that is
most prominent among the followers of this school. The worship
of Rima and the spiritual significance of His Name comc down
from the Ramayana and the Rama-Upanishads and a mass of
Rima-literature. A senior contemporary of Tyagaraja was Upa-
nishad Brahman of Kanchipuram, the founder of the Math
known after his name in that holy city. Upanishad Brahman was
an Advaitin, a devotce of Rima, a musician and a contributor
to the Nama-siddhinta school and its philosophy as seen in his
work Upeyanamaviveka,

While, on one hand, we have in the Tyagarija Manuscripts,
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collected by Walajapet Venkataramana Bhagavatar, a treatise
called Devata-ndma-mahatmya obviously studied by Tyagaraja,
we have, on the other hand, in the same collection, a Srimu-
kham, a message, from Upanishad Brahman asking Tyagaraja to
come to Kanchipuram. Venkataramana Bhagavatar, pupil of
Tyagaraja, says in his song in Begada (‘Sri Rama Brahmamu’)
that Tyagaraja and his forebears belonged to the Nama-siddhanta
tradition of Sr1 Bodhendra. (‘Yativarulaku Bodhendradula vira-
citamagu Nama-siddhanta-matamun anusarincina murdhan-
yudu’). In more than one piece, Tyagaraja refers to Rama as the
treasure of his family and of himself as a ‘Bhagavata’ from the
womb (‘garbha’). (‘Nivegani’, Bilahari; ‘Paihi m3m Hare’, Sau-
rashtra). In a number of other pieces, he mentions his having
been devoted to Rima and Rima-Nama from his carly years.
As we shall see later, Tyagarija's compositions themselves are a
contribution to this Ndma-siddhanta and its tenets and practice.

Rama Bhakti and Rama Ndma were thus in the very blood
of Tyagaraja. His formal initiation in Rama-nama-japa was
probably given by the Sannyisin Ramakrsnananda whom he
salutes in his Naukdcaritra. On such an initiation one reccives
a red rosary-like thick silk thread (Strra). In the Ra-na-upani-
shad already mentioned and in the Kulisantaranopanisad, the
Lord’s Name meant for Japa is given as Rama Nama. The Name
‘Rama’ is indeed the saviour par excellence, Taraka. (Rama
uttara-tapani). The texts lay down a procedure for this repetition
of the Rdma Nama. The Rama rilasyopanisad says that it should
be repeated ninety-six crores of times (‘Shan-naviti-koti-nama’).
According to tradition, Tyagarija completed this vow of repeat-
ing Rama Nama ninety-six crores of times and thereby got the
vision (sakshatkdra) of Ramachandra. This must be true and
nothing else or less could Tyagaraja have done.

That Rama and Rdma Ndma formed his heirloom is men-
tioned by Tydgaraja in a number of songs: ‘Kuladaivata’, -Kula-
dhana’ in ‘Rama ni samanam’, Kharahara Priya, ‘Palukavemi’,
Purna Chandrika, and ‘Inndllu’, Nirdyapa Gaula. He was
devoted to Rama from his young days (‘Chinnanade yanusarin-
chu’ in ‘Pdhi mam Rﬁmachandl_'a_', Kapi; also in ‘Nannubrova’,
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Abhogi; ‘Anandam 3nanda’ in Bhairavi; and ‘Ninne nera’ in
Pantuvarali). Rima was a treasure earned by his ancestors
through their austerities (‘munu mavaméamuna galugu peddalu
tapamulanu jési yarjinchina dhanamu’, in ‘Neevegani’, Bilahari).
He was born with Rama Nama on his lips (‘Pahi mam Hare’,
Saurashtra).

The meaningfulness of the repetition of Lord’s Name is that
this establishes or plants in the mind of the devotee the image
of the Lord. According to the teachers of this school, there are
two aspects to the Name of the Lord, one as Nama (Name) and
another as Riipa (Form), the former as means (Updya) and the
latter as the object to be gained (Upera); and the Name itself
is considered as the Riipa (Upeya Ndma). One of Tyagaraja’s
inspirers, Upanishad Brahman, expounded this doctrine in his
Upeya-ndma-viveka. To Tyagarija, Nama and Ripa cannot be
separated. The contemplation of the one brings on the other.
In ‘Smarane sukham’, Janarafijani, he says that the constant
cxposure to the sound of Rdma Nama fixes the form of the
Deity in the heart and fills it with love. The drinking of the
nectar of Name forms the steps to reach the Lord (‘Namamrita-
pdnamu yanu sopinamu dorikenu’ in ‘Venkateda’, Madhya-
madi). He even says that it is the letters of the Name repeated
by him that had taken shape as Rama (‘Na japa varna ripama’
in *‘Najividhira’, Bilahari).

His faith in Rama Nama as the greatest Name and the most
effective redeemer finds expression in ‘Urake’, Sahana, where
he calls it Mantra-raja and in several pieces which refer to Rama
as the Tdraka Nima. In some pieces Tyagaraja describes Rama
Nama as the essence of the Vedas (‘Vedasiramau namadhe-
yamau’ in ‘Talachinantane’, Mukhari) and as that which has
been described in the Vedas (‘Evarikai’, Devamanohari). Tyaga-
raja says that Rama Nama was always on his lips (‘Tyagarajuni
jihvapai réjillu varamantra-rija manu’ in ‘Urake’, Sahana; and
‘mi rasanamuna ni cimamu mirumiru balkanu daya ceyumu’,
‘Sri Raghuvara’, Devagandhari). This repetition of Rdma Nama
was not mechanical; it was done with the contemplation of
Réama’s image fixed in the mind and it was uttered with love.
The joy he derived from such practice of Nama-japa was inde-
scribable. In ‘Intasaukhyamani’, Kapi, he asks: ‘[s it possiblc to
describe the bliss onc derives from chanting Rama Nama? This
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ceascless japa and the intense love of Rima with which it was
done bore the desired fruit. He had the vision of Rama as men-
tioned by him in some of his songs: ‘Kanukontini’, Bilahari,
‘Kanu gonu saukhyamu’, Nayaki, and ‘Bhavanuta’, Mohana.

According to the Umayalpuram pupils, Tyagaraja is said to
have taken up the vow to recite Rdma Ndma ninety-six crores
of times when he was twenty years and completed it in twenty-
one years and fifteen days. It is at the end of this that Rama
gave him darsana. In the same school, it is said that on his get-
ting this vision, Tydigarija sang his song in Athana ‘Ela m daya-
ridu’ and that it was his first song. It is neither necessary to
identify the first song composed by Tyagardja nor possible to
support any such supposition. ‘Fla nt dayaridu’ has no evidence
to suggest that it was his first song. In fact its very opening has
a meaning against such a supposition.

There are some more points in Tyagaraja’s treatment of this
doctrine of Rama Nama. According to the tradition of this
school, it was Siva who spoke to Parvati of the greatness and
power of Rama Nama and it is also said that into the cars of
everyone dying in Kasi, Siva is imparting the Rama Nama. Tt
is on the basis of this belief that in the signature (mudra) of
most of his songs the word ‘Tyagardja-nuta’ is given and the
reference here is not only to the author who sang of Rama but
also to Siva who expatiated on the glory of Rima. He mentions
in’ express terms the belief in Siva extolling Rima and His Name
in several pieces: ‘Rama Raghukula’, Kapi; ‘Nityaripa’, Kapi;
‘Vadera’, Pantuvarali; 'Saramegani’, Pantuvarali. In ‘Kana
kana ruchira’, Varali, Tyagarija calls Slva the witness (S'Iksht)
for the efficacy of Rama Nama. y

Next in importance to Siva’s association, is that of the epi-
sode of Vilmiki being initiated in Rdma Ndma by Narada.
Tyagaraja speaks of this also in ‘Sarame gani’, Pantuvarali, It
forms also the basis of the story that goes with it, namely that
as Valmiki was an illiterate hunter and could not utter the word
‘Rama’ in its proper order, he was asked to repeat it as ‘Ma-Ra’
with which he was familiar and which meant ‘tree’ or ‘die’, so
that in the continuous chanting of it, the proper form ‘Rima’
would naturally come. It is in the well-known song ‘Evarani
nirnayanchirira’, Kharahara Priya, that Tyagaraja makes an
claboratc statement on the Name ‘Ridma’ being the essence of
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the Names of Siva and Nardyana, that is, by combining the ‘Ma’
that is the life of the Siva-mantra and the ‘Ra’ which is the life
of the Ndrayana-mantra. That ‘Ma’ and ‘Ra’ form the vital
letters in the two mantras is shown by the fact that if ‘Ma’ is
dropped in ‘Namah Sivaya’ it becomes ‘Na Sivaya’ meaning
‘it is not for good’; and similarly if ‘Ra’ is taken out of ‘Namo
Nariyanaya’, it becomes ‘Na ayandya’ meaning ‘it is not for
salvation’. (‘Siva mantra munaku Mi-jivamu Maidhava mantra
munaku Réjivamu 71 vivaramu delisina ghanulaku mrokkeda’).
This idea is set forth by Upanishad Brahman in his Upeya ndma
viveka.

In the above anecdote of Valmiki getting the Rama Nama
as ‘Ma-Ra’, it is implied that in whatever manner, direct or in-
direct, one utters the Name, he is saved. The Bhdgavara P.rana
enunciated this idea and illustrated it with the story of Ajimila.
Sridhara Venkatesa, one of the teachers of the Nama-sidd: dnta,
gave expression to the idea. But Tyagirija took a different line
on this. In the song ‘Telisi Rama’ (Purnachandrika), Tyagaraja
emphatically says that Rdma Ndma should be recited with the
knowledge that Rama is the Supreme 'Being. Even if one utters
it with the proper order of the letters, if he recites it mechani-
cally, without realising its high meaning, his ‘Rima’ would refer
to a beautiful woman and lead to lust. The exaltation of the
efficacy of the Name as destroyer of all sins in stories like that
of Ajimila, Tyagaraja says, should not blind one to the fact
that Nama-japa requires all ethical equipment in the reciter.
(‘Paraloka sidhaname’, Piirvi Kalyani).

If onc does the Jjapa of Rama Nédma with this knowledge,
one will see the whole universe as Rama (‘Ni japamulu vala
T jagamulu nivai rajillunaya’ in ‘Intakanna’, Bilahari). It is love
of Rima that would help onc to develop the taste for the
sweetness of Rdma Nama: ‘Rama niyeda prema rahitulaku nima
ruchi delusuna’ (Kharahara Priya). This love is comprehensive,
not exclusive; it makes no distinction of one form of divinity
from another. Tyagaraja again and again -affirms that he has
worshipped his Rama without any mata-bheda. 1n fact, the
Nama-Siddhanta lays down ten drawbacks in the recitation of
the Name (Ndma-aparadhas), one of which is to see Siva and
Vishnu as separate. (‘Siva-Madhava-bhedamu jéyagaridu’ in
‘Bhaktuni Charitra’, Begada; ‘matabhedamulcka sada’ in ‘Itara-
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daivamula’, Chayatarangini).

Tyagarija’s songs are thus complete with all the basic tenets
of the school of Nama-siddhdnta and take their place along with
the writings of Sridhara Venkatesa and Bodhendra.

Tyigarija was a flower that blossomed in the Bhajana
tradition from which music cannot be separated. The times
were also such that the whole place abounded in musicians.
Tyigaraja’s own family had enough musical background. One
of the stalwarts of the time was Sonti Venkatasubbiah, who was
a court-musician at the time of King Tulaja of Tanjavur on
whom he composed a Varna in Bilahari. He was patronised also
by Chinniah Mudaliar at Manali near Madras where he com-
posed many songs. In a Sanskrit work called Sarvadevavildsa
describing the city of Madras (about A.p. 1800), its temples,
Temple-trustees and the music-sadas they held from time to
time, it is said that Sonti Veﬁka[asubbiah’s music would
make barren trees sprout. It was his son Sonti Venkatarama-
nayya who is remembered as Tyigaraja’s guru in music, although
Tyagaraja’s songs have no mention of his name. In the Walaja-
pet Manuscripts; there is a codex carrying, among others, many
Rdga-Tanas of Sonti Venkatasubbiah and Sonti Venkatara-
manayya. In the B8hajana-paddhati some introductory songs are
sung on the promulgators of the tradition, Bodhendra and Sad-
gurusvami of Marudanallur; these were composed by Sonti
Venkataramanayva, a fact which shows the close link of musi-
cians and the Bhajana-tradition referred to ecarlier. Venkatara-
manayya’s compositions bearing the mudra ‘Gopilakrishna’
were difficult to negotiate and hence came to be: called ‘iron
nuts’, quite the opposite of the productions of his pupil which,
as the pupil himself says, were in ‘Drikshapaka’, in sweet ease
and grace!

This milicu of the Chola desa, of the cultural background
of the Kaveri-Agrahara, had a profound effect on Tyagaraja.
He felt inspired and elevated by it. The environment provided
the ‘Adhdra-sruti’, so to say. to the song of his life. With a
sense of patriotism as it were, he exclaims ‘I mahild sogasaina
cholasimayandu’ (‘this Chola-land, the beautiful land in the
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world’). His own native place, the great Kshetra Paiichanada
(Tiruvayyiru), where hc lived and the sacred associations of
the place, gave him a feeling of exaltation. In ‘Muripemu’,
Mukhari, Tyagaraja says that Rama himself should be proud of
a place in the beautiful Paiichanada Kshetra, worthy of being
coveted by Siva, on the banks of the Kaveri over which the
matchless maid southern breeze blows and where holy persons
perform /iomas and chant Vedas: ‘Iduléni malaya-mirutamuché
gidina Kiveritatamandu bhiasurulagnihotrulai védaghoshamu-
lache nutiyimpa—jida— Sivudu géru ydgyamaina sundaramagu
puramu’.

Tyigardja had his genius and a fine voice. But he was also
groundcd strongly on the theoretical side of the art and the
inventive side of his Rdga-creations had a solid basis in his
proficiency in the Rdga-system. This is borne out not only by
his compositions, his many new Rdgas (vinta rdgas) and his deft
treatment of the Ragas in Vivadi melas, but also by the variety
of music manuscript material found in the Walajapet manu-
scripts. The collection includes the compositions of layadeva
(the Ashtapadi), Purandaradasa, Kshetrajfia, technical composi-
tions by Govinda Dikshita, Alamkaras, Sanchdris, Tarnas,
Lakshana Gitas, and Aroha-Avaroha of a large number of Ragas.

There is also among these manuscripts a treatise on music
called Sangitdmytacandrika. Usually the story is told that Sage
Narada appeared before Tyagaraja and gave him a music treat-
is¢ called Svararnava, composed as Siva’s teachings on the art
to Pdrvati, and referred to by Tyidgarija in his well-known
song ‘Svararigasudhirasa’, Sankarabharana. The story is need-
less, as the text known as Svardrnava, a part of a larger work
called Svararagasudharasa, can be identified in known Sanskrit
Sangita literature. In his song of salutation to the Achdryas of
music (‘Vidulaku’, Miyamilava Gaula), Tyagarija shows his
acquaintance with a large number of gods, demigods, sages etc.,
associated with Sanskrit texts on music. This list includes the
two historical authorities Sarngadeva, who wrote the Sangita-
ratndkara and Somesvara, who was the Chalukya King of Kalyan
who wrote the Manasolldsa (a.p. 1131). Actual echoes and

adoptions of expressions from Sarhgadeva are found in Tyéiga
raja’s songs.
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The close relation between religion or spiritual life and music
was touched upon. All our saints sang their compositions and
all our composers have been religious persons. While the saint-
singers’ songs have only stray side-remarks on music or use
occasionally the imagery of music, and while other music com-
posers make only casual references to the art and its sacred
character or role, it is in Tyigaraja that we find a full exposition
of the subject and a whole group of songs, comprising a con-
siderable number, devoted to the art. These songs are of five
kinds—on the nature of the beginnings and development of the
art of music, manifestation of musical sound in the body, its
cultivation, its role and its philosophy.

Tradition as embodied in ancient texts traces music to the
Sdma Veda and in more than one song, Tyigaraja mentions this
sacred association. In ‘Sdmaja-vara-gamana’ in Hindola, he des-
cribes music as the ncctar born out of the Sama Veda (‘Sama-
nigama-ja-sudhimaya-gina’). Prapnavra (OM), the Primordial
Sound, has been held to be the ultimate source of Ndda which
expresses itself in the concrete form of the seven Svaras: ‘Veda-
$iro-matrja-sapta-svara’ in the same song. The song in Chenchu.
Kambhoji (‘Vara-riga-layajnula’), he describes the Ndda that
cmanates from the body as the embodiment of the divine Pra-
nava (‘Divyamau Pranavikarame’).

Coming to the plane of a Personal God, Tyagaraja identifies
Siva (Sadisiva) as of the very form of Onikdra, Nida and Svara
(‘Ragasudharasa’ in Andolikd). The Vedantic conception of
Pranava as the nearcst symbol or image of Godhead is also the
doctrine of the votaries of music, the Nddopdsakas. Therefore
the latter, with the Yogins and Bhaktas, adore the Deity, Siva,
Rima ctc. as abiding in Owmkara (Omkaraparnjara-kira, Omkara-
dhima, Omkara-sadana). Based on this idea and derived from it
are two remarkable songs of Tyagaraja, one in which he speaks
of the sacred tradition of Siva being the essence of the Sama
Veda, the fountain-head of music and of the seven Svaras as
emanating from Siva’s~ five fuces, Sadyojita etc. and thus Nada
itself as Siva’s body. (‘Nidatanum aniéam Sankaram namami’ in
Chittarafijani). In several pieces, Tyagarija calls his Rima the
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very cmbodiment of Nada, ‘Nadatmaka’, ‘Nada-rupa’, and
‘Nida-Brahmananda-rasakriti’. The expression ‘Nida Brahman’
must be noted. According to Vedanta, there are two aspects or
forms of Godhead, Para and Apara; the former is Brahman and
the latter, Sabda or Ndda Brahman. If the Chittarafijani_ piece
expresses the idea in an abstract manner, the song in Arabhi
delineates in poetic imagery Sri Rima as the very nectarine
Rasa of Ndda taken the human form of Rima (‘Nada-sudhara-
sambilanu narakritiyaye’).

‘The ambrosia of Ndda, which is the basis of Vedus, Purdna,
Agas a and Sdsira, has taken the human form in Rama: His bow
is the Rdga and the seven notes the seven tinkling bells on the
bow; the bowstring has three strands which are the. three styles
of Dura, Naya and Defya; the steady pace or tempo is the arrow;
the charming variations on the musical phrases (Sasigaris) are the
words uttered appropriately in apt contexts. . . .’

Another aspect to the greatness of music is that it was
through music and its constant practice that the very Gods,
Brahmi, Vishnu, Siva and others attained to their resplendent
position. (‘Nadopasanache Sankara Nariyana Vidhulu velasiri’
in Begada). Tradition associated different Deities and sages with
the promulgation of different aspects of the art and the different
texts and treatises on the art. To all these teachers of mu_sic,
Tyagarja pays his obeisance in a song set in thc appropriate
Raga of Mayamalavagaula (‘Vidulaku mrokkeda Sangitakovi-
daluku mrokkeda'); the Sarigita kovidas figuring here are: Siva,
Lakshmi, Gauri, Sarasvati, Brahma, Vishnu, Narada, Indra,
Bharata, Kasyapa, Chandikeévara, Anjaneya, Subrahmanya,
Ganesa, Markandeya, Agastya, Tumburu, Nandikesvara and the
two historical figures Somesévara and Sarngadeva. $iva is always
engrossed in the music of the Vind (‘Mokshamugalada’ in Sara-
mati) and Krishna, of the Flute (in several pieces) and in Rama,
both philosophy (Gitd) and music (Gita), (Gitarthamu in Surati),
are seen.

In_ Some songs, Tyagaraja expounds the process of the mani-
festation of Sound (Nada) in the human system, following Yoga
and the Sanskrit texts on music like the Sarigiraratnakara. In
“Mokshamu galada’, Saramati, he refers to the manifestation of
the Ndda of Pranava in the interaction of the internal heat and
breath within one’s body (priananala-samyoga); and of the fur-
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ther concrete expression of this Nada in terms of the seven
Svarars. Tt emanates from the regions of the navel, heart, throat
and nostrils; it is the essence of the Gayatrf which is the essence
of the Vedas (‘Sobhillu’, Jaganmohini). The Ndda produced in
the body is divine and is of the form of Pranava (‘Vararaga’,
Chenchukambhoji). For a full statement of this, we have one of
Tyagaraja’s major compositions, the well-known one in San-
karabharana, ‘Svara-raga-sudhirasa’. The Ndda, whose experi-
ence is very bliss, arises in the basic plexus (Miladhdra) and
from the different points in the body, it manifests itself as the
seven notes; this, as well as the spiritual end of music, are
dealt with in the treatise called Svardrnava imparted by Siva to
Parvati.

How should this divine art be cultivated and cherished, so
as to cnable one to realise its fruits? In several pieces, Tyagaraja
spcaks of how one should practise music. Ina well-known
major song of his, ‘Kaddanu viriki’ in Todi, Tyagardja exhorts
thd votary of the art to cast off sleep and get up in the still
hours of early dawn, take the beautiful Tambura (Sruti or drone),
and to practise with a pure miind, intoning the svaras at their
correct places, without swerving from the tradition, and with
devotion. It may be seen that Tydgaraja emphasises here voice-
culture, tunefulness, and a clean mind, free from obsessions and
distractions. ‘Su-svara’, the basis of appeal in music is mention-
ed by him in other songs also. (‘Sogasugd’, ‘Sitavara’, ‘Sukhi
evaro’, ‘Etla dorikitivo’). In the last-mentioned piece, he even
says that his. getting Rima is itself the fruit of his ‘su-svara’
music. In his Athana-piece ‘Sripapriya’, on God as a lover of
music and as moving in the Svaras, he describes each Rdga as a
divinc damsel dancing with tinkling anklets, which incidentally
alludes to the story of Narada seeing the maimed damsels in
heaven and being told by the Lord that they are the Rdgas which
Nirada had mutilated by his bad singing. In ‘Sobhillu Sapta-
svara Sundarula’ in Jaganmohini, he describes the seven Svaras
as scven resplendent beauties. Not only does Tyagardja refer to
the finer points of music, but expressess also how keen is one’s
cnjoyment when the Vina is played or a song is sung appro-
priately to the rhythms of the softly played Mridanga. ‘Who is
that blessed soul who delights you with his singing to the deli-
cately played Mridanga? (‘Sogasuga Sriranjani). Banging on
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the Mridanga, which is its main feature today, has this criticism
in Tyagardja. ‘What is the pleasure of thumping th_c Mridanga
without knowing the rhythms and their varied patterns?’
(‘Svararaga’, Sankarabharana). He twice compares music to the
honey-laden lotus which one should enjoy like a.‘bee (‘Nada-
sarasiruha-bhringa’ in ‘Sri Narada’, Kanada), like a swan and
not like a crane or frog by the side of that lotus (‘Svararaga’).

From the earliest times music has been cultivated as an effec-
tive accessory of religious and spiritual pursuit. Its role as a
Sadhana for Bhakti has been exemplified by the lives and practice
of Bhaktas and men of self-realisation, and also expatiated upon
by authorities like the Bhagarara. Nothing lower than this could
be the aim of this art. Tyagarija also expatiates on this aspect
and in several compositions, declares that the knowledge or
practice of music without devotion (Bhakti) would not lead one
to the good and wholesome path (‘Sangitajiinamu bhakti vina
sanmargamu galade’, Dhanyasi). ‘There is no salvation for those
who are not endowed with real devotion coupled with know-
ledge of music’ (‘Mokshamu galada ni sadbhakti-sangitajiidna-
vihinulaku’, Saramati). Those who have by nature devotion and
music together are really liberated souls (‘Sahajabhaktito raga-
jnina sahitudu muktudura’ in ‘Svararaga’, Sankarabharana). If
music is wedded to the singing of God and his glories, it would
bring to one the bliss of becoming God-like (‘Sangita-sastra
jhanamu sarupya saukhyadamé’, Silagabhairavi); nay it bestows
on one several other precious things, affection, devotion, love
for the good souls, the Lord’s grace, the fruits of austerities and
even fame and wealth (Charana of the same song). In a song in
the auspicious Sri Riga (Nima kusuma mulache), Tyagarja
visualises Lord Rama as seated on the bejewelled pedestal of
Ndda and Svara and His feet being worshipped with the singing
of His Names as if with so many flowers If one does so, the
birth as man would be the best birth. God and His glory are
therefore the only fit theme of song; if it is otherwise, it is as
good as not being sung at all. (‘Samayamu delisi’, Asaveri). The
song on Rama is the only song (‘Rama Kodandarima’, Bhai-
ravi). Asking in an appealing Kanada piece ‘who is the blessed
happy person,’ (‘Sukhi evaro’), he answers, ‘he who sings of the
Name of Rama with perfect (Susvara) music.’

The reafisation of Self or the Godhead and release from the
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mundane bond (saksharkara and mukii) are of course gained by
Knowledge (Jidna). But this awakening by cultivation of the
scripture, understanding it, reasoning about it, meditating upon
it and practising concentration etc. through Yoga—all these
take a long time and it takes several lives for one to get release.
This is a long and arduous path. But music which takes one
away, as nothing clse could do, from one’s immediate mundane
pre-occupation and stress, and puts him in repose and equili-
brium, opens up the inner fountain of the soul’s own bliss; and
the more frequent and deep such absorption, the more stable is
the realisation of the bliss of the Self. Sage Yajbavalkya declared
in his Smriti that he who knew the truc way of playing the Vina
is a master of the music-notes and rhythm, reaches liberation
(moksha) without strain. Echoing this, Tyagaraja says in his
‘Svarariga’, repeatedly quoted above: “To a philosopher (‘Sdstra-
jidni), one who strives through the path of knowledge, Meksha
comes after several births; but one blessed with innate Bhakri
and the knowledge of melody (a Raga-jidni) is a released soul
here and now.” The burden of the song ‘Mokshamu galada’ is
the same thesis that music and absorption induct one into a state
of jivanmukti, living and yet unbound. This is the essential truth,
the Sdra and hence the Raga of this song is also Saramati. This
is Ndda-Yoga, more potent than Rdja-Yoga, Jidna-Yoga etc.
This power of music by which the knots of the heart (hridaya-
granthis) fall apart is itself the bliss of Brahman: ‘One delight-
ing in Ndda and music attains Brahminanda (‘Nadaloludai
Brahminanda mandave’, Kalyanavasanta). ‘Il one floats not on
the ocean of bliss called music and is not rocked on its billows, he
is a veritable burden to carth’ (‘Ananda-sagara’, Garudadhvani).
‘Drink the ambrosia of melody and delight, O mind’ exclaims
Tyagaraja in another song in Andolika (‘Ragasudhirasa pinamu
jesi rajillave, manasa’). All these are not mere reproduction of
tenets from texts but they came out of Tyagarija’s own personal
experience. For he says more than once of himself as Tyidgaraja
who knows this, practises this truly, revels in Susvara (‘Sitivara’,
Devagandhari), and also understands Rdaga and Laya in their
truc nature (‘Bhavinchi riga layadula bhajiyinché Sri Tyagaraja’,
Anandasigara); and that his songs are the quintessence of
music (‘Siramani Tyagaraja sankirtanamu’ in (‘Chintistunnade’,
Mukhari).
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On the positive side it must be said that Tyigarija had not only
a high sense of his art, but also a realisation of his mission and
his capacity to discharge it. He was a self-conscious artist. In
more than one song, he says that, he, Tyagaraja, as against the
imposters, was endowed, on one side, with true devotion and on
the other, with correct knowledge of the subtleties and beauty
of music. If we take a close look at his signatures (mudrds) at
the end of his pieces, we find that, he always gives himself some
epithet or other, which, like a button, when pressed, gives us
glimpses of his endowment and cquipment and the virtues of
head and heart that he possessed. In the well-known Kalyani
song in which he repudiates worldly possessions and affirms his
VairGgya and faith in the value of Bhakti, he calls himself ‘Su-
mati Tyagaraja’, the wise one who had a proper sense of the
values. On the same idea, we have the ‘Nishkdma Tyﬁgafﬁja'
(‘Kattujesinivu’, Athana) and ‘Rdgarahita Tyagaraja (‘Sri Rama
ST Rama’, Sahana). He was purz (‘Nirmala Tyagardja’ ‘Amba
ninu nammiti’, Arabhi) and free from defects (‘Nirdosha Tyiga-
rdja’, ‘E Ramuni’, Vakulabharanam). He was real Bhigavata
(Parama-bhagavata’, ‘Nivu brovavale’, Saveri) and one whose
devotion was sincere and unmotivated (‘Tyigariju nirupadhi-
kudai archinchw’, “Tulasi bilva’, Kediragaula). He was a true
servant of the Lord (‘Nijadisudaina Tyagarajuniki’, ‘Karmame’,
Saveri and ‘Kadatéra’, Todi). He knew the science and art of
music as taught by Siva to Parvati (‘Svararaga’, Sankarabharana).
Playing a pun on the name ‘Sugriva’ of the Ramayana, he asks
Riama that he, Tyigaraja, too must be protected as he too was
a “Su-griva’, possessed of a fine voice (‘Nawmoralagimpavémi’,
Devagandhari). Tyagaraja revelled in ‘Susvara’ (‘Sitavara’, Deva-
gandhari). His songs were precious, the essence of devotion
(Saramani Tyagaraja sanikirtanamu) and as people sang them
for their salvation, the lord of death, Yama, became anxious
that 'hC was losing his victims (‘Chintistunnade yamudu’, Mu-
khari). He sang his songs for the salvation of humanity (‘Tyiga-
riju kadatéra tirakamani jésina fata raga-ratnamalikace’, Riti-
gaula).
After the disturbances caused by confrontations within t h
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family and the carping critics around, which gave birth to a
number of songs of plaint and complaint, Tyagarija had crossed
the boisterous billowy shores and reaching the calm waters, put
anchor in the Lord. He was a true man and a whole personality
‘Nijamaina Tyagaraja’ (‘Ramabidna’, Saveri and ‘Endu kaugi-
lintura’, Suddha Desi). All doubts and vacillations were at rest
(‘Nissarika-sarasa-Tyagardja’ in ‘Déva Rima Rama’, Saurashtra).
In addition to self-confidence and strength, he felt the exulta-
tion of fulfilment which imparted a buoyancy and cheer to him.
He could call himself now ‘Sarasa Tyagardja’. He could look
upon the whole world with benign eyes and beatific spirit,
‘jagamella sudhadrishticé brochuvaru’, as he describes the great
souls (Mahanubhavas) in *Endar6 mahanubhavulu’, Sri. He
was a super-aesthete of life, ‘Rasikagrésara’ (‘Grahabalamémfi’,
Revagupti) and one whose lustrous appearance (Rdjillu Tyaga-
raja in many songs) bespoke the inner plenitude of serenity and
joy.

There is a song in Todi ‘Dasarathé nee rinamu teerpa na
tarama’ in which Tydgardja cxpresses his gratefulness to Sri
Rima for spreading his famc in distant parts of the country
(asa deera diradeésamulanu prakisimpa jésina). Rima was his
true patron, the foremost connoisseur (Rasikasiromani) who
understood and enjoyed Tydgardja’s music. In his visits to the
different places, he was gratified to find people who admired his
compositions and it gave him the sense of self-satisfaction and
achievement. This explanation of song ‘Dasarathe’ does greater
justice to the composer than to narrate for it an anecdote of a
north Indian musician calling on Tyagraga. Tyagardja not only
attracted pupils but some noted musicians and composers of the
times, paid visits to him. According to the Sampradiya Pradar-
§ini, Shatkala Govinda visited Ettayapuram in 1833 and then
went to Tiruvayyaru. A younger contemporary of Tyagaraja
who walked in Tyagaraja’s {ootsteps, was devoted to Rama (at
Bhadrichalam) and composed songs of as many types as thosc
of Tyigarija, is Timu Narasimhadasa (born, 1750); therc is a
verse ol praise on Tydgarija that he uttered on the occasion.

Among Lhe pupils of Tyagaraja who systematically learnt his
compositions, there were three important ones, the Umayal-
puram Brothers, Krishna Bhagavatar and Sundara Bhagavatar,
Tillasthinam Rama Ayyangar and Venkataramana Bhagavatar
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of Ayyampettai, who later migrated to Walajapet and came
to be better known as Walajapet Venkataramana Bhagavatar.
These pupils came from places near about Tiruvayyaru. Some
other pupils whose names are known are Tanjore Rama Rao,
Manambuchavadi Venkatasubbayyar, Lalgudi Ramayyar, and
Vina Kuppayyar whose son Tiruvotriyur Tyagayyar was named
after the great musician. Some of these became reputed com-
posers of Kritis and Varnas. Of these pupils, the first-mentioned
three, of Umayalpuram, Tillasthinam and Ayyampet-Walaja-
pet had each his special fecatures by reason of the versions
(patha) and the stock of songs handed down by them. These are
the three chief schools. Of these three again, the Walajapet
Bhagavatar became, so to say, the Boswell of Tyagardja; the
compositions of Tyagaraja in his collection are the largest.
Direct lineage of the Guru-Sishya-parampara of the musicians
who spread Tyagaraja-Kritis in the Tamil, Telugu and Kannada
arcas could be traced. The annual celebration of the day of
Tyagarija’s passing away at Tiruvayyaru in the south and the
work of Venkataramana Bhagavatar in the north brought to its
due prominence the greatness ol Tydgaraja in modern times.
Comparable to the one cited above, the thanks-giving IKriti
‘Dasarathe’, there is one which evidently belongs to the last
phase of Tyagarija’s life and work. It refers to the composer
having discharged the mission faithfully and to his satisfaction,
that Rima had assigned to him—‘munu ncevanaticchina panula
asagoni ne manasaraga nidanamuga salpinanu.” Two other pieces,
obviously of his last period, arc ‘Giripai’, Sahana and ‘Paritapa-
mu’, Manohari, in which Tyagaraja says that Rima appeared in
his vision and promised him salvation in five days. In accordance
with the tradition to which he belonged, Tyagaraja entered in his
last days the fourth Aérama of Sannydsa. He attained his Siddhi
on Pushya Bahula Panchami in Prabhava, 6th January 1847. The
celebration in honour of this day, the Aradhand as it is called in
the case of Sannyasins, is a great occasion for musicians and
lovers of music to gather at the spot of his interment on the
bank of the Kaveri at Tiruvayyaru and in places all over India
and cven outside the country where South Indians live. There
are devout circles and individuals who observe with recitals of
his songs the day of his passing away, the Bahula Panchami, the
fifth of the dark fortnight, every month. The image of Tyagarija
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became enthronmed in the hearts of the devotees in the full
stature and dimensions of a Saint-composer. He is revcrentially
mentioned as Svdmigal, and his songs as the Tydgopanishad.
When a song of his is sung and the last line mentioning the
composer’s name (mudra) is reached, the devout singer raises his
palms in obeisance to Swdamigal. Mentally, if not physically, the
whole audience does the same thing.



TYAGARAJA'S LIFE

Tyagaraja belonged to a family of Telugu Brahmans domiciled
in the Kaveri delta. He was born in the great centre of Siva-
worship and music, Tiruvariir, where there is the big Temple of
Siva in the form called Tyagaraja. God Tyagardja was the
patron-deity, so to say, for the Maratha Rajahs of Tanjavir,
the Deity being the object of numberless songs, Pudas and musi-
cal plays of the rulers like Shahaji and poets and composers of
the Tanjavar court. It was after this presiding Deity of Tiru-
varur that Tydgarija was named. So when the composer later
put in his songs the signature ‘Tyigarija’, it carried a double
significance, his own personal name and also Siva, who according
to the texts and traditions, expounded to Parvati the greatness
of Ramabhakti. Tyagarija’s father was Rima Brahman, one of
the five sons of Giriraja Brahman, the last of the five sons of
Pafichanada Brahman. That the great grand-father was known
as Panchanada shows that the family had been living in Pafcha-
nada-kshetra, the holy place of Tiruvayydru. Although Tyaiga-
raja’s father Rama Brahman was originally living at Tiruvarir
and had to shift to a place nearer the royal headquarters, Tiru-
vayyaru, whatever the reasons for this migration—Tyagaraja’s
maternal grandfather Vina Kailahastyayya was probably living
in Tiruvarar. It is the custom in Hindu families that women are
confined at their mothers’ houses and this would explain Tyaga-
rdja’s birth at Tiruvariar and his later coming to his paternal
home at Tiruvayyaru. If Girirdja was the name of Tyagaraja’s
grandfather, he could not be the Giriraja kavi of the court of
King Shahaji of Tanjavir, who is too early for Tyigarija’s
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grandfather.

Tiruvayyiru, seven miles from Tanjiviir, the seat of the
Rulers, was full of scholars and musicians who had been drawn
to the Tanjaviir court. Tiruvayyaru, the Kaveri banks, and the
Agrahiras nestling on them were a cultural haven where families
of those well-versed in Sﬁslras, Bhaktas, Bhagavatas aad San-
nydsins, poets, musicians and composers had settled. These
families included, besides local ones of the Tamil country, those
drawn from Andhra, Karnitaka and Maharashtra. Rama
Brahmam belonged to a family of Vaidika Telugus of the
Muriginddu group settled in the Kaveri delta. Telugus have a
house name (/nfi-pzru) and Tyagarija’s family had the name
Kakarla. In his song ‘Dorakun?’, Bilahari, Tyigaraja refers to
himself as the son of Rama Brahmam; he pays his respects to
Rama Brahmam at the beginning and end of his Prahldda-
bhaktivijayam. His Naukdcaritram mentions his house-name
Kakarla. ‘Brahmam’ was the name-suffix of the family. Tydga-
raja took to Sannydsa at the end of his life and those who pass
away as Sannyasins are referred to as having become one with
Brahman, the Supreme Being, Brahmibhiita. When Tyagarija
came to be mentioned as Tyaga Brahmam, the devout people
and admirers of his music have been probably having in mind
the latter spiritual meaning rather than the former, the family-
suffix.

Tydgaraja’s mother was known as Sitamma. When he later
sang his song ‘Sitamma miyamma Sri Ramudu ma tandri’,
Lalitd, Tyagardja referred not only to his favourite Deities Sita
and Rama as his parents but to his physical parents also.

Tyagarija was born in the cyclic year Sarvajit, Chaitra 27th,
Sukla Saptami, Pushya, Monday, that is 4th May 1767.

Some other details which have been handed down about his
family are: He married Parvati who died issueless; he then
married her sister Kanakammal and had a daughter Sitalakshmi.
The daughter was given in marriage to Kuppuswami of Ammal
Agraharam and a son Tyagaraja was born to them. This Tyaga-
raja married Guruvammal and when he died issueless, the direct
line of Tyagaraja became extinct.

Although Tyagaraja lived within the last two hundred years,
no authentic account of his life is available. The only accounts
that have come down are what the pupils of Tyagaraja, Tanjore
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Rima Rao and Wilajapet Venkataramana Bhagavatar and the
latter’s son Krishnaswami Bhagavatar wrote, preserved among
the collection known as the ‘Walajapet Manuscripts’; and
an account in the lives of musicians and composers prefixed
to Subbarima Dikshitar’s Sangira Sampradiya Pradarsini. This
last-mentioned account was actually written by Ridhakrishna
Iyer, Principal of the Maharajah’s College, Pudukkottai, and a
musicologist.

It is clear that the most difficult part of writing on Tyagaraja
is his life and the actual happenings which should have been
many and important for one such as Tyagaraja was. Already the
above-mentioned accounts are of the hagiological type, marked
by piety, miracles and anecdotes. In the circumstances, we have
to turn to the songs of the composer and glean from that
internal evidence such data as are revealed or presupposed by
them. In addifion to the pieces giving details of his parentage
already noted, there are some which have a general, as well as
specific, biographical bearing.

Because of his greatness, a personality like Tyigarija gets
enveloped by a maze of anecdotes and legends, which have a
tendency to keep growing. For some of these stories, enthusi-
asts seek the songs themselves as support and relate their com-
posing to some happenings in Tyagaraja’s life. A few examples
might be cited to show that the texts of these songs do not
support such stories. In one of the group of five long composi-
tions called the Paficharatnas, the one in Raga &ri ‘Endard
mahanubhavulu’ is said to have been composed when the
Kerala musician Shatkila Govinda Marar called on Tyagaraja.
The song is an omnibus obeisance paid to all the blessed souls,
sages, devotees and scholars and experts in the arts. This is
qut§ a natural expression of respect, and need not require any
fan_cned_?xplanation. Similarly in the song ‘Nidhichila’, Kalyani,
Tyagal"ﬂj.a affirms his Vairagya, aversion to material gains and
his prizing Rama’s presence over everything else. It is not
necessary to suppose that King Serfoji invited him to his court
or some persons pressed that Tyagarija might seek royal patro-
nage and Tyagaraja gave this song as his reply. Actually the
feeh‘ng contained in the song is an old sentiment found in
stories in the Purdnas and other texts to emphasise the Vairdgya

of saintly musicians, their resolve to sing of God only and tc
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shun the shade of the palaces. For the Tirupati song ‘Teradiyaka
ridd’, Gaulipantu, they tcll a story that at thc moment of
Tyagaraja’s arrival there, the priest at the sanctum drew the
curtain before the Lord, preventing the darsana of the Lord and
this brought forth the song from Tyagardja. The song is on the
curtain of madz and matsara, arrogance and intolerance, which
obscure the vision of the Lord. ‘Najividhira’, Bilahari, has
nothing to do with the revival ofa dead child nor ‘Munduvc-
nuka’, Darbar, with any robbers attempting to waylay Tydgaraja
and Rima and Lakshmana guarding him in the front and the
rear; it simply embodies the most common prayer to Rama,
indeed a Telugu version of the Sanskrit sloka ‘Agratah prish-
thatas chaiva pirsvatas cha mahibalau/ikarnapiirpa-- dhanvinau
rakshetam Rama-Lakshmanau//’.

A very large number of his songs of the lyrical type give
vent to the composer’s mental anguish, caused by the uncon-
genial domestic situation, unsympathetic kinsman and hostile
members of the society and the music profession. There is a
song (‘Anyiyamu s@yakura’, Kapi) in which Tyagaraja prays to
Rima, ‘Would you not save me from the harassment of my
elder brother’ (N4 piirvaja badha tirpa 13da), which is clearly
autobiographical. ‘Nadupai’ in Madhyamidi is similarly auto-
biographical; it speaks of the general impression abroad of the
domestic conflict and the false accusation of Tyagariija as insisting
on the partition of the ancestral house for the purpose of living
separately so that he could celebrate freely festivals for Riama.
Further support to the confrontation with the elder brother is
to be had in the song ‘Munnu Ravana’, Todi, where Tyagarija
cites the example of how the Lord, Rima, came to the rescue
of Sugriva and Vibhishana from the humiliations they were put
to by their elder brothers Vilin and Rivana.

While Tyagariija criticised with biting sarcasm the imposters
passing off as Bhaktas and so-called musicians devoid of know-
ledge or character, he also invited trouble from those who
reviled at him and his music. ‘Paluka vémi’, Piornachandrika,
represents to Rima that people laugh at him (Tydgaraja) and
torment him (himsinchiri). The jealousy, antagonism 2and
incessant harassment from the agnates (‘diyidula poraina’ ctc.)
figure in ‘Nayeda vanchana’, Nabhomani; ‘Etula gapaduduvo’,
Ahiri, and ‘Tolin&’, Suddha Bangala. There are at least fifty
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pieces in a plaintive style, in which Tyagaraja gives vent to his
dejection that the Lord is not coming to his rescue. Some of
these are due to the suffering and ridicule he had to put up with
from his compeers and those around him, e.g. ‘Sarivarilona’
Bhinna Shadja; ‘O Rajiviksha’, Arabhi. In ‘Enduk® i manasu’,
Kalyani, Tydgaraja reports to the Lord that those whom he
had helped had turned hostile to him, would slight him and
shun his company (‘Prarabdhamitlundaga’, Svaravali).

While all this is there, the story told of Tyagaraja's elder
brother Japy&éa as having ill-treated Tyagarija, taken his Rama-
idols and thrown them into the waters of the Kaveri and several
of Tyagaraja’s songs of anguish as due to this last-mentioned
incident are exaggerations and are the outcome of a common
tendency of legends about great men to set off whose greatness
a villain is considered necessary and has to be painted dark.
When the floods subsided, the story continues, Tyagaraja
searched the sands of the river for his idols and that ‘Nénendu
veda kudura’ etc. were the product of his anxious search. Here
again the higher reference of the song to the difficulty of seeing
God is dragged down by this anecdote.

Neither the elder brother at home nor the detractors outside
could make Tyagaraja waver in his dedication to Rima and the
daily activity which he had laid for himself in pursuit of his
objective. Onc familiar with the scene of an agrahdra and a
temple-town on the Kaveri like Tiruvayyaru can easily visualise
Tyagaraja getting up before dawn. in the Brahmamuhiirta as it
is called, spend sometime in prayerful contemplation and then
leave for the river for bath and the religious routine of sandhya-
vandana etc. He would then do the pdrayana of texts, the Rama-
yana and/or the Bhagavata. Tyagaraja, like all votaries of this way
of life, was vowed to voluntary poverty and the adoption of
Unccha-vritii, going round the houses nearby and recciving
handfuls of rice. One doing this Unccha-vritti ties his upper cloth
round his head, with a free part flowing on the back, both these
being a protection against the sun. Over his shoulders hangs
across a strap to whose end, at the level of the hip, is tied a
small vessel in which the.householders offer their handfuls of
rice. He may carry a Tambura on one hand for the Sruti and
the chipla or wood-made Tala accompaniment, or metal cymbals
alone on both hands. The important thing is that he keeps oo
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singing the Lord’s praisc cither in the form of a song or in the
form of strings ol the Names of the Lord (Nandvali). He does
not look at the houses or its inmates, tarries in front of the
houses for only the briefest time, and unmindful of responsc or
no response nor of what has been offercd in the vessel hanging
at his hip, he moves on. The Unccha-vritti is a daily act; it
means that there should be no storing or accumulation of
possession. So when the required quantity has come into the
vessel he returns home, leaves the collection to the housewife
and cnters upon his daily piiji at his domestic shrine. In his
case, Tydgarija was, as alrcady mentioned, a hereditary wor-
shipper of Rima and his Rama-idols had come to him from
his father. For Tyagaraja, the Pajiof his Rama-idol was one
of the two important parts of his devotion, the other being his
songs on Rama, Archana and Kirtana. The Pija was also the
basis and inspiration of a large number of his songs

1t is God and sincere devotion to Him that imparts sanctity to
holy places or holy waters (Kshétra and Tirtha). By themselves,
they are not fruitful., In his songs ‘Kotinadulu’, Todi, and
‘Nadachi nacachi’, Kharahara Priya, Tydgaraja discounts the
value of mere long journeys to these distant places without the
realisation that all sanctity is in God who is close in one’s own
heart. This does not mean tbat Tyagaraja did not regularly visit
the temple at Tiruvayyaru or bathe in the Kaveri running
through that place, or did not sing of the Deities in the temples
with ardent devotion. He did not however undertake pilgrimage
as a major religious activity as the Nayanars, Alwirs, Aruna-
girinatha, or his own contemporary Muthuswami Dikshitar did.
Lifc however occasioned his visits to a few shrines as his songs
on the deities there show. But we do not know the circumstan-
ces which took him therc. Tyigardja’s itinerary had the famous
Tirupati as the northernmost Kshetra; his two picces ‘Tera
tiyaga rada’ in Gaulipantu and ‘Venkatesa ninu’ in Madhya-
madi are on Sri Venkalesa; in the former song, he prays to the
Lord of Seshachala to remove the screen of arrogance and into-
lerance which hide one from the light of the inner lamp. In the
neighbourhood of Madras, in the north, therc is the historically
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famous Tiruvotriyiir and on Goddess Tripurasundari here, he
sang ‘Kanna Talli’, S3veri, ‘Sundari ni’, Kalyani, ‘Sundari ninu’,
Arabhi, ‘Sundari nannindarild’, Begada, and the best known of
this pentad ‘Darini telusukonti’, Suddhasaveri, and mentions in
it the much-coveted Friday-dursana of the celebrated Goddess.
On another side of Madras, there is a suburb called Kovir
(Gopura) with a shrine to Siva Sundaresvara whose Trustee
(Dharmakarta) was a patron of music named SundareSa Muda-
liar. Tydgaraja visited this temple-village and sang five pieces
on Siva here. As important as Tirupati is Kanchipura where
Tyagarija sang of both Vishnu Varadaraja and Devi Kamakshi
(*Varadarija’, Svarabhishani, and ‘Vinayakuni’, Madhyamadi).
There are two pieces of his on Shapmukha and thesec refer to
Brahmapura or Sirkali in Choladeéa (‘Nivanti daivamu Sadai-
nana’, Todi, and ‘Varadikhivihana’, Supradipa) in Sanskrit.
Near his birth-place Tiruvarar is the sea-side town Nagapatta-
nam where the shrine of Goddess Nilayatikshi, consort of Siva
Kayirohana, is a celebrated one. On this Goddess he sang two
picces ‘Karmamé balavantamaya’, Saveri, and ‘Evaru teliya’,
Todi. The southernmost sacred places visited by Tydgarija are
the holy Srirangam and Lalgudi or Tapastirthapura. Tydgarija
offered another set of five songs at the feet of Ranganatha, of
which three are often sung ‘O Rangasdayi’, Kambhoji, ‘Chitamu
rare’, Arabhi, and ‘Riju vedala’, Dedya Todi. From the two
latter pieccs, it is evident that Tyigardja visited Srirangam
during the festival of Ranganitha when the Ursava-miirti was
being taken in procession. Lalgudi or Tapastirthapura is a near-
by Siva shrine, Siva here bearing the name Saptarishisa and
Devi, Mahitapravriddha or Pravriddha Srimati. If he calls Sri-
rangam as ‘Bhilloka Vaikuntha’, he calls this Siva shrine ‘Bha-
Ioka Kailasa’ (‘Tsa pahi mam’, Kalyani). On the Goddess here
he sang three pieces. Of the five pieces sung in Lalgudi, two are
completely in Sanskrit. One of the disciples of Tyagaraja was
Rama Iyer of Lilgudi who might have been responsible for
Tyigaraja’s visit to Lalgudi. (This disciple later adorned the
Mysore Court and came to be known as Pallavi Rama Iyer).
The distinction of the largest number of songs on a single
sacred place and the Deities in its temple, belongs to Tiruvay-
yaru where Tyagardja lived. This is also the largest group of
songs on a Deity other than his Ishfadévara, Sri Rama. Enjoying
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the beauty and the exalted feeling of river Kaveri flowing in this
place, Tyagaraja waxes poetic and eloquent on the place Fancha-
nada and river Kaveri. On Siva Prapatirtihara in the temple
here, where he worshipped daily, he sang six Kirfanas and on
Goddess Dharmasamvardhani, no less than ten. Onc of these
Siva-kirtanas is on the Deity in the festival procession (‘Muc-
chata’, Madhyamadi) and the Siraniga composition is fully in
Sanskrit. One of the compositions on Dharmasamvardhani
(‘Vidhi-Sakradulaku’, Iman Kalyani) gives a grand description
of the Friday evening darsuna of the Goddess.

While Rama remained his ‘favourite deity’ (Ishtadeva:a),
Tyagaraja was free from sectarian feelings. A follower of the
time-honoured Smarra tradition of adoring all deities as forms
of the same one Supreme Being, as seen in the Punchayatana or
Shanmata worship—Tyagaraja sang of Siva or Vishnu in differ-
ent manifestations and of Devi and Kumiéra with the same
fervour and in the same terms as he used in his addresses and
appeals to Rama. This religious liberalism, if we can say so, is a
heritage coming down from the henotheism of the Rigveda and
flows as a natural outcome of the Upanishadic doctrinc of the
One Supreme Impersonal Brahman taking many personal
(Saguna) forms for blessing the seekers. Apart from demonstrat-
ing this urbanity of worship by these songs on different forms of
Divinity, Tyagaraja expressly states that his devotion and ado-
ration of Rima was free from any invidious distinctions as to
the superiority of one [aith over the other, i.e. mata-bhéda. The
Bhajanasampradaya, of which Tyagardja was a votary, enun-
ciates the eschewal of bigotry as one of its basic requirements.
Tyagaraja reiterates this doctrine in more than one piece and in
more than onc way. His Rama is the God praised by Siva and
Siva is worshipped by Rdma; Devi is Rama’s sister and Kumira
his nephew. The texts speak of ten defects which can vitiate the
faith in the repetition of the Lord’s Name, Ndma-japa, and one
of these ten Nama-aparidhas is to make any distinction be-
tween one form of divinity and another, mara-bhéda. Tyagaraja
affirms this in his Rd@ma-songs; in ‘Itara daivamula’, Chayi-
tarangini, he tclls Rima that he has been worshipping Him
without mata-bhéda and that only such a Rama-bhajana would
bring salvation (‘Matabhédamuleka sadid madini marula gonnanu
ra). In ‘Sukhi cvaro’, Kanada, he speaks of the happy devotee



44 TYAGARAJA

of Rama who sings of Him, not only with sweet music, but
without making any daiva-bhéda (Daivabhédamu Iéka nitya-
maina susvaramu ginamuto). In the song important in the con-
text on hand, the ‘Bhaktuni charitra’, on the conduct or charac-
teristics of a true devotee, Tyagaraja includes this tenet of being
free from the distinction between Siva and Vishnu (Siva
Madhava bhédamu jeyagi radu). In ‘Vinatisuta-vihana’, Jayan-
tasena, he condemns those who waste their time in disputations
about the different faiths. It is in this way that one should
understand Tyigaraja's song on Hanumin, Garuda and the
Tulas? plant which he calls forth as ‘Mother’ (Amma and Jagaj-
janani). There are indeed four songs on Tulasi. In the same
spirit, he could sing ‘Rama is the only Deity’ (‘Rima eva dai-
vatam’ in Sanskrit and Raga Balahamsa) and “There is only one,
Rama’ (‘Undédi Ramudu okadu’, Harikambhoji) and also tell
Siva Sundaréévara at Kovir that he, Tyagaraja, has not seen
another God like Him (‘I vasudha nivanti daivamu nendu
ganara’, Sahana); similarly Kumira at Sirkali that it is difficult
to find another God like Him (‘NI vanti daivamu Shadinana né
nendu ganara’, Todi); and Devi at his own place as the refuge
of his family (Tyigaraja kula $arany&’) and as Herself being
Siva and Rama (‘Karuna jidavamma’, Todi).

The belief in the one ultimate Bratman, devoid of all attributes
(Nirguna) is not only not inconsistent with the practice of devo-
tion to a personal God with name, form and qualities (Saguni-
mirti) but it is also necessary; Bhakti eventually leads to the
attainment of Brahma-jiiana or Brahma-sakashdtkara. Tyagaraja
was born in a Smarta family and was a student of an Advaitic
Sannyasin Ramakrishnananda; and when his last days were ap-
proaching, he became himself a Sannyisin. The cultivation of
Bhakii of this type has a continuous tradition from Sankara
himself and goes to the Upanishads themselves; and it was wide-
ly prevalent in Chola-desa where, as already stated, the school
of Bhakti specialising in the repetition of the Lord’s Name
(NVamasiddhanta) and Bhajana (singing of the glory of the Lord
singly or in congregation) was built up by a glaxy of Bhaktas
and Sannydsins beginning with Bodhendra, a Sankaracharya of
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the Kamakoti Pitha, The Bhakti-yoga of the Bhagavata is itself
of this character, a harmonious synthesis of it with Jnana-yoga.
In the case of the worship of Rama and His Name, it has been
said in several texts and by several teachers that Rama-bhakti is
to be cultivated with a sense of oneness of oneself and the Deity.
Upanishad Brahman of Kanchi with whom Tyagaraja had con-
tacts says that the Japa of Rama-nama should be done only like
this: ‘Sva-abhédénaiva bhivayét’, and ‘Brahmaiva aham’, ‘Ramo
ham asmi iti’. The Upanishad Rdamatapani says that RAMA
means the Supreme Being Para Brahaman, the Sat-chid-dnanda
in which Yogins revel, an idea which as we have seen, is embo-
died vy Tyagardja in his Purnachandrika song, ‘Rama eni Para
Brahmamunaku péru’. The song ‘Paramitmudu’ in Vagadhis$vari
is on this Brahmaz which pervades the whole universe, every-
thing great and small, good and bad.

In a couple of pieces Tydgaraja expresses the mind oscillating
between the dualistic and the monistic approaches, of the wor-
shipper and worshipped—dvaita or bieda and oneness of the
two—advaita or abheda. He asks Rima himself ‘“What path shall
1 follow?" (‘Edari sancharintura?’ Balahamsa). More pointedly,
he asks in a Ritigaula song ‘Which conduces to happiness, dvaita
or advairy?, ‘Dvaitamu sukhami, advaitamu sukhami?' Asking
Riama to clear this dilemma, he ends on a note of non-difference.
There are two pieces on Tattva, the ultimate Truth and Jidna, its
comprchension. In ‘Tattvameruga tarami’, Garudadhvani, he
asks about the possibility of realising the great Truth declared
in the Mahavakya, of the Upanishad, affirming. advaita, namely
TAT TVAM ASI (Taltvamasi yanu vikydrthamu, Rima, nivunu
para tattvameruga tarami). His ‘Jnanamosagarada’, Shadvidha-
margini, prays for that knowledge (Jndna) that one oneself is the
Supreme Soul, the Individual soul, the fourteen worlds, all kinds
of beings and the sages. Tyagaraja affirms in ‘Karuna &lagante’,
Varali, that the true Bhakta is one who realises that the Paramat-
man and Jivatman are one (Paramidtmudu jivatmudu okadai
baraguchundu bhakta paradhinuni). Again he regrets that he
has not realised yet that you and I are one. Real happiness re-
sults only on the realisation o: the identity of ‘I and you’ (‘Nike
dayarika’, Nilambari). Express mention of the Vedanta of non-
difference, ‘bheda-rahita-vedanta’, is seen in ‘Enduku peddala’,
Sankarabharana. Similarly realisation of Advaita-samrajya in
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‘Rima Sitarama’ in Balahamsa. Like ‘Tat Tvam Asi’, the other
great affirmation of non-difference is ‘So Aham’ (I am He) and
the realisation of this, Tyagaraja declares, is the greatest bliss
(‘Intakanna dnandamemi’ in Bilahari) ‘SO‘HAM ainade chalu’
and ‘SO‘'HAMU sukhamu’ (‘E vara madugudura’, Kalyani).
Concomitant with this Self-realisation is the state of one becom-
ing liberated while yet embodied, Jivanmukti and this jivamnukii,
which Tyagardja mentions often is the end of not only Bhakti
and Jndna yogas but also of the Nidayoga which he sings of in
several kirtanas. By his final Sannydsa, Tyaga Brahmam became
Brahmam in reality, Brahmi-bhiita as it is said of the self-rcalised
ones.



TYAGARAJA’S ACHIEVEMENT

We may now devote some attention to the music aspect of
Tyagardja’s Kritis. The evolution of the Kriti and its structure
have already been dealt with. It was noted that in contrast to
the Divyandmas, the Kritis as such have shorter texts. Among
the Kritis themselves, such a further division is possible. Some-
times a distinction is made between the very names Kirtana and
Kriti, the former meaning the Divyanama-type and the latter the
more purely artistic crdations. Such a distinction is there al-
though such an absolute classification becomes untenable. Some
especially have fewer words, thereby affording great scope for
the play of melody and display of its variations. Striking exam-
ples arc ‘Koluvaiyunnidde’, Bhairavi, ‘O Rangasayi’, Kambbhoji,
‘Chakkani raja marga’, Kharahara Priya, ‘Marubalka’, Srirai-
jani, ‘Najivadhdra’, Bilahari, ‘Darini’, Suddhasaveri, ‘Giripai’,
Sahana, ‘Nénendu vedagudura’, Hari Kambhoji, ‘Nagumému’,
Abheri, ‘Rama ni samina’, Kharahara Priya. These variations
are called Sargatis. They were known as such when Tyagaraja
himself composed, for he mentions them by name in his Kriti on
the Kriti. Indeed this can be traced to the old Ripakdlapti
mentioned by Saragadeva. Such variations are also found in the
technique of Pallavi-singing. Particularly in dance, when the
words of a Varna or more especially a Pada are intended chiefly
for Abhinaya, the line is sung several times, everytime adopting a
variation. The last-mentioned is most relevant, as here, we have
the three factors, variations in melody, variations or turns
possible in the meanings of the words and their sentiment and
appropriateness of the above two in respect of the Rdga and the



48 TYAGARAJA

theme. It was from these that Tyagaraja took this art of varia-
tion and grafted it on to the very opening of his song. In San-
skrit Alavikara Sastra, Pallavais used in the sense of elaboration,
and this is perhaps the history of the name Palluvi which came
to be applied to the opening phase, which is the basis of the
further unfoldment of the song and also to the tcchnique of
Pallavi-singing. Now, the originality of Tyidgardja consists in
grafting this art to the Pallavi and thereby achieving an extra-
ordinary effect. The song bursts on you so to say like some fire-
works; it rises before the listener like the waves of the sea, from
the small one surging increasingly into Jarger and larger ones.
In the picces like ‘O Rangagayi’, these Swigaris go up to more
than a dozen. Especially in medium tempo renderings, this
cascade sweeps you as it were. However, these cannot be over-
done. It is belicved that the particular set of Sarigaris have come
down from the composer himself; there is no doubt about it.
Now the performing musicians make their own additions and
the use of Sangatis for Sanfigati’s sake, sometimes by the facility
of the voice and encouraged by the listeners’ approbation of the
originality of the singer. But Tydgarija himself, in his relcrence
to the Safigati, qualifies it and gives its function, both of which
must be noted. Tydgaraja says ‘Sarasa sangati sandarbhamu’: The
Sangati should be ‘sarasa’ and it should be in place, both of
which emphasise the dual qualities of their natural cnjoyability
and appropriateness in the context. Sarigati came to stay as an
essential feature; the creations of his own contemporary Muttu-
swami Dikshitar, which are in no need of them or at least did
not contemplate them, have come to be rendered with Sanigatis.

To make the Sarnigatis at the Pallavi meaningful, Tyagaraja,
as already explained when speaking of the architectonics of his
Kriti, opens his composition with a compact statement which
would allow elaboration in successive waves ol the theme. Their
significance can be correctly grasped if we remember the dance-
padas and the Rasu-doctrine, according which the dominant
sentiment, the Sthayi-bhava, of Sritigdra, is developed through
its Sanchdri-bhdavas and according to the type of Ndyaka and
Nadyika depicted in the piece. Taking a telling near-parallel from
Tyagaraja, ‘Manamu 18da’, we may utter the refrain ‘Have you
no sense of self-respect?’ first in a straight bland manner, then
make it plaintive, then add more Kaku to it and also add a
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sting to it as if pulling up the person concerned, as indeed its
Réaga, Hamir Kalyani, would admit according to its own charac-
teristic quality. This would indeed be appropriate to both the
melodic Bhava and the textual Bhdva. But such a correlation
cannot be concretely demonstrated in every case, not at any
rate in the twelve or more Savigatis of some pieces. Just as
Sargatis have come to stay, and their overdoing too, soO also
the overdoing of their explanation. One of the outstanding
musicians of modern times, a composer and a Harikatha per-
former, always took up ‘Nénenduvedagudara’ and interpreted
each Sangari as meaning the different actions of Tyagaraja when
he dug the sands of the Kaveri river to find his Rima Idol said
to have been thrown there, according to the story, by Tyaga-
rija's clder brother; with every turn in the musical phrasing, the
performer turned a sod of sand and cast it this side and that!
Another outstanding musician took Sarigati to the limits of
reductio ad absurdum when he said, I suppose with a grin, that
the opening long syllables and the Karvai they might admit, at
the beginning of the Pillayar Gira (Invo:ation to Gagesa)
Lambodara, could suit the context and suggest the pot-belly of
Ganesa!

Sound echoing the sense is'a common leature of the writings
of gifted poets. Poetic theory accepts it. Sarigari is a pronounced
form of it. But there are in several Kritis, prayogas or saiichdrus
of the Riga, distribution of the sthayis, the upward or down-
ward course, by which also Ty.igarija effects some appropriate-
ness of meaning. We can see this in a conspicuous manner in a
few examples: In ‘Kshinamai tiruga’, Mukhari, the idea is that
all the distinctions and achievements arc exhausted or come tc
nothing in the end; this is the Pallavi. In the Anupallavi, the
distinctions achicved are illustrated by scholarship in Sanskrit,
Natakas and Alaikara Sdstra, austerities etc., coming back to
the refrain -all these arc short-lived glorics and man has to
return after enioying the brief spell of enjoyment.” Now the
Anupallavi referring to the so-called /fiigh achivements of man is
in higher sweep of the Rdga and the Pallavi which refers to all
these crumbling down in the Jower. In ‘Vichamagocharame’,
the Anupallavi referring to Rakshasas like Maricha and Rama’s
.destructive power gives another example of this.

Apart from this, the harmony between the musical setting
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and the meaning of the text is patent in somc compositions.
These are pieces of emotional quality, of states of feeling in
Tyagaraja when he uttercd thesc words of request, plaint or
complaint, anguish or the feeling of exaltation and exultation.
Of songs starting off with the direct address of ‘O’, the follow-
ing three ‘O Jagannidtha’, Keddra Gaula, ‘O Rama-ramana’,
Kedara, and ‘O Rajivaksha’, Arabhi, .have this quality. The
complaint and anguish are prominently brought out in ‘Namo-
rilagimpavemi’, Devagandhari, with its take-off in the Tdra
Sthayi. . Similarly the two accusative songs ‘Méanamuleda’,
Hamir Kalyani, and ‘Mariyada gidayya’, Bhairava. Stateliness
and dignity of bearing are reflected in the Riga and its pace in
‘Mcrusamina’, Mayamalava Gaula, and ‘Rajuvedala’, Desya
Todi, both of which are on the gait and movement of the Lord.
The happiness of those immersed in Rama-Nama is there in the
Kanada Raga and its pace in the Pallavi ‘Sukhi evaro’. Two
different feclings are appropriately brought out from the same
Todi ‘Endudakinido’ (on the Lord hiding himself from Tyaga-
raja) and ‘Ninu vind sukhamu gina’ (on the Lord being the
sole source of happiness for Tydgaraja). The tempo, Laya, is
important for the Rasa; it cannot be pushed in these even into
the mediuin. However all this aesthetics, this sensitivity in
rendering such pieces, is far away from the so-called concert-
effect and tempo, augmented by the percussionists (two or even
three) on one side and the advance claps of the audience on
the other, with which they are put out and get completely
drowned!

Most of the songs of Tyagaraja have many charanas, parti-
cularly because of the ideas and the requirements according to
his plan of developing them. Sometimes, the charanas arc quite
a number. But all of them are in the same Dharu or musical
sctting and therefore the performing artist sings only one or
two charanas the first and the last, often only the final one in
which Tyagarija gives his name. The musicians do not even
know the other charanas. This skipping cannot be done in the
kritis of Muttuswami Dikshitar because of the difference in the
musical setting.
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It is to his compositions again that we must turn for getting
an idea of Tyagaraja’s scholarship and the breadth or depth of
his learning and the extent to which he might have undergone
formal education in Sanskirt and the Sdstras. If we can picture
to oursclves his times and the environment in which he lived,
it will not be difficult to understand what he learnt or how he
grew into knowledge and how he developed his ideas and charac-
ter. The Agrahdras werc open university towns in which one
with ears open gained one’s all-round knowledge quite easily.
The Veda pdirdyana and Veda-ghosha, the teaching and cultiva-
tion of Sanskrit and the Sdstras, the public expositions (Prava-
chanas) of the Ramayana, the temples, the festivals, the periodic
Sadas, to all this one gets continuously exposed.

Tydgarija studied Sanskrit. None in his time and in the
milieu in which he was born failed cither to study the Kadvyas or
do his parayana of the Raméayany. There are several songs of
his completely in Sanskrit and in his two plays, he has composed
a few Sanskrit Slokas too. All his Telugu songs are replete with
Sanskrit expressions. He uses rare words and also combinations,
compounds or synonyms coined by himself which are normally
difficult to construe except by one who has a good grounding
in Sanskrit and Sanskrit lexicography. There are of course some
grammatical lapses here and there and use of stock vocabulary
in descriptions, praises or prayers addressed to God in the song-
literature of thc composers of the time and the predecessors.
There are also vernacularisms in the Sanskrit. What is note-
worthy is that Tydgardja's Sahirya displays much originality,
happy and graceful diction and turns of expression, fancies,
similes and all those qualities which entitle him to be called a
poct. He was certainly a tonc-poet but he was also, on the liter-
ary side, a poet endowed with gifts of imagination and expres-
sion.

Song-compositions are in metrical patterns (padya) and free
prose (gadya) and have rules of alliteration. Among his Manus-
cripts, in the Walajapet collection, there is a treatise on prosody.
His two plays, Naukdcaritram and Prahldda Bhakti Vijayam
show that Tyagaraja was quite at home in metrical composition,
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he former employing forty-two verses and the latter one hun-
dred and thirty-eight and among the metres used for thesc
verses arc: Anushtubh (Sloka), Sirdala, Kanda, Sisa, Dvipada,
Champakam?li, Utpalamila, Utsiha, Gita, Dandaka; and also
rhythmtc prose (Chiirnika). Tyagardja’s songs also are in both
forms, padya and gadya and the alliterations and sound-effects
he produces in both forms are striking for their variety and
effect, and in some of them, he¢ sustains himself through the
whole song. He can play on words effectively. As a composer
who not only expressed the different facets and moods of his
devotion, but also conveyed his trials and troubles, expounded
his ideas on rcligion, philosophy and ethics, and criticised the
world and the worldly ones around, Tydgarija was equal to the
task he put himsclf to. Indeed among thc composers of his
times, he was a poet.

We may takc some examples: ‘Rija’ meaning ‘moon’, besides
‘king’, is common, but ‘Abja’ in the sense of ‘moon’ (‘Rakib-
jamukha’ in ‘Livanya Rama’) is rare. ‘Abdhi’, ‘Varidhi’, ‘Payo-
dhi’ are common synonyms for ‘sea’; but ‘Sara’ for ‘water’ and
*Saradhi’ for sca arc rather rare. One comes across also ‘Vana’
for ‘water’, ‘Vanadhi’ for ‘sea’ and also ‘Vanaja’ and ‘Vanaruha’
for ‘lotus’. Of monosyllabic words ‘V{’ in the sense of ‘bird’,
with special reference to the Lord’s mount ‘Garuda’ is quite
common: ‘Vi-rija-turaga’ and ‘Vi-viha’ (in ‘Nee dayaravalé-
gaka’, Todi); but the latter is particularly out of the way and is
likely to produce confusion with ‘Vivaha' meaning ‘marriage’.
Even so is his usc of the synonym ‘Ghatakarna’ for ‘Kumbha-
karna® which at first sight would be puzzling (‘Raghuvira’,
Huseni). Equally out of the way but showing Tyigarija’s com-
mand of the language, is the word ‘Bha’ meaning ‘star’ in a varicty
of combinations which would baffle the general reader or listen-
cr: ‘Bha-rdja> and ‘Bhe$a’ for ‘moon’ (in ‘Mati matiki’,
Mohana; in ‘Mélukovayya’, Bauli; and ir ‘Sri Narada’, Kanada).
‘Kavi-vasara’ (in ‘Sundarini’, Kalyani) is used for ‘Sukravasara’.
Also ‘Mandajanaka’ for ‘Sun’, “Manda’ meaning ‘Saturn’; ‘Vari-
vaha-viba-tanaya’ for Vilin, son of Indra who rides on the
cloud. For tough synonyms and Samdsas, we have ‘Upavalari’
for ‘Upa-Indra’ meaning Vishnu (in ‘Upavalari-mdyavilasini’,
‘Sjvé Pahi’, Kalyani).

Playing on words, Slesha, could be illustrated by the follow-
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ing: ‘Tdradhisa-vadana’ meaning, ‘with face like the moon® and
‘Taradhiia-damana’ meaning ‘subduer of Vali (in ‘Pilaya Sri
Raghuvira’, Devagandhari); ‘Sugriva’ meaning the ‘monkey-
King’ and also ‘Tyégarija’ who has ‘a beautiful voice’ (in ‘Namo-
rilagimpa’, Devagandhari); and the word ‘Vibhishana’ in the
same piece. With some sarcasm at the unworthy Brahmans, he
puns on the word Dvija meaning both ‘Brahman’ and ‘Bird’ and
asks Rama why he punished the ‘crow’ and is not punishing
the ‘fallen Brahman'! Conveying two meanings by splitting a
compound in two different ways, the same sound-group yielding
thus two different words is what is called Bhaiiga-slesha of
which Bina was a past-master. Tydgaraja also could do things
like this and produce some striking examples: ‘Rikshasa-jana’ an
‘Makaraksha-samara’; ‘Sri Dasaratha’ and ‘Sri-du-sarathi(dhi)’;
‘Himakara’ and ‘Ehi Makara-harana: ‘Tyagarija-nuta’ and ‘Ni-
tyaga-agaraja-dhara’; ‘Janaka-jamati’ and ‘Janakaji-matd’;
‘Kanaka-patadhara’ and ‘Kana-Kapata® (these two in ‘Anupama
gunambudhi’, Athana): ‘Kamalahita’ (favourable to Lakshmi)
and ‘nata-Kamalahita-dhara’ (saluted by Siva who wears the
moon who is not favourable to Kamald or lotus) in ‘Sri Raghu-
vara’, Bhairavi,” and ‘Pahi Pahi’, Saurashtra.

Certain types of alliteration and repetition of syllables are
part of the characteristics and requirements of composition.
The most prominent among these is the consonance of the
second letter of the lines. In his song in Sriranjani, ‘Sogasugd
mridanga’, where he defines what a Kriti is, Tyagaraja mentions
the features Yati and Visrama. At regular yaris or the fall or
the rhythmic beat or the Tdla- dvarra; such consonance has its
own charm. At the end of the line or the piece, the closing
word or part of a word is made to dovetalil itself into the open-
ing word of the Pallavi; this kind of effect could be added in
other parts of the composition also. The first mentioned, basic
to all song-composition, is seen in all the Kritis of Tyagaraja.
For the others, the following may be seen: Nidhi-Sannidhi;
Vidulaku-kovidalaku; Dantunikaina-Vedintunikaina; Dari-Sun-
dari-Tripurasundari;  Dehi-Vaidehi;  Savamu-Putrotsavamu;
Manamu-Abhimanamu; Kanla-Krekanta; Kulama-Vyakulama;
Mitri-Saumitri; Sodhanulaku-Yasodhanulaku.

Command and ability in utilising the resources of the lan-
guage are also evident in the sustained use, over a whole compo-
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sition, of a word with all kinds of affixes. The best example of
this is Tyagaraja's song debunking astrology. Asking ‘What is
the power of planets? and replying ‘Rima’s blessing is the real
power or strength’, Tydgaraja says in the song in Revagupti:

Graha balamémi Sri Rima-anugraha balamé balamu.
Graha balamémi T&{omaya vigraha munu dhyaninchuvariki
navagraha
Graha pidala pafichapipa mulandgrahamulu gala Kimadiri-
pula nigrahamu jEyu, etc.,

bringing in along with Graha, Anugraha, Vigraha, Agraha
and Nigraha. In ‘Paluka vémi’ in Arabhi, the charanas have a
series of words with thyming ends, 6rchina, drchina, angaldr-
china, nérchina, dalachina, golichina, valachina, pilichina; then,
delipina, nilipina, salipina, kalipina: again, gdanchina, bhajinchina,
vanchina, unchina; then patfina, rittina, jugtina, baftina; ddina,
pddina, vedina; kérina, jérina, dirina, porina; then, relisina,
galusina, solasina; and then, jikkina, sokkina and dakkina. In
‘Lakshanamulu gala’, Suddha Saveri, look at the number of
times the letter ‘Ksha’ occurs; Lakshana, Pradakshina, Kukshi,
I,/ichakshana, Diksha, Lakshana-Lakshya, Pratyaksha, Akshara,
Siksha, Rakshaka, Sakshi, Paksha.

From the themes and motifs of his songs, it is clear that
Tyagaraja was thoroughly familiar with all Puranic myths and
legends about the different Deities and incarnations. Like the
Valmiki Ramayana, the Bhagavata among the Puranas must have
been a mainstay for him, not only in respect of the manifesta-
tions of Vishnu and the lilgs of Kiishna, but also on Bhakii,
its tenets, role and its nine forms. One of the manuscript works
in the Walajapet collection is the Telugu Bhdgavara of Potana,
The Ramayana and the Bhagavata are quoted by him in the
Prahldda Bhakti Vifaya. A full believer in the doctrine of
Surrender and one who condemned Mamara, Tyagarija of
course was imbued with the spirit and teachings of the Gitd,
which to him was synonymous with Vedantic knowledge
(‘Gitarthamu’, Surati). One of the common practices of devout
people is to get by heart a number of Sanskrit Stotras, hymns
and prayers on different deities and keep reciting them when
visiting temples, on holy days or during specific parts of the
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day or whencver they feel like reciting them. Tydgardja was no
exception, as the quotation from the well-known Stotra Mukun-
damala of Kulasekhara, in his Prahlada Bhakti Vijayan, shows.
By his close contact with the votaries of the path of Nama-japa,
he must have been quite conversint with the concepts of that
school as propounded in the treatises of its promulgators like
Bodhendra and Sridhara Veakatesa. A text on the efficacy of
the Name of the Lord, Devata-namamahaimya is part of the
Walajapet collection. Major philosophical schools, beliefs and
propositions are to be met with in the songs— Dvaita, Advaita,
Mukti and Jivanmukti (often); Dhydna; the two thcories of
Lord’s grace of the two Sri Vaishnava schools viz. the Marjdra
and Markata Nydpas which are reflected in at least five pieces
( Kaligi unte gada’, Kiravani; ‘Mi valla’, Kapi; ‘Ni daya
rivale’, Todi; “Tanayuni brova’, Bhairavi and ‘Aparidhamula’,
Vanavali) and Tyagardja inclines more to the former view that
his initiative is just surrender and the rest, blessing, redeeming
etc. is the Lord’s. All this was in the air, so to say, which
Tyagardja breathed. In ‘Evarimita’, Kambhoji, he says that he
was grown in the teachings of the Rishis (Snm‘, Smiriti, Itihdsa
and Purdna) and the human authors (the Sasrras) (Arsheya
paurusheya mandi chodya meruga lénayya). He refers to him-
self in ‘Atu kiradani’, Manoranjani, as well-versed in Veda,
Sastra and Upanishad and as having therefore a claim on the
Lord’s attention,

Rama-bhakti literature was of course the field of his special
erudition. It began with the Rdma Piirva and Urtara Tdpani
Upanishads. Valmiki and his Ramdyana were his very heart. He
mentions Valmiki many times, refers to his spiritual transforma-
tion, his singing of Rdma and of himself as following in the
footsteps of the Sage-poet (‘Epanikd’, Asaveri). Tydgaraja’s
familiarity with Vilmiki is thorough and apart from the episodes
and incidents in the Epic, the whole personality of Rima, his
qualitics of head and heart, his soft and smiling utterances, the
unfailing charm and cheer of his face, his dignified bearing, his
embodiment in himself of Satya, Dharma and Ahimsa, Rima
as the perfection of son, brother, husband, and friend, and his
exemplary rule, his ‘unbounded compassion and concern for
the people, all these and other traits of Rama, including some-
times thc very words of Vilmiki, are imbedded in Tyagaraja’s
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songs. Rémdyanas grew and so also texts on the worship of
Rama, on the true concept and meaning of Rima and His
Name and on the preatness and efficacy (Mdahdrnya) of Rama-
bhakti All this Tyagarija knew. Of the Ramdyanas other than
Valmiki’s, the Adhyarma Ramadyana, ascribed to Valmiki him-
self comes first. ‘I menu galgina’, Varali, mentions the story of
how Valmiki was a cruel hunter and he was redeemed through
Rama-Ndma imparted to him by the sages. The song ‘Everani
nirnayinchira’, Devamritavarshini, when explaining the Name
Rama as made up of the vital syllables of Siva mantra and the
Madhava-mantra, actually sets forth the Name in the reverse
order of the syllables, ‘Ma-ra’. The explanation is well known
and has already been referred to. As carlier mentioned, in
‘Saramégani’ (Pantuvarali), Tyigaraja refers to Nirada impart-
ing the God’s Name to Valmiki and Suka Brahman to Parikshit
(in the Bhdgavata). All this is from the Adhydrma \Rimédyana,
where the Vilmiki-eposode occurs in Ayodhyd kanda, (sarga 6,
$lokas 65 fI.) A clear and detailed reference to the Adhydtma
is in ‘Manasa Sri Ramachandruni’, 1samanohari, where Valmiki
is said to describe the real nature or truth of Rima being the
Supreme Being above the Trinity. Chapters 3 and 6 specified
here (Madunnar adhydyamula jochukd) are 3 and 6 of the
Béla kdanda of the Adhyatma; in 3, Rama, as He is born, appears
in his form of the Supreme Narayana and in 6, describing Sita’s
marriage, Sage Nirada reveals that Rama and Sita are the
cternal Ndarayana and Lakshmi. It is wrong to take thisas
referring to the Gir@ of 18 (3 x6) chapters or ch. 9 (3+6) of
the Gird. A further episode from the Adhyarma occurs in ‘I
menu’, in Varali, of an Apsaras cursed to become a crocodile,
trying to devour Hanumin, which forms part of the Kalanemi-
cpisode. This refers to the Adiydtma VI. 7, 21-25 Similarly
the Adbhuta Ramdyana which glorifies Sita as the all powerful
Sakiti is also seen in his compositions. ‘Sri Janaka-tanaye’ on
Sita, in Kalakanthi, descrives her as the destroyer of the
hundred-headed Ravana, which is the leading theme of the
Adbhuta. There is the tradition that Sita left her real body in
the fire and it was only a shadow-body (Chayi-Siti) that Réavaya
carried away, which Tyagardja speaks of in ‘Ma Jadnak?’,
Kambhoji. This is from the Adhydtma [11. 7. ‘Déhi tava pada-
bhaktim’, Sahana, speaks of Sage Agastya singing of Sita and
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this may be a reference to the Agasryasamhitd, an important
text on Rama-bhakri. A little known but an important version
of the Ramdyana is the Bhusundi Rdmdyana, earlier than the
Adhydtma and one of the sources of Tulasidasa’s Rama charita
ménasa and depicting the type of devotion called Prema or
Madhura Bhakti, like the Bhagavara. A precious idea that
Tyagarija puts forth in thc Kapindrayani piece ‘Sarasa sama
dina bheda danda chatura’ is that if, after Rima had promised
the Kingdom of Lanka to Vibhishana, Rivana would surrender,
Riama would solve the problem by asking Bharata to give Ayo-
dhya to Ravana. This idea is derived from the Bhusundi Rama-
yana. Rama, as compared with the other nine incarnations, is held
to be a piirna-avatra, and the best of the ten forms that the
Lord tock. This is stated and expounded in the Bhusundi and
Ananda Ramayanas. Tyagarija embodies this belief in his
‘Madilona’, Kolahala, and ‘Raghupaté Rédma’, Sahana. The
Ananda Ramayana says in three places that this speciality of
Rama-avatdra is due to the three-fold vow of Rama, the ‘three
only ones’,—‘one word, one arrow and one wife'. Although
thesc three features go to Valmiki himself, it is the Ananda
which brings together these three in one place and mentions
them as the basis of the superiority of Rama. Now this idea is
put forth by Tyagardja in bhis well-known song in Harikambhoji
‘Oka mita, oka banamu, oka patni vratudé’. The description of
Rama standing, on the eve of the battle, on the Suvela hill, in
‘Giripai’, Sabana, is according to a prescribed form of con-
templating Rama, which Tulasidas also mentions. Tulasidas
is, as already stated, saluted by him in his Prahlada-bhakti-
vijaya. Similarly the description of Hanumin in ‘Pahi Rama-
data’, Vasantavarali, sitting under the Parijata tree and reading
the Purdna at the instance of Rima, is after the well-known
Dhydna-sloka on Rama, ‘Vaidehi-sahitam’, etc. Indeed even the
floating popular anecdotes of the Rama-bhakti tradition find a
place in his songs. In ‘Enduku nirdaya’, Harikambhoji, he
mentions the devotion of the squirrel, which coatributed its
own mite to the building of the Seru by throwing bits of sand
into the sca and for which Rama affectionately stroked its back.
In ‘Kalala nérchina’, Dipaka, there is a reference to a Singari
Muni who was not able to eat or enjoy what he got, as illustra-
tion of the idea that one cannot cscape one’s fate.
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The conception of Rama in the above surveyed Rima-
literature comprises three grades or phases: First there is the
portrait of Rima as depicted by Valmiki with all the episodes
and incidents of the Epic and the infinite excellences (ananta-
kalyanagunas) of the hero. On the basis of these traits, Rama
is considered as the best of the ten incarnations and also the
fullest among them, meaning that the others are but partial
manifestations of the Lord. The second phase is that Rama is
himself of the form of the Tri-mirtis (‘Purahara-sarojabhava-
kesavadi riipa’ in ‘Jagadananda’, Nita) and superior to the
Trinity (‘Muggurilo mélaina Rima’ in ‘Siggumili’, Kedaragaula).
The third and highest js that Rima is the Name of the Supreme
Being, ‘Rimayani Brahmamunaku péru’, in ‘Telisi Rama’,
Pirnachandriki, and ‘Paramaina Brahmamu’ in ‘Pdhi Kalyana
Rima’, Kapi. The last conception is bascd on the Upanishadic
declaration that the word Rama means Para Brahman, of the
unlimited form of Sar. Chid and Anandu by reason of its
radical meaning that Yogins delight (from the root Ram) in it.

‘“Ramantc Yogino anante satyanande chiditmani/
Iti Rdma-padenasau Param Brahma abhidhiyate//
(Ramapiirvatapani)

All these three phases are included in Tyagardja’s conception
of his Deity par excellence, Rama. It is Valmiki’s Rama, his story
and the qualities that draw his devotion and the songs in its
diverse forms and moods of exultation and depression. These
are expressed in endless variations and play of poetic imagina-
tion which make Tyagarija one among the galaxy of Rama-
poets in Sanskrit or the regional languages. In some songs, in
addition to those cited above, while on the greatness of the
Rama-form, Tydgardja exalts Rama above the 7rimirtis; for
example in ‘Mummirtulu gumigddi’, Athana, and in ‘Endundi
vedalitivd’, Darbar; in the latter especially, with his poetic fancy,
he points out in each of the other forms of Divinity, among
the Avatdras or among the Trinity, some flaw or other from
which Rima is free.
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Tyagarija is said to have composed twenty-four thousand songs
but this is an idea due to his juxtaposing himself with Valmiki
whose Rdmdyana is in twenty-four thousand verses. Tydgardja’s
pupil, Venkataramana Bhagavatar describes his guru as author
of hundred thousand (sara sahasra) Ki-tanas, in his song on the
guru, ‘Guru charanam bhaja re’, Sankarabharanam. But this has
"to be taken in the general sense of ‘numerous’. The Kirranas of
his that ve now have are about six hundred. Apart from
Kirtenas as such, Tydgaraja composed a short musical play
called Naukdcaritram on a boating excursion of the Gopis
and Krishna on the Yamuna. This is indeed a fine creation of
Tyigarija, a short composition which brings out effectively
the idea of complete surrender to the Lord, absolute reliance
on Him and abandoning everything for that purpose. The story
is built very artistically and the idea of eschewal of pride, faith
in the Lord and self-surrender to Him in absolute humility, is
worked out through an incident invented with imagination. The
Gopis hear the music of the flute of Krishna who is coming
round the streets for obtaining jujube fruits. The Gopis join him
and with music and dance come to the banks of Yamuni. There
they see a boat on the waters and get into it along with Krishna.
In the height of their joy in the company of Krishna, they
become clated that they have Krishna for themselves. When
this pride gets into their head, Krishna wants to teach them a
lesson. He conjures up storm and thunder. In the downpour
the boat tosses on the billowing waters and suddenly springs a
leak As the water gushes in, the Gopis, stricken with fear,
appeal to Krishna for protection. Calmly, Krishna asks them to
take off their clothes and plug the holes in the boat with them.
Finding no other way, the Gopis place their full faith in Krishna
and obey Him. Krishna then calls off the gale.

There are twenty-three songs in this work and following the
ndijaka-practice, Ruakti Ragas arc employed; in the fourteen
Ragas used, the rare Riga Ghanta figures in two pieces. The
work is set in the drama-pattern, the songs being linked up
through introductory Vverses (padyas) and prose (gadya). The
theme is something that grows naturally out of the /lilds of
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Krishna in the Bhdgavara. Tt is on the model of a class of com-
positions called Narukda-vilisa or Nau-vihdr obtaining in the
Bengal school of Krishna Bhakti. A Sanskrit Naukdcaritram
has come down in the Walajapet collections. This is a version
of Tyagaraja’s work and prepared by a grand-pupil of his named
Venkata.

A much longer sustained composition on a specific theme that
Tydgardja gave is the Prahldda-bhakti-vijaya on the glory of
devotion as exemplified in the well-known story of Prahlida.
The Prahlada-story is an exemplary one in the Bhakti tradition,
as young Prahlada typifies the devotee who loves God and
knows none clse, thereby undergoes suffering and torture from
the enemies who try to kill him but who is saved from all the
dangers by the grace of God who appears, destroys the enemies
and blesses him. An elder contemporary of Tyigarija was
Venkatarama Bhagavatar of Melattir, a village nearby, where
the Bhagavata-plays in Telugu were being enacted by Brahmans.
The best known play of Venkatarama Bhagavatar was Prafrldda
and it is likely that this composer and his Prahldda served as
inspiration to Tyagaraja. But the originality of Tyagaraja was
such that giving up the narrative, he concentrated on the Bhakti
of Prahlida and decided to bring out its glory.

The demon-father of Prahlada, Hiranyakasipu, and the
divine-saviour of Prahlida, Narasimha who kills the demon, are
both kept out of the play. Instead, a series of episodes are
projected to demonstrate the greatness of Bhakti and the pro-
tection that the Lord affords to the devotees.

The first is Prahlida being tied over with serpents and
thrown into the sea where the king of the seas welcomes him
and gets Garuda to cure Prahlida of the poisonons bites;
Prahlida asks the king of the seas to enlighten him on the
means to attain Hari and is advised to worship Hari. The wor-
ship taught is Manasa-pija. -

The second sequence is Prahlida adoring Hari and Narada
coming to him and reporting that the Lord is pleased with his
devotion and has decided to see Prahlida in spite of Lakshmi
not being in favour of Hari’s going.
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The third presents Prahlida singing about the glory of
Bhakti as the only fruitful thing to do; not being able to see
Hari, he swoons and Hari immediately appears and takes him.

Hari then asks Prahlida to mentton any boons that he might
want. Prahlida does not desire any boon except service to the
Lord. Hari congratulates him on his resolve.

In the last sequence, Hari desires to return to Vaikuntha
and disappears from Prahlida’s view. Prahlida is distressed
and runs himself down. Thereupon Hari and Lakshmi give
darsana to Prahlida. The sight of Prahlida in ecstasy and Hari
and Lakshmi blessing him attracts the other gods and sages who
throng there.

The play is thus finished in five Acts. It follows the structure
of the play, with introductory verses and songs at the opening,
and verses and prose passages linking up the songs. In the
beginning, besides referring to his family and parentage, as he
does in the Naukdcaritra, Tyagaraja offers salutations to a
number of Saint-singers from Jayadeva to Nirdyanatirtha,
including in the list the Maharashtra Saints and Tulasidas.
Twenty-cight Ragas, including Rakti Ragas like Ghanta, Ahiri,
Pharaj and Gaulipantu, are used for the forty-five soﬂgs here.

The above analysis shows that Tyagardja follows here the
pattern of the Bhdgavata Natakas. He actually calls them
Ndtakas. Recently enthusiasts had coined for them the name
‘Opera’, thinking that they are putting Karpataka music on a par
with the Western. It is a misnomer to call them Operas. Nor is
there any evidence of these having been ever staged. They were
of course sung in Bnajana-performances and in concerts; some
of the songs !1cre, more cspecially from- the Przil:lritla-,lilxakti
Vijaya, are being sung as Kirianas, e.g. the opcning song on
Ganapati and concluding matigalam in Saurashtra; all concerts
cnd' with t’hlS mangalam, ‘Nec nama riipamulaku nitya jaya
mangalam’.

A considerable number of Tyagaraja’s songs bear allusions
to or arc based on episodes, incidents and characters in the
story of the Ramayana, spread over the whole length of the
Epic. c.g. ‘Alakalalla’ and the Visvimitra-episode, ‘Sri Rima
pidama’ and the Ahalya-episode, ‘Sarasa sima dina’ and the
Vibhishana-$aranigati-episode. But these are not narrative; the
episodes are used for poetic fancies and observations ox; and
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praise of Riama. Some enthusiasts have imagined here a sustain-
ed design of the composer to present a regular Rdma-nitaka
in songs. Some call this work Sitarama-vijayam and even refer
to a music-work of that name published in Madras in 1868.
Some however say that it dealt with the Utiara Kdnda story !
A copy of this last-mentioned book is nowhere traceable and
nothing conclusive can be said about its authenticity; nor could
we say that, although dealing with incidents and characters of
the Ramdyana, Tyagaraja had any plan to compose them as part
of a musical story or play. No direct addresses between charac-
ters nor any elements of dialoguec or interlinking prose direc-
tions have been known with respect to these songs. Tyilgaraja's
fame would suffer least if he had not sung his songs as part of
a musical play.

There is the song of Tyagaraja in Ritigaula in which he invites
all devotecs (Bhdgavatas) to congregate and sing his songs com-
posed for the salvation of humanity. Herc the composcr de-
scribes his songs as ‘a garland of gems of Ragas’ and ‘a garland
of hundred gems of Ragas’, ‘Ragaratnamilika che’, ‘Sata raga
ratnamalika ché&’. Some take hold of this and say that a corpus
of hundred songs is meant here and go further and identify it
as the set of compositions called Divya-nama-Sankirtana. Here
again, there is no evidence for such an assumption. In ‘Elava-
tara’, Mukhari, also the expression ‘Satardgaratnamalika’ occurs,
obviously in a general way.

The Kirtanas of Tyagarija, outside of the songs in the two
plays, fall into three groups; the Divya-ndma-samikirtanas, the
Urisava-sampradaya-Kirtanas and Kirtanas or Kritis as such. The
ficst is a larger group with about 75 songs and the second, a
smaller one with about 25 songs. The bulk of Tyagaraja Kritis
are of the third category.

The Divya-nama-samkirtana, as the name signifies, is pri-
marily a string of the names and epithets of the Lord, Namavali.
Conscquently they are mostly in the form of vocative address to
the Lord. Upanishad Brahmendra has a large body of Divya-
nama-kirtanas where we find the sustained use of vocative ad-
dresses, calling upon God with His names and epithets but al-
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ready this elder contemporary of Tyagaraja had introduced in
his Divya-namas advaitic metaphysical ideas. To Tyégaraja, his
songs were the vehicle of his devotional feelings and ideas of
Bhakti. As in his Kritis, here also Tyagaraja packs the lines of
his Divya-namas with a good deal of such ideas. Indeed it is
among them that we have the longest compositions of his, bar-
ring of course, the Pancharatnas in the five Ghana Rdgas, the
one in Gauri, ‘Jaya Jaya Sri Raghu Rima’ running to twenty-
three feet (charanas). Alliterations and rhymes abound in them.
Sanskrit is freely used and many rare synonyms and compounds
in Sanskrit occur. The features which make them a distinct group
is the structure of the pieces with only two parts, the Pallavi
and the Charanas, i.c. without the Anupallavi. Sometimes there is
no clear demarcation of Pallavi and Charana, but only the ending
part of the first Charana is taken up by the solo singer or the
group as a Pallavi and repeated. For example ‘Vinayamu nanu’,
Saurashtra, in which the ending words of the first charana
‘joochuna dennatikd’ (when am 1 going to see that?) is the re-
frain; and in ‘SrT Rama Raghu Rama’, Yadukula Kambhoji, the
ending words of the first charana, ‘Japamémi jesend teliya’ (What
penance so gnd 0 fiid, I do not know) are repeated. Also their
H}USlCill sctting is simple, as they are intended for congregational
singing. But some of them have becn more recently taken up by
concert-musicians and rendered elaborately like other Kriis.
Several of.thcm fall'into metrical or pointed rhythmic patterns.
The Divya-nama is a product or essential adjunct of the
Bhajana-sampradiya. When Tyagaraja calls upon the Bhagavatas
to come togClhef and sing songs of the Lord (‘Ragaratna’, Riti-
gaula), he is having in his mind the Bhajana-goshthis in B/x::jana-
mathas, as also those following the Deities in procession during

the temple-festivals. It is in this kind of participation that Tyiga-
rija revelled.

The Ursava-sampradiya-kirtanas form a class as they follow the
various activities constituting the procedure in celebrating the
festival of the Deity. In the Bhajana tradition there are such festi-
vals, the Sitd-kalyanam and the Rdd.aa-kalyanam, extending over
a few days; also when one has a regular daily paj@ in his own
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house, this scheme is followed. These activities are different
kinds of attention shown to God as King, as a Ndyzka, as a
child and so on. Naturally the songs have a domestic and folk-
song basis. There is first the Heccharika songs in which the
coming of the Lord is announced. The next ones describe the
Lord seated in court (Kofu). The third set is on the Lord's
marriage and includes the Guuri-Kalyanam, conducting Nalugu
or the play of the newly married couple, and the Hdrati or the
waving of light before the Lord, the song here taking the form
of pronouncing Marigalam for the Lord. There is then the giving
of a bath to the Lord with songs called Sobhana, and songs
called Lali which put the Lord on the Swing (Dold, Oonjal).
Songs which ask the Lord to take rest are called Pavvalimpu and
when He is laid on the bed, he is gently stroked with songs of
Jojo. After His sleep, He is requested to wake up, Mélu kolupu
(Suprabhdta in Sanskrit, Palli-ezhucchi in Tamil). The Mangalam
songs invoke blessings on the Lord (Pallandu in Tamil). Most of
these songs are in Rdgas used by people in these activities like
Swing, Sleep etc. Examples of Tydgarija’s Kirtanas of this class
are ‘Heccharika’ in Yadukula Kambhoji; ‘Sitakalyina vaibhoga-
mé’ in Sankarabharana; ‘Nagumomu’ in Madhyamadi; ‘Patik

harati’ in Surati; ‘Sobhang’ in Pantuvarali; ‘Badalika dira pavva-
limchave’ in Ritigaula; ‘Lali lali" in Harikambhoji and ‘Uyyala
luga vayya’ in Nilambari, the Raga of the lullaby; (there are seven
songs here including one in Anandabhairavi); ‘Jojo’ in Ritigaula;
‘MclukGvayya’ in Bauli, the Raga of dawn; and ‘Mangala’ in
Ragas used for this final activity of invoking auspiciousness
Surati, Saurashtra, Ghanta, etc.

Close to the above group is one in which the acts comprised
in the puja, the addressing and decorating the Idol (Alamlcdra)
(‘Rara Sita’, Hindola Vasanta, and ‘Chétulara ériﬁgﬁramu jesi’,
Kharahara Priya); offering of food, milk etc. (‘Aragimpave’,
Todi) and pan ("Vidamu séyavé', Kharahara Priya); the offer of
the upacharas of umbrella (chhatra), chowry (chdmara) etc. (‘Upa-
charamulanu’, Bhairavi).

The bulk of the compositions of Tyagaraja are the Kritis as sugh,
cach of which stands apart. Structurally, they arc complete with
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the three parts, Pallavi, Anupallavi and Charana. These could be
studied from the literary and musical points of view. In the
former aspect again, we have not only the language and expres-
sion but also the thought-content and the skill with which it is
presented or expounded. The Telugu language handled by,
Tyagarija cannot be compared with that of Kshetrajaa or
Annamachidrya. We should bear in mind that Tyagaraja was
born in the Tamil country where the Telugu families had lived
for some generations. They had imbibed much from the local
vocabulary, idiom and colloquialisms and ideas and sayings, the
Bhdisha and Paribhisha current in the Kaveri delta. For cxample,
in ‘Nidhi Chila’, Kalyaui, he uses the word ‘Gangi-sigara’ in
the sense of ‘toddy’ and this is based on an anecdote relating to
an eminent scholar of those times in the Chola country. There
have been from time to time attempts to improve the colloguial
forms and adopt purer literary forms but this is clearly misguid-
ed enthusiasm. A well-known Telugu poet once told me that to
Tyagaraja, the Sahirya, or the words of his song, was only the
external garment, as he himself calls it so when he says of Rima
‘Tyigaraja-vak-chéla-avrita’ (‘Ni daya ch&’, Yadukula Kambho-
ji). It is going too far to say from this that to Tyagaraja the
word or expression was external to his art. ‘Vik’ here is the
whole Sahiiya, the words, the expression and the idea and to say
that one has ‘clothed’ or ‘draped’ his ideas is quite an idjomatic
expression. The flow of language with natural grace and elegance,
the felicity of epithets and phrases, all this combined witp sim-
plicity, would casily strike one as the marks of a gifteq writer.
Flow, clegance, cadence, case, all these qualities are prominent.
Tyagardja says (‘Sogasiigd’, Srirafijani) that Kritis should be in
the Drakshipaka which is considered the best; and j¢ is in this
style that he has composed his songs. All the skili ang resources
of a poet Tyagaraja possessed, as indicated already when speak-
ing about his learning and his equipment. Tn his

R -, requent refer-
ences to Vilmiki as Kavisa, he keeps before himself (he dual

image of Valmiki, as the guru of Rama-bhakti and the poet par
excellence

Graphic descriptions, poctic fancies, apt similics, illustrations
and analogies, humour and satire, worldly sayings and wisc
observations make the corpus of Tydgarija’s songs worthy of
rcading and enjoying as literature. For beauty and graphic de
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scription, we may cite his song on the Kaveri river, ‘Sariveda-
lina’ in Asaveri: ‘This lady Kaveri gloriously proceeding to the
place of her lord, the sea, fulfilling the desires of all without any
difference; now speeding fast, now roaring terribly and now pla-
cid with grace; with cuckoos singing on either side, touching
shrine after shrine and worshipping deity after deity, with holy
men worshipping her with flowers on either side and extolling
her verily as Rajardje§varl, she goes, look at her!’

We may take some pieces and see the play of his poetic
fancy: While asking the Lord whether he (Tyagarija) is too
much of a burden to Him (‘Brova bhirama’, Bahudari), he
points out to the Lord that He had borne great burdens, the
Mandara mountain, the Govardhana mountain, this whole uni-
verse in his stomach and indeed crores of such worlds in the
cosmos within Himself! In ‘Midpamu l&da’, Hamir Kalyani,
Tyagaraja addresses R@ma as father of Kuéa and Lava, the two
musicians and adds that he (Tyagaraja) also is a musician, sug-
gesting that he too deserved Rama’s affection. ‘Sri Rimadasa-
daso’ham’, Dhanyisi, works imaginatively on the Samudrika-
Jakshanas on Rama’s hands and feet, taking them, Chakra,
Ankusa, Vajra etc., in their real meaning so that, with them,
Rama might destroy the crocodile of Kdma, subdue the elephant
of pride, shatter the mountain of grief and so on. In ‘Pariku
nikéla’, Kiranavali, Tyagarija works a fancy on Sabari and
Guha and asks Rama why He is indifferent to him, Tyagarija,
who has been offering things better than half-eaten fruits and
bed of sylvan leaves. Tyagarija is now in a fix, not knowing
what part or kind of service of Rama is left for him to perform,
for Afijanéya has monopolised Rima’s feet, Satrughna has taken
over the task of looking after the Bhaktas who come to Rama,
and so on, elaborating appropriately other Lhings of Rama which
Bharata, Lakshmana and Sita have appropriated for themselves.
The fertility of Tyagaraja’s imagination could be illustrated by
several other songs but the one in Kaikavasi, ‘Vachamagocha-
ramé’ is the best example of his poetic gifts. Tyagardja gives a
fine miniature painting here: Rama’s greatness is beyond words!
He could strike down Rikshasas like Maricha and Subahu, but
look at the consideration and compassion Rama could show to-
wards the meek and distressed ones. Rama saw Sitad looking
wistfully at a Chamara-deer and understood that she had taken
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a fancy for the beautiful tail of the Chamara. So he sent a shaft
at its tail but thec Chamara deer, whose pride was in its tail,
covered it with its head, preferring to give up its life rather than
its tail. Rama noted this and in his infinite compassion sent a
swifter arrow at the earlier aimed one and cancelled it! Bhava-
bhiti exclaimed, ‘Who can know the mind of the great, now
harder than adamant, now softer than flower?” There is also the
Naukacaritra, dealt with above, a brilliant product of Tyaga-
raja’s creative genius.

His wit and worldly wisdom, his minute observation of men
and things around, his keen perception of men’s follies and foi-
bles, all these make his compositions quite lively. To these quali-
ties may be added his seasoning his expression with popular
idioms, proverbs, parables etc. e.g. ‘Tiger with a cow’s face’;
‘Like the vessel trying to know the taste of the milk it contains’;
‘With butter in hand, one worrying oneself about ghee’; ‘Expect-
ing bulls to know the taste of flattened rice’; ‘If the gold is not of
the requisite quality, why blame the goldsmith?’; If your daughter
cannot bear the labour-pain why blame the son-in-law?’; ‘As
much fun as there is money in hand’; ‘Trying to make an image
of Ganééa and producing one of a monkey’; ‘One selling flowers
will not care to sell firewood’; ‘Rocking the child with one hand
and pinching it with another’; ‘The danger that came to the
head just took off the turban’; ‘Going round in the same rut
like the bull in the oil mill’; ‘Is it easy to take a cloth thrown on
the thorns?’; ‘Jumping like the grain on a frying pan’; ‘Will a
barren woman yield milk however much one may feed her with
milk etc.?’; ‘It is like the fool who lends the door of his house
to his mneighbour to enable him to secure his house and go to a
drama, and himself keeps vigil all night for driving the dogs
from his own open hut.’

Tyagaraja can elaborate a number of illustrations and adduce
a chain of analogies. Thirteen kinds of happiness are set forth to
say that Rdma Nama gives greater happiness than anything else
(‘Mélu mélu’, Saurashtra). To say that without Rama’s grace,
any gain or achievement that one may get is of no avail, he
enumerates in his long and oft-sung song ‘Emi jésite nemi’, Todi,
fifteen so-called attaicments, possessions and showy activities
which one gloats over. The whole song ‘Samayamu delisi’, Asa-
veri, may be seen: ‘If one does not acquire punya, what does it



68 TYAGARAJA

matter if that one lives or dies? It does not matter if a madman
doesnot understand the poetry read to him. It is immaterial if
blind eyes are large and remain open or closed. It is of no use if a
panaka-piija is done in the quarters of the Turushkas. What does
it matter if one who does not give is a millionaire?” Saying that
he cannot suffer any longer, he asks: ‘Can jasmine flower with-
stind a stone? a cucumber fruit an iron-belt? a parrot the Brah-
mdsira? butter, the blow of a sword?' (‘Pihi Rama-ramana’,
Varali). Again ‘Although you may have tens of thousands of
rupees, what you need is only a handful of rice. You may have
heaps of clothes, but you need only one for wearing. You may
own large land but for resting you want only three cubits of
space. You may have hundreds of varieties of cake, but you can
eat only as much as your mouth can swallow. The river may
overflow with water but you can take only so much as your
vessel can contain’ (‘Rikalu’; De§ya Todi). In denouncing un-
desirable things, his satire and sarcasm could be seen. ‘The
Somayaiji is performing a Vedic sacrifice for reaching heaven,
his wife is running after attractive paramours’ (‘Manasu nilpa’,
Abhogi).

His idea in his Sahitya does not meander. He has a precise
method of its unfoldment gradually and fully. He first sets forth
in the opening phase,-the Pallavi, the basic idea, affirmation or
thesis; in the Anupallavi, the second phase, he augments the idea
and in the feet (Charanas), whose number depends upon the
requireme'nts of the idea, he elaborates or demonstrates the
theme with contributory ideas, illustrations, arguments and
anzlogies. A well known song may be cited to show the effec-
tive way in which Tyigaraja builds up his Sahitya. In “Telisi
Rama chintanats’, Purnachandrika, Tyagaraja affirms at the
opening that one should meditate on Rama with an understand-
ing of the significance of that Name. In the Anupaliavi, he adds
that the mind should be attentive and know that that Name is
the Redeemer. In the three Charanas that follow, he explains
the above; the first Charana clarifies that if you carelessly utter
‘Rama’, it would refer to an attractive woman and lead you to
lust; but Rama is really the Name of the Supreme Being and if
you say it with this knowledge, you are freed from the ills of
life here. In the second and third Charanas, he reinforces the
above idea by two apt illustrations: Arka is the name of a
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poisonous plant; it is also the name of the Sun-god, A4jz2 means
a goat, and it also means Brahma. This technique and logical
structure could be seen in many of his pieces, short or long. The
three constituents of a proposition, the positive and the negative
statement and the supporting illustration, Anvaya, Vyatireka
and Uddharana, are all there. It will be shown presently that
when presenting feelings and mental states, his ‘emotional’
picces also follow this plan. It is paralleled by the technique
of Rdga-development, which takes off at a characteristic or
essential phrdse and then is amplified somewhat and then taken
to full sweep.

We come now to another aspect of Tyagaraja’s Sdhitya and
the thought-content and objective that they bear. Like other
Saint-singers, Tyagaraia emphasises the essentials and condemns
the adventitious, holds up sincerity and ridiculés sham. He
shows a flair for exhorting people to take to the true way of
practising devotion. He holds radical views with reference to
the important aspects of Bhakti, e.g. how the repetition of
God’s Name is to be done, the characteristics of a true devotee
and so on. The true devotee ‘will not utter a lie, will not ap-
proach the low people with.requests, will not do injury to
others, will not neglect study, will not scek the three cravings
for wife, wealth and progeny, will not glogt’ over his gains,
including those in his religious or spiritual efforts, will eschew
deceit and treachery, will not be fickle-minded, and remember
always that there is the eternal witness, the Lord’ (‘Karuna
€lagante’, Varili). ‘He alone is blessed who constantly meditates
on the Lord’s feet, sings His Name to his heart’s delight, is
cheerful, seeks the company of the good, does not worry him-
self, realises the cvanescence of things and wards off the six
inner encmies which hide the truth, reposes his entire faith in
the Lord, does not put on false garbs out of greed; such a one
does not deceive oneself and turns his life to good account’
(‘Atade dhanyudu’, Kapi). ‘Bhaktuni charitramu’ in Begada,
an address to the mind, is another disquisition on the nature of
the true devotee of the Lord: ‘The devotee should not boast of
his doing Japa and Tapas, should not be a hypocrite in speech
or action, should not be wavering and lose himself in his attach-
ments; should have a proper sense of the unreality of material
prosperity, should avoid sectarian distinctions, should not make
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a profession of his qualifications, should not stop from his medi-
tation nor forget the Lord." Mention has already been made of
his songs in which Ty3garaja points out the proper way of
repeating the Lord’s Name (Ndma-Japa), which is not a mecha-
nical thing but something to be done with knowledge and love,
something which transforms one completely. Adopting the
homely analogies, used by other authors too, he ridicules spuri-
ous dhydna, such as cranes do, standing on one leg and closing
their eyes (‘Nalina 1ocana’ in Madhyamadi), those who dip
themselves in water again and again like crows, who eat leaves
only like goats, inhabit caves like monkeys, and go about un-
clad like children (‘Balamu kulamu’ in Saveri). On the other
band, contemplation of the Lord is the real bath in Gargd,
which purifies and sanctifies one (‘Dhyiname varamaina Gan-
gasninamé’, Dhanyasi). The only kind of Bhajana which will
be helpful for good in the hereafter is that which is done with-
out the contamination of lust, avarice, delusion and other sins
(‘Paraloka saidhanamé’, Purvikalyani). Mere learning, auste-
rities, riches, mortar-built house, wife, children, miracles, all
these do not constitute status for one; real status is true devo-
tion to the Lord (‘Padavi ni sadbhakti’, Salaga Bhairavi). The
fruits of all such attainments are short-lived, as the Mukhari
song ‘Kshinamai’ effectively declares. If mere learning in Sistras
is a leaky boat, what to say of the wide-spread reliance on
astrology! Tyagaraja answers that planets have no power; it is
Rima’s grace that is the real strength (‘Grahabalamémi? Sri
Ramanugraha balamé balamu’, Révagupti).

Sincerity, control of mind, and one-pointed devotion are
necessary. It is not the appropriate dress and make-up (vésha)
that would bring about the result, if the body is in one place
and mind is in another place (‘Kanugonu saukhyamu’, Nayaki).
‘If one is not able to control one’s mind, of what avail is wor-
ship with sweet bell and flowers? If one is stuck up in his arro-
gance, what can bath in Kaveri or Ganga do for him?’ (‘Manasu
nilpa sakti leka poté’, Abhogi). On the other hand, if the mind
is under control, Mantra and Tantra are superfluous (‘Manasu
svidhinamai’, Sankarabharana). For, true worship is internal.
Tyagaraja elaborates this Manasapizja in his Ritigaula song
‘Paripalaya’: ‘My body is your shrine; my firm mind your golden
seat; my meditation is the Ganga water to wash your feet; my
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clinging to you is your beautiful garment; my singing of your
glory is the sandal-paste for you; my remembering and reciting
your Name is the lotus offered to you; I burn the fruits of all
my misdeeds as incense before you; my devotion is the all-day
lamp before you' and so on.

What are the pre-requisites of Bhakti, its alds and acces-
sories and the mental state favourable and unfavourable for
its development? These are called the Sddhanas. The
Vedanta sets them forth as the discrimination (vivéka), of
the mundane and the spiritual values, the perishable and the
everlasting; aversion (vairdgya) and non-desire towards enjoy-
ment of any fruit in the material world or the heavenly ones;
tranquility of mind, self-control (fama, dama); refraining from
more and more activity; ability to with-stand set-backs or
equanimity in pain and pleasure, loss and gain and so on; poise
of mind; faith (§raddhd); and lastly a keen desire to attain
spiritual liberation (mumukshutva). Narada, with special refer-
ence to Bhakti, adds in his Sitras on Bhakti the un-interrupted
adoration of the Lord, listening to His glory, singing of Him
and especially the company and contact of great souls (Sat-
sariga), as there is no difference between God and God-men.
Every one of these is emphasised in Tydgaraja’s songs. Con-
demnation of material gains and desires (artha and kdma)
figures in several pieces. In two songs, he says that expertise in
Kamasdastra is of no use. In ‘Nidhi chila’, he shuns royal
patronage. ‘Emi jésite némi’, Todi, debunks every kind of so-
called gain or achievement of man as leading him nowhere.
Avoiding low-minded people treading evil paths is the burden
of ‘Durmarga chara adhamulu’, Ranjani. ‘Manasu vishaya nata-
vitulaku’, Natakuranji, speaks of Natas and Vifas whose contact
is ruinous. Aversion towards all kinds of material’ gains is seen
in ‘Vanajanayana’, Kedaragaula, and ‘Varilandu kommani’, "
Gurjari, turns down the boons that the Lord Himself may
tempt him with. How man can waste his time and bring to
nothing the rare opportunity of having been born as a human
being endowed with faculties is elaborated in the long song
‘Poddu poyyeni’, Todi. With his usual sarcasm, he refers to
such men as bulls roaming aimlessly, eating anything on the
road. Sama and dama are praised as the Garigd-snana ‘(Nidhi
chila). The need for Sanri above all is proclaimed in the well-
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known song ‘Santamuléka saukhyamu Iedu’, Sama. Insistence
on a Guru is the theme of ‘Guru léka etuvanti’, Gauri-manohari.
Sdisariga, an extension of the Guru-requisite, reccives its due
emphasis in more than one piece. There is the omnibus list of
the great souls to all of whom Tyagardja pays his respects, in
the WPancharatna Kriri in Sri Raga, ‘Endard mahdnubhdvulu.
There may be the books but real understanding will not come
without the contact of the great men (‘Buddhi rddu’, Sankara-
bharana). ‘Uraké’, Sahana, is a compendium of all the above-
mentioned Sddhanas.

If one is to discourse on Bhakti, as performers of Harikatha
do, there are no better handy and apt texts than these songs of
Tyagaraja. In fact, the use of Tyagardja Krisis in such contexts
as the Harikartha affords brings out their dual excellence, the
meaning and the music and the further excellence in several
cases of the mutual appropriateness of the two.

The very fact that on a single subject, Rima, he has sung so
many songs, each one with a different idea, shows the infinite
capacity of Tyagaridja’s genius. Tyagaraja's songs and ideas
on the Name- ‘Rama’ (Rama Ndma) have already been dealt
with. We shall see now Tyagaraja’s endless portrayals of Rama’s
form (Ripa): Rama’s personality as such and the over-all
beauty of his form; then each limb of his from head to foot,
their perfection and acts of grace or prowess each did, his face,
eyes and looks, cheeks, his smile and words, his gait and bearing,
his arms, bow and arrow especially and their exploits of valour;
then the different episodes of Rdma in the Epic, Rama and
those near and dear to him—Rama as son, brother, husband
and friend; his easy acgessibility (Saulabhya) and sweet disposi-
tion, Rama as King (Rdmardjya—*‘Kirubiru’ in Mukhari), his
sagacity and tact in handling persons (see especially his ‘Sarasa
sdma dapa bhéda danda chatura’ in Kapi Nirdyani, earlier re-
ferred to, where Tyagarija says that Rima would ask Bharata to
give Aycfdbya to Ravana if Ravana surrendered and Riama had
bestowed Lanka on Vibhishana); and then Rama’s qualities which
bless and redeem, compassion, forgiving, his affection for the
devotees and concern for those in distress. With these and sever-
al others, Tydgaraja exhausted the personality of Rama. His
infatuation with Rama is itself expressed in a variety of ways in
two of which he says: ‘were it not for these qualities, would
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Siti, Lakshmana, Bharaia, Satrughna and Aiijanéya be always
hovering, about him, revelling in love and alert in attention and
service?” (‘Lékana ninnu jattu’, Asaveri) and ‘you have cast a
spell over me, O Rama, and bound me from going elsewhere’
(‘Kattu jesinavu’, Athana). ‘You have done some magic on me’
(‘Rzma ni pai’, Kedara).

In his definition of the Kriti, often referred to here, Tyaga-
rija says that the Kriris should portray all the nine Rasas. Elsc-
where | have given an analysis of Tyigaraja's Bhakii as the
supreme Rasa comprising within itself all the other Rasas, Srisi-
gdra etc. following the lines of Bopadeva and Ripa Gosvamin,
writers on devotional lyricism. The emotional element (3/hadva
and Rasa) is the core of poetry. The basic emotion of devotion
is like the water of the sea on which like waves other subsidiary
moods rise, fall and cross; they all come out of the mind set on
Bhakti and manifest and augment it at the same time. These
moods are called the Safichdri bhavas. Much more than the
variations that Tyagarija has worked on ideas and thought, his
more abundant portrayal of the entirc gamut of the feelings of
his heart testifies the poetic appeal of his songs. This emotional
quality of his songs relates not only to the state of enjoyment
of Rama and its exultation, but also, in fact more so, in the
yearning for Him, in the moods of separation, seeking and suffer
ing, i.e. in Sumbhoga and Vipralamhha or Viraha. In devotional
pursuit, the expression of one’s helplessness, repeated appeals
against indifference and for His compassion, imagining all sorts
of flaws in oneself and all sorts of reasons for neglect by the
Lord, asking pardon,—in all these the plaintive attitude of
Dainya is most common;and a large number of Tyagaraja’s
songs-—nearly sixty—depict this in a variety of ways. This frustra-
tion itself takes the form of indignation when the Lord, whom
Tyagarija loves, does not respond. He gives vent to his grievance
against the Lord and taking liberty with him, he finds fault with
the Lord and displays his own irritation and anger. ‘It is not
becoming of you’, ‘This is not respectable on your part’, ‘Did
you creatc me for this suffering?, ‘What are my faults that pre-
vent you from coming to me?’, ‘What will you lose if you ap-
pear before me?’, ‘Why this falsification, having once given me
an assuring word and now being indifferent, saying one thing
now and another at another time?’, ‘Let me see how long you
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are going to be silent?’, ‘Have you no self-respect?’, ‘Does this re-
dound to your credit?’, ‘Why this treachery? Make good your
promises’, ‘Are you yourself afraid of Kali?", ‘Do T compare bad-
ly with the Vdnara and Rdkshasa (Sugtiva and Vibhishana)?’,
‘I approach you with familiarity, you confront me with your
royalty?, ‘In astrology they say that where two persons get
united easily, there is a “Rina-rini-bhava”, a pre-natal nexus;
1 suppose this is absent between me and you!'. In this strain,
Tyidgardja goes on to over sixty-songs. Then cogitation and
doubt. In some he recounts his flaws; in ‘Dudugugala’ is a cata-
logue of sins; in some others he affirms his qualifications for
Rama’s attention; then the tide turns; confidence and faith are
regained.

Tyagardja not only poured forth his devotion, but defined
Bhakti itself and described the different forms it took. The Bhd-
gavata speaks of nine forms of it, listening to the Lord’s glory
(Sravana), singing of Him (Kirfana), remembering Him always
(Smarana), holding to His feet (Pddasevana), adoring him with
Pija, obeisance (Vandana), service (Ddsya) etc. Apart from
Tyagaraja’s express declarations of his being Rama’s dasa in more
than one Kriri and his desire to do different kinds of service
to Riama, expressed in a number of Kritis, in one Kriti, Tyaga-
raja presents himself as the fully equipped official peon of Rama
and as a poet, he works out fully the insignia of sucH a servant:
‘Horripilated hair is my armour; the name “Rama-bhgkta” is my
metal badge and Rdma-nama, my sword’, (‘Banturiti’, Hamsa-
nada). Then he moves with the Lord like a friend (Sakhya). A
further expression of the Sakhya-attitude is taking liberties with
the Lord and indulging in playful banter and taunting Him
jocularly or making fun of him (Nindi-stuti). In ‘Sitindyaka’,
Ritigaula, Tyagarija asks the Lord whether He got upon Tiru-
pati Hills, unable to stand the worrying by the Bhaktas; escaped
to Srirafigam and went to sleep there to avoid devotees and their
petitions; started begging with Bali, foreseeing devotees coming
to beg of Him. ‘Adiki sukhamu’, Madhyamadi, asks: ‘Whoever
attained happiness by seeking you? Sitd went to forest and again
you sent her there. Sarpanakha lost her nose; you turned Néarada
into a woman; Durvasas wanted food and you made him lose
his appetite. Devaki asked for a son and you gave him to
Ya$oda.’ Tyadgaraja’s best Nindd-stuti is ‘Etavuna nérchitivo’,
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Yadukula Kambhoji. Tyagaraja asks Rama here: ‘Why are you
going about enacting this play? Did your wife ask of you
diamond ornaments? Are your brothers and parents in neced of
food or your devotees have long been inviting you to perform
this Ndtaka? Finally, surrendering oneself as His refugee (Atma-
nivedana i.e. Sarandgari): 1aking refuge in the Lord is the highest
among these forms. There are still some other forms of devotion
which too his Kirtanas represent. Loving God as a child and also
placing himself as His child (Varsalya). ‘Rama Rama’, Sahana,
in which Tydgaraja portrays a picture of Rama as a child is a
fine example of his poetic imagination, which juxtaposes Rima
as a child with Rama as the Great God. It is worth quoting:
‘When you went to play, your play-mates asked you to go. Why?
They wanted in their games to close your eyes but they found
your eyes too large to be covered by their palms! They probably
hid themselves, because they could not face your effulgence!
They wanted you to be a witness (SakshT) but you were already
one.’ In his desire to see Rama, or serve Him Tyagardja has
painted some fine pictures. The kinds of desire that he exhibits
may be noted. He wants to be part of the intimate circle of
Rama, Sita, his brothers and Hanuman. When Rama and Sita
are in private, Tyagardja wants Rama to order him to come and
sing some music (‘Ramabhirama’, Dhanyasi). He expresses a
desire to feast his ears with the sweet words Rdma is speaking to
Sita (‘Vinanasakoni’, Pratdpavarali). In ‘Natimata marachitivo’,
Dévakriyd, Tyadgardja paints a rare picture of himself as stand-
ing in a corner in Rama’s presence and Rama asking Bharata to
stop waving the fly-whisk lest it should hide Tyagaraja from His
(Rama’s) view! He offers to make the bed for Ridma and keep
serving him pan now and then. Then he clings to Him without
any room for separation and feels extreme agony if separation
occurs (avirahdsakti). The form most germane to Bhakriand one
figuring most in songs is love such as subsists between the lover
and the beloved, Ndyaka and Nayikd, Kantdsakii as Narada calls
it or Madhura Bhalkti as it is known more commonly.

‘The maid of my mind is in deep love with you, but you
do not respond by taking her hand. While I have been yearning
for you and serving you, your ways have become quite differ-
ent. I have provided a beautiful bed but you, without accept-
ing it and making me happy, you are giving me trouble.’
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(‘Rdmabhirama’, Darbar). ‘Having taken me by the hand, you
should not now give me up’. (‘Pattividuvaradu’, Maifijari). ‘O,
maid of my mind! Go and bring quickly my Lord. Seek Him
and bring Him by hand to me. I want to enjoy happiness with
Him for long’. (‘Chani todi téve’, Hari Kambbhoji). ‘O Rima!
What else is there for me to aspire for when you take me by
the hand and cast your glance? When your eyes and my eyes
meet, who can know the happiness of it? If you do not take me
by the hand, my forlorn condition will be that of an unmarried
maiden’. (‘Rama Riama Rimachandra’, Ghanta). ‘From my
early days, you have taken me by the hand.’ (‘Chinna nide na
chai battitive’, Kalanidhi)

The expressions in the songs ‘Chérarivadémiri—meraga-
dura’, Ritigaula, °‘Nikevari bodhana’, Suddha Saveri, and
‘Samiki sari’, Begada, are the same as in Srifigara Padas and
Varnas. He yearns for the good fortune of Lakshmana (*Mitri-
bhagyame Saumitri-bhigyame’, Kharahara Priya) and that -of
Sabari (‘Entanine varnintuni Sabari-bhagya’, Mukhari). He
longs even for the love that Sita enjoyed with Rama, tying the
mangalyasira and taking lher by the hand (‘Dayastyavayya’,
Yadukula Kambhoji). He feels elated that people have begun to
talk of him as belonging to Rama (‘Nividanu n€nani Iokulu
balkagd’ in ‘Sitimanohara’,' Ramamanohari and ‘Nivada ng
gana’, Saranga). The ecstasy of gaining Rima then beams forth.
‘O, what a delight to my mind, my body thrills!” (‘Manasukento
yanandamé meyi pulakarinchaga’, ‘Ninu vina’, Todi). ‘Unerring-
ly I have seen Rama. ... My body thrilled, tears of joy rolled
down my cheeks, I mumbled. . . .’ (‘Giripai’, Sahina). ‘When I
have your darfana, tears of joy roll down from my eyes’
(‘Dayarani’, Mohana).

Indeed Tyagarija has exhausted the qualities of Rdma and
His personality, and his experience and enjoyment of them!
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