
Tyagaraja (1767-1847), the foremost composer of Kan:iataka 
music, sublime singer and Rama-bhakta, is hailed as Sad-guru. 
The extant Tyagaraja canon , consists of about six hundred 
Kirtlinas and two musical plays. Graphic desc~iptions, poetic 
fancies, apt similes, ·m~strations and analogies, humour and 
satire, wordly sayings and wise observations m:;tke the corpus 
of Tyagaraja's songs a veritable gold mine. His songs are widely 
known and learnt, and Kan:iataka 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
bhiishan and the Fellowship of the Sangeet Natak Akademi 
and the Sahitya Akademi. Author of over 900 research papers 
and 1 IO books, Dr. ~aghavan's intere~ts, in the words of Dr. 
S. Radhakrishi:ian, "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 me'moir in what bas turned out to be his swan­
song. 

K.R. Srinivasa Iyengar, teacher, scholar, critic .and poet, and 
former Vice-President and Acting President otJ the Sabity.a 
Akademi, has contributed a Foreword, commending this book 
"for its hard unity of form and content, and for its vivid evoca-
tion of Tyagaraja as composer and singer a ~ Lihra r) IIAS, Sl1irnla 
guru who tuned the Telugu language into d 894 .814 092 4 T 952 R 

Inset on the cover is a sketch of Tya:garaja by 
Sri Pramod Ganapatye based on the portrait 
a t his samadhi in Tiruvayya:ru , obtained · by 
the kind courtesy of the Sangeet Natak Akademi. 
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The sculpture reproduced on the endpaper depicts a scene 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 earliest 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 Adv:sory Board. He was the founder­
editor of Samskrita Pratibha, the Akt;demi's journal in Sanskrit, 
and was the guiding spirit behind fwo 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 seeing through press the papers presented at 
the first international seminar on the Ramayana, organised by 
the Sahitya Akademi (later published as Tire Ramayana Tradi­
tion in Asia) and completed writing this monograph, in Smt. 
Sar::ida Raghavan's words, "a few days before his demise". 
Thus this monograph happens to be Dr. Raghavan's last piece 
or writing. 

It was found that the manuscript was not divided into chap­
ters and ended rather a~ruptly. Obviously Dr. Raghavan intend­
ed revising it. Yet, even the first draft from a master-scholar 
has its value and Prof. K. R. Srinivasa Iyengar was requested 
to read it. Prof. Iyengar's response was most encouraging. He 
saw "hard unity of form and content" 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 po~t-composer, Tyiigariija, whose contribution 
to Telugu literature, Kari:iataka music and Indian culture is 
lasting, and to the master-scholar Dr. Raghavan whose life is 
an inspiring saga of ceaseless striving and scholarly integrity. 
The Akaderni is grateful to Prof. K.R. Srinivasa Iyengar for 
his learned Foreword. 



Foreword 

An unexorcizable melancholy hovers over this excellent mono­
graph on Tyagariija, 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, after 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 elected, had t0 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 Tyiigartija-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 Karo ataka 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 Tyiigariija for the 'Makers of Indian 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 Karr:iataka Music Tradition and Tyaga­
riija's place in it-: Tyagaraja's Lifc-Tyagaraja's Achievement: 
almost like the pa/lavi-a1111pa/lavi-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 Kari:iataka music tradition was pioneered by Annama­
charya (15th century), Purandaradasa (I 6th century) and Kshe­
trayya (I 7th 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 been evolved already, it was for Tyagaraja to 
handle it with uncanny excellence and become "the foremost 
composer of Kari:iataka music". There were his two great contem­
poraries too, Syama Sastri and Muthuswami Dikshitar, and the 
tradition has been held aloft by their successor!:. till the present 
day. But Tyagariija remains truly central to the Karr:i,a\aka 
music tradition, and is rightly acclaimed and venerated as 'Sad­
guru'. 

But if the 'form' that Tyiigaraja's musical compositions took 
was the 'kriti', the content was religious devotion or bhakti, 
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 
sa 11kirtan, which had its vogue in the Court of the Maratha 
Kings of Thanjavur. In short, the Karnataka music tradition­
a composite of the highest art and s~i~nce of music, as also of 
the profoundest religion of bhakti-was to become the well of 
ambrosial waters, made perennial by the flow of underground 
streams equally from Tamil Nadu, Karnataka, Andhra Pradesh 
and Ma~arashtra. It is not the tradition Qf a locality or of a 
small r~gion, but of all South India, and for all India, and all 
humanity. 

Ty,igar;"ija's own com ·t· b . . . pos1 ions-a out six hundred have 
happily s•uv1ved the rava ,. · 

. ges 01 time, and there are also the two 
musical plays, Naukarharirram and Pra/1/ d bl kt. . 

d . a a- ,a 1-v:1ayam, 
both renched m bhakti-embody in ti f II 

· f · . . 1c u i:st measure the unity o music (exemplified m both the th . . 
. . . eoret1cal side of art and the mvent1ve side of the raga-comp ·1· ) .. 

. d osi ions , spmtual fervour 
(d1recte , no doubt, towards Rama but I h . 

• f • • . ' a so c aractensed by a high sense o religious liberalism) and sple d . 
D R 1- • ' n orous poetic utter-

ance. r. aguavan reminds us that quite a t f h 
• d t th f · . ew O t e sangs are devo.e o e art o mus1e-1ts oriP'ins a d 

· .., n nurture aucJ <!i.vc.l.~ 
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opmcnt, 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 bl,akri is a much shorter road than jnana to Reali­
sation. For Tyagar.1ja himself, Valmiki was both the Guru of 
Rama-bhakti and the Poet-mentor beyond all praise. But 
ty,igar,ija's 'Rama' is rather more than the limited hero of the 
action of the Ra·naywta. Rama is all the Trimurtis, and trans­
cends them too as the Illimitable Para Brahman. And such being 
the s,uti of the TyagarJ.ja music.al canon, each kriti bec0mes a 
recordation of all the nine Rasas, and bhak ri becomes verily the 
ultimate Rasa. 

By aspiration and realisation, TyagarJ.ja was the bhakta in 
excclsis, and by s. If-dedication he was also the sublime singer 
fur the salvation of humanity. Who is the blessed and happy 
warrior? Tyagaraja answers: "He who sings of the Nama with 
perfect music ( rnsvara)"! But to sing Tyagaraja 's songs, too, a 
like discipline of the mind and heart is necessary. Raga, thala, 
sahi1yo, 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 facult:es into the music of love and adora­
tion of Rama. And this calls for the consecrated labour, the sus­
tained siidlwna or 111idopcisnna, of a whole life-time. One may 
sing before a sab/w, or a Patron, or a Conference, or even a 
microphone-but a kriri of Tyiigaraja is always sung only to the 
Prince of Ayodhya who was the incarnate 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 picture of its 
winding majestic sweep across the Indian sub-continent. But we 
also know that the Ganga at Haridwar or Kashi is quintessential 
Ganga. Tyiigaraja is the sheer Kashi of the KarQataka music 
tradition. A little scaled brass-pot of Ganga water from Kashi 
can be all Ganga in miniature for the devout. Likewise a single 
/aiu-say 'Rama-bhakti' in Suddhabangala or 'Kshirasagara' in 
Oevagandhari-can be, for the truly devout, the veritable micro­
co5m of all the infinitudt>s of KarQa (aka 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 care tell us 
all we need to know of Tyagaraja'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 Naina­
Siddhanta; and of his concern for the salvation of all humanity. 
Dr. Raghavan writes too, with appropriate illustrative citations, 
of the structure of Ty,igar,ija's kritis, the role of the sangathis, 
and the reason for the plurality of charanas; of Tyagaraja's 
podhya-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 free from the remotest taint 
of the ego. It was with Guru's Grace alone, Tyii.gar,ija 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 heallh, weahh, 
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, Tyagaraja 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 ofTyagaraja as compos­
er and singer and bhakta and Sad-guru who tuned the Telugu 
language into divine poesy. 

'Sydney House' 
278/E, Narasimhan Ai:enue 
Teynampet P.O., Madras: 600 0/8 

25 August /983 

K.R. SRINIVASA IYENGAR 
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I 

TYAGARAJA 
AND THE KAR~ATAKA MUSIC TRADITION 

While the Riiga is the basis and core of all Indian music, in the 
South Indian (KarrJii!aka) school, the composition had come 
into greater prominence, especially in the last three and a half 
centuries. Although the shift of emphasis from Riiga to compo­
sition or song is an abridgement of the A/iipa 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 Riiga. It is well-known that in an effort 
to learn a rare or controversial Raga or render it in A/iipa 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
d/,iidhyaya, in music treatises, there were in vogue numerous 
varieties of compositions, bearing diverse structural and techni­
cal features. The musician-cum-composer was called Viig-geya­
kiira (Ubhayakiira or Bayakiira later), Viik 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 Giiyana 
or the performing musician (e.g. Sangitaratniikara IIJ. 2-9). 

The songs of Ille Saint-Singers have a place in the evolution 
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 Gitagovinda 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 Veilkatesa, poet and 
composer in Telugu; he and his son and grandson were prolific 
composers, authors actually of thousands of songs, Kirtanas or 
Sarikirtanas. 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-kavitii-marga-pitamaha'. He 
even wrote a treatise on the characteristics of the music-compo­
sition, Sankirtana-laksha{1a. 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 Srrigiira Padas) and 
the religious-spiritual songs (the Adhyiitma Sankirtanas). It is 
necessary to mention the contributions of Annamacharya 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 arc structurally in diverse forms but 
in theme solely of the Adhyiitma class. The prolific contribution 
of this Kannada Saint indeed over-shadowed that of Annama­
chiirya and Purandara came to be venerated as the pitiimaha of 
Karnataka music. According to tradition Tyagaraja's mother 
had a large repertoire of Purandara's Padas. The third figure 
contributing as richly as the above two to Kan:ia!aka music is 
Kshetrajiia or Kshetrayya (17th century), the author of an 
equally enormous number of songs in Telugu adopting exclu­
sively the modes of Madl,ura Bhakti, depicting the individual 
soul in an endless variety of the Beloved (Niiyikii) and the 
moods of love towards Lord Krishna (Gopiila) the Nayaka par 
excellence. Kshetrajna wrought so to say a unity of the area of 
KarQataka music moving from Golconda in the Deccan to 
Tanjavur in the Choladefa and Madurai in the Pii~ujyadesa. The 
Kaveri delta, where Tyagaraja emerged, was full of the Padas of 
Kshetrajna of which 1000, out of a total output of 4100, were 
c~~posed by the king of Sr1igiira Padas at the court of King 
VtJayaraghava Nayak of Tanjavur. As we shall sec, a few of 
Tyagaraja's songs are couched in the Kshetrajfia-stylc. · Of the 
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same period and connected with the Golconda Muslirp Court 
was Bhadrachala Ramadasa (Gopai:ir:ia 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 Bhadriichalam. Singing his songs on Rama in the tor­
ture he had to undergo in the prison, and expressing his faith in 
Rama as the great sa, iour, Riimadasa indeed furnished the proto­
type for the Riimabhakta from the banks of the Kaveri, who 
mentions in his songs Ramadasa and recalls how Rama came to 
his rescue ('Kshirasagara-sayana', Devagandhari, and 'Emidova 
balkuma', Saranga). 

Like Kshetrajiia, another Telugu musician to bring Andhra 
and Tamilnadu into one musical unit is the Advaitic Sannyasin 
Siva-Niiriiyanananda Tirtha whose pilgrimage extended from 
Puri to the banks of the Kaveri, where his long dance-drama 
composition on the model of the Gitr.go, inda, the Krisl111a/i/ii1a­
ra1igi~i gained a vogue and a Krishna festival was inaugurated 
by him. Tyagariija has echoes from his songs also, referred to 
popularly as Tara1igas. 

Music performances, as seen from the treatises on the art, 
set much store in the beginning of our era in the elaborate ex 
position of a Riiga, in A/cipa, and T/r ·iya, two unbound forms, 
and in Gita and Prabandha, two bound forms, the former of 
which was rnore grammatical, and the latter, the actual prede­
cessor of the Kirtana or Padr.1. The Prabm,d/ra continued to be 
composed up to the time immediately preceding Tyiigaraja. The 
Srinacira Pada on the model of those of Kshetrajfla had come 
i~to "'their spring-time. The type of composition called Var(1a 
(or S1•araja1i) in which, in addition to words, svara-sequences 
were also set, and the rendering was of the Tana-style, (hence 
qualified as Tli11a-1•arw1) helpful to give a grasp of the entire 
contours ora Riiga, was in much vogue, some of the senior con­
temporaries being amongst the great Var/la-composers. Although 
the Vania continues to be composed to this day, its structure is 
not very much different from that of the Ktrta11.1 and the method 
of its rendering got assimilated to that of the more artistically 
elaborate Kirtmw. 
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We may note just one more composer-predecessor of Tyaga­
raja and his two contemporaries, that is Sesha Ramanuja, known 
to the musical world as Miirgadarsi Sesha Iyengar. His title 
'MiirgadarsI' 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 
1,uccessor of tfle old Caryii-gita and its successor the Adhyiitma­
gita. Somesvara, the Chalukya King of Kalyan, describes in the 
music section of his thesaurus, Mcinaso/liisa (written in A.D. 

113 I) a varilty of music corn positions including the Caryii or 
Adhyatma-gira. (GOS. Vol. II I. pp. 46-7). He describes also the 
composition which is a praise or prayer or obeisance to God as 
Stava-maiijari (ib. pp. 46-7). Annamacharya, referred to above 
as the 'Pitamaha' of this kind of composition, defines the 
A,dh;•iitma-samkiriana ,as the vehicle of spiritual knowledge and 
values, the discrimination as to the body, soul and God, and 
Dl1arma and Adharma. 

Deha-Atma-lfo. vivekotsiiltambunu 
Lok a- Veda-Dharmiidharmiidi-Vhiipohambulu 
gala ya Hari-.mmk irtanambul A d/1yiit111a111bul. 

Tyagaraja follows this same conception of the Kirtana in his 
songs 'Sogasuga' (Sriranjani) and 'Riigaratnamalikache' (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 
Siistras, PuriiTJas and llga111as ('Nigamasiro'rthamugalgina nija­
vakkulato ... sadbhakti-virati .... Kritiche bhajiyiiiche' and 'Nai­
gama-shatsastra- pura l)a-agam:i rtha-sah itamata'). 

The music compos1t1on, the Prabandha, called also Vastu and 
Rilpaka, had, as w~ see in the texts like the Sangitaratniikam 
(IV), four parts of Dhiitus-Udgriiha, Me/iipaka, Dhruva and 
Abhoga. It 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 D1•i-dhii.tu or Tri-dhiitu. In the oldest music composition 
which is still sung, the Gitagovinda, we have the Dhru,·ii or 
Dhruvapada, the words with which the song opens and which 
form the refrain; and after the Dhrui•c1, seven feet (Clwrai1as or 
Padas) follow. In the Hindustani composition, there are three 
parts now known as Asthii_ri (i.e. S 1!11iyi), Antara and Abhoga. The 
first is evidently the same as the Udgriiha of the old tex:ts. Ud­
grii.ha is that with which we start or take up the piece, the 
E<fuppu 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, Anupa/lavi and CharurJ'l. In the S,111girc1rat11akara (lV. 
34), the word Pa/lava .occurs and it refers to a part of the Ud­
griil,a. It is this that led to the adoption of Pallava(i) for the 
opening part Udgrtiha. The second part Anupalla1·i may be taken 
as corresponding to the A-111ar,i and the Cl,araua or CharaT}as to 
Abhoga. In a three-unit composition, we m11y see the rationale 
of the structure, an opening idea, a developmenq of the idea 
and an elaboration of the idea with other contrib~tory ideas, 
similes, illustrations and incidents that demonstrate or justify 
the leading idea of the song. It is this P<1/la,•i, A11upal/.1vi and 
Chara{1a, and sometimes without the middle part, that figures in 
the compositions of Ty:igar:1ja 's predecessors, Annamacharya, 
Purandaradasa, Kshetrajiia, Ramadasa, N:irayaQa Tirtha, 
Sesha Iyengar and numerous composers of l'adas and Vari1as in 
the times immediately before TyJgan1ja. This is the Kirtana or 
Kriti which Tyagar.ija handled with such excellence that made 
him the foremost composer of Kan_1:i!aka music. All the earlier 
creative efforts led to Tyagar.ija and all that was created after 
Ty,1garaja, in the immediately following period or in the present 
century, is after his model. In this respect, we may compare 
Tyaganijii to Kiilidasa. It is his songs which are most widely 
known and learnt and Kan_1ataka 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 Tyagaraja. We must now 
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see the background and heritage of his devotion, Bhakti. In 
Coladesa, the Bhajana movement gained a new momentum with 
the Advaitic Sannyasin who adorned the Kamakoti Pitha, Sri 
Bodhendra of the 18th century and his contemporary Sridhara 
Venka\esa, popularly and reverentially called Ayyaval. Bodhen­
dra's samiidhi at the village of Govindapuram is a plac:: of pil­
grimage to the votaries of the Bhaja11a-s.impraddya. This move­
ment was further built up by Venkatarama who came to be 
venerated as Sadgurusvamin and after him, the village of Maru­
danallur became an active centre for this sampraddya. Bhajana­
ma/has then grew up in numerous places all over the Kaveri 
delta and they and the B 1,ajana-tradition are still in force not 
only all 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 progra~me or sequence (paddhati) that 
had developed over the years. Although, as we see in the songs 
which it includes, this paddhati goes to Annamacharya with 
whose To<;laya-ma,igalam songs the Bhaja11 begins, the Maha­
rashtra tradition of Sankirtan coalesced with this Tamil tradition 
during the period of the Maratha Kings of Tanjore and made 
its own contribution through the songs of the Marathi Saints. 

The essence or basis of this Sampradiiya is the recital or re­
petition of the Name of the Lord (Niima-Kirtana) and faith in 
the efficacy of the Name as the redeemer (Tiiraka). The doctrine 
was expounded in a number of treatises which include the writ­
ings of Bodhendra and Sridhara Venkatesa. Although the Name 
of the Lord, as cultivated by the S;ii,tas 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 Riima that is 
most prominent among the foll;wers of this school. The worship 
of R:ima and the spiritual significance of His Name come down 
from the Riimliyai1a and the Rama-Upanishads and a mass of 
Riima-literature. A senior contemporary of Tyagariija was Upa­
nishad Brahman of Kanchipuram, the founder of the Math 
known a_ft_cr his name in that holy city. Upanishad Brahman was 
an Adva1tin, a devotee of R,lma, a musician and a contributor 
to the Nama-siddhanta school and its philosophy as seen in his 
work Upeyanamaviveka. 

While, on one hand, we have in the Tyagariija Manuscripts, 
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collected by Walajapet Venkal~ramar:ia Bhagavatar, a treatise 
called Devatd-mima-mahatmya obviously studied by Tyagaraja, 
we have, on the other hand, in the same collection, a Srimu­
kham, a message, from Upanishad Brahman asking TyJgaraja to 
come to Kanchipuram. Venkataramai:ia Bhagavalar, pupil of 
Tyagaraja, says in his song in Begada ('Sri Rama Brahmamu') 
that Tyagaraja and his forebears belonged to the Nama-siddhanta 
tradition of Sn Bodhendra. ('Yativarulaku Bodhendradula vira­
citamagu Nii.ma-siddhanta-matamun anusarincina murdhan­
yu<;lu'). 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; 'Pahi m·1m Hare', Sau­
rashtra). ln a number of other pieces, he mentions his having 
been devoted to Rama and Rama-Nama from his early years. 
As we shall see later, Tyagar5ja's compositions themselves are a 
contribution to this Nama-siddhiinta and its tenets and practice. 

Rama Bhakti and Rama Niima were thus in the very blood 
of Tyagaraja. His formal initiation in Rama-nama-japa was 
probably given by the Sannyasin Ramakrsn.1nanda whom he 
salutes in his Nau1(acaritra. On such an initiation one receives 
a red rosary-like thick silk thread (Slitra). In the Rii·11a-upani­
shad already mentioned and . in the K,ilisa11tara11opanisad, the 
Lord's Name meant for Japa is given as R<ima Niima. The Name 
'Rama' is indeed the saviour par excellence, Ttiri1ka. (Rama 
uttara-tapani). The texts lay down a procedure for this repetition 
of the Rtima Ndma. The Rlima rcihasyopanisad says that it should 
be repeated ninety-six crores of times ('Sha1J-r:iaviti-ko!i-nama'). 
According to tradition, Tyagaraja completed this vow of repeat­
ing Rama Numa ninety-six crores of times and thereby got the 
vision (sakshatktira) of Ramachandra. This must be true and 
nothing else or less could Tyagaraja have done. 

That Rama and Riima Niima formed his heirloom is men­
tioned by Tyiigaraja in a number of songs: 'Kuladaivata', ·Kula­
dhana' in 'Rama ni samiinam', Kharahara Priya, 'Palukavemi', 
Puma Chandrika, and 'lnnallu', Nariiyai:,a Gaula. He was 
devoted to Rama from his young days ('Chinnana<;le yanusarin­
chu' in 'Piihi mam Ramachandi:a', Kapi; also in 'Nannubrova', 
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Abhogi; 'A nandam ananda' in Bhairavi: and 'Ninne rtera' in 
Pantuvarali). Rama was a treasure earned by his ancestors 
through their austerities ('munu mavamsamuna galugu peddalu 
tapamulanu jesi yarjinchina dhanamu', in 'Necvegani', Bilahari). 
He was born with Rama Niima on his lips ('Piihi 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 Niima (Name) and 
another as Riipa (Form), the former as means (Upiiya) and the 
latter as the object to be gained (Upeya); and the Name itself 
is considered as the Riipa (Upeya Niima). One of Tyagaraja's 
inspirers, Upanishad Brahman, expounded this doctrine in his 
Upeya-niima-rfreka. To Tyagariija, Niima and Riipa cannot be 
separated. The contemplation of the one brings on the other. 
In 'Smarar:ie sukham', Janaraiijani, he says that the constant 
exposure to the sound of Riima Niima 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 ('N:imamrita­
panamu yanu sopanamu dorikenu' in 'Venkatesa', Madhya­
madi). He even says that it is the letters of the Name repeated 
by him that had taken shape as Rama ('Na japa vari:ia rupama' 
in 'Niijivadhiira', Bilahari). 

His faith in Rama Nama as the grc:!test Name and the most 
elTective redeemer finds expression in 'Urake', Sahana, where 
he calls it Mnntra-raja and in several pieces which refer to Rama 
as the 7 iiraka Niima. In some pieces Tyagaraja describes Rama 
Niima as the essence of ·the Vedas ('Vedasaramau namadhe­
yamau' in 'Talachinantane', Mukh:iri) and as that which has 
been described in the Vedas ('Evarikai', Devamanohari). Tyaga­
nija says that Rtima Niima was always on his lips ('Tyagarajuni 
jihvap:ii rajillu varamantra-r:ija manu' in 'Urake', Sahana; and 
'm:i rasanamuna ni rflmamu m5rumfiru balkanu daya ceyumu', 
'Sri Raghuvara', Devagandhari). This repetition of Riim:i Nii•na 
was not mechanical; it was done with the contemplation of 
Rama's image fixed in the mind and it was uttered with love. 
The joy he derived from such practice of Niima-jap:i was inde­
scribable. In 'Intasaukhyamani', Kapi, he asks: 'Is it possible to 
describe the bliss one derives from chanting Riima Niimu?' This 
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ceaseless japa and the intense love of Rama 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: 'Kanuko1)tini', Bilahari, 
'Kanu gonu saukhyamu', Nayaki, and 'Bhavanuta', Mohana. 

According to the Umayalpuram pupils, Tyagariija is said to 
have taken up the vow to recite Riima Niin;a 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, Tyiigariija sang his song in Athana 'Ela nI daya­
riidu' and that it was his first song. It is neither necessary to 
identify the first song composed by Tyagaraja nor possible to 
support any such supposition. 'Ela nI dayar.idu' has no evidence 
to suggest that it w~s 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 Riima .Nama. According to the tradition of this 
school, it was Siva who spoke to ParvatI 0f the greatness and 
power of Rama Niima and it is also said that into the ears of 
everyone dying in Kasi, Siva is imparting the Rcima Niima. It 
is on the basis of this belief that ir. the signature (mudrii) of 
most of his songs the word 'Tyiigariija-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 R,ima. He mentions 
in' express terms the belief in Siva extolling Rama and His Name 
in several pieces: 'Rama Raghukula', Kapi; 'Nityariipa', Kqpi; 
'Vii<;lera', Pantuvarali; 'Saramegani', Pantuvarali. In 'Kana 
kana ruchira·, Varali. Tyagaraja calls Siva the witness (S1kshi) 
for the efficacy of Riima Niima. 1 

Next in importance to Siva's association, is that of the· epi­
sode of V,ilmiki being initiated in Rama Ntlma by Narada. 
Tyligaraja speaks of this also in 'Sarame gani', Pantuvarali. It 
forms also the basis of the story that goes with it, namely that 
as Viilmiki 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 'Rama' 
would naturally come . .It is in the well-known song 'Evarani 
nirr:iayanchirira', Kharahara Priya, that Tyiigariija makes an 
elaborate statement on the Name 'Rama' being the essence of 
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the Names of Siva and Nariiyana, that is, by combining the 'Ma' 
that is the life of the Siva-mantra and the 'Ra' which is the life 
of the Noriiyana-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 Siva.ya' it becomes 'Na Siviiya' meaning 
'it is not for good'; and similarly if 'Ra' is taken out of 'Namo 
Nar.iyar:iaya', it becomes 'Na ayanaya' meaning 'it is not for 
salvation'. ('Siva mantra munaku M i-jivamu Miidhava mantra 
munaku Riijivamu i vivaramu delisina ghanulaku mrokkeda'). 
This idea Is set forth by Upanishad Brahman in his Upeya niima 
vfreko. 

In the above anecdote of Val mi ki getting the Riima Niima 
as 'Ma-Ra', it is implied that in whatever manner, direct or in­
direct, one utters the Name, he is saved. The Bhai;avata p,,rii(W 
enunciated this idea and illustrated it with the story of Aj: mila. 
Sridhara Venkatesa, one of the teachers of the Nii 111a-sidd1 iinta, 
gave expression to the idea. But Tyagar:ija took a different line 
on this. In the song 'Telisi Rama' (Purnachandrika), Ty;igaraja 
emphatically says that Rama Nii,ra 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 'Rama' 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 Aj,imila, Tyiigaraja says, should not blind one to the fact 
that Niimii-japa requires all ethical equipment in the reciter. 
('Paraloka sadhaname', Pi,rvi Kalyani). 

If one does the japa of Roma Niima with this knowledge, 
one will see the whole universe as Rama ('Ni japamulu vala 
i jagamulu nivai r;ijillunaya' in • Intakanna', Bilahari). It is love 
of Rama that would help one to devolop the taste for the 
swee!ncss of Riima Niima: 'Rama niye«;fa prema rahitulaku n.-ima 
ruchi delusuna' (Kharahara Priya). This love is comprehensive, 
not exclusive; it makes no ·distinction of one form of divinity 
from another. Tyiigaraja again and again ·affirms that he has 
worshipped his Rama without any ,11ata-hheda. In fact, the 
Niima-Siddhiinta lays down ten drawbacks in the recitation of 
the Name (Niima-apariidl,as), one of which is to see Siva and 
Vishnu as separate. ('Siva-Madhava-bhedamu jeyagariidu' in 
'Bhaktuni Charitra', Begada; 'matabhedamuleka sada' jn 'Jtara~ 
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daivamula', Chayatarangir:ii). 
Tyagaraja's songs are thus complete with all the basic ten~ts 

of the school or Nii.ma-sidclhiinta and take their place along wtlh 
the writing~ of Sr1dh:ua Vcnkatesa and Bodhcndra. 

Ty,1garf1ja 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. 
Tyiigaraja's own family had enough musical background. One 
of the stalwarts of the time was SorJ!i Venkatasubbiah, who was 
a court-musician at the time of King Tulaja of Tanjavur on 
whom he composed a VarTJa in Bilahari. He was patronised also 
by Chinniah Mudaliar at Manali near Madras where he com­
posed many songs. In a Sanskrit work called Sari•adeval'iliisa 
describing the city of Madras (about A.D. I 800), its temples, 
Temple-trustees and the music-sada.r they held from time to 
time, it is said that Sonti Venka!asubbiah's music would 
make barren trees sprout. It w11s his son Sor:i!i Venkatarama­
i:iayya who is remembered as Ty.1gariija's guru in music, although 
Tyagaraja's songs have no inention of his name. In the Walaja­
pet Manuscripts, there is a codex carrying, among others, many 
Raga-Tonas of So1;\i Venkatasubbiah and Sor:iti Venkatara­
mai:iayya. In the /Jhajana-paddhati some introductory songs are 
sung on the promulgators of the tradition, Bodhendra and Sad­
gurusvami of Marudanallur; these were composed by Sor:i!i 
Venka\aramar:iayya, a fact which shows the close link of musi­
cians and the Bhnjana-tradition referred to earlier. Venkatara­
manayya's compositions bearing the m11drii 'Gop:ilakrishna' 
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 'Driikshapaka', in sweet ease 
and grace! 

This milieu of the Chola desa, of the cultural backgrounci 
of the Kaveri-Agrahara, had a profound effect on Tyiigara_ja. 
He felt inspired and elevated by it. The environment provided 
the 'Adhara-sruti', so to say. to the song of his life. With a 
sense of patriotism as it were, hP. exclaims 'I mahilo sogasaina 
cholasimayandu' ('this Chola-land, the beautiful land in the 
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world'). His own native place, the great Kslretra Paiichanada 
(Tiruvayyaru), where he lived and the sacred associations or 
the place, gave him a feeling of exaltation. In 'Muripemu', 
Mukhari, Tyiigaraja 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 l,omas and chant Vedas: 'Jc;luleni malaya-miirutamuche 
giic;lina K:·,verHatamandu bhiisurulagnihotrulai vedaghoshamu­
lache nutiyimpa-ji1<;1a- Sivuc;lu goru yogyamaina sundaramagu 
puramu'. 

Ty:igar5ja had his genius and a fine voice. But he was also 
grounded strongly on the theoretical side of the art and the 
inventive side of his Raga-creations had a solid basis in his 
proficiency in the Raga-system. This is borne out not only by 
his compositions, his many new Riigar (11inta riigas) and his deft 
treatment of the Ragas in Vfriidi me/as, but also by the variety 
of music manuscript material found i11 the Walajapet manu­
scripts. The collection includes the compositions of Jayadeva 
(the Ashfapadi), Purandaradasa, Kshetrajna, technical composi­
tions by Govinda Dikshita, Alamkiiras, Sancl,iiris, Tti1;as, 
LakslralJa Giras, and Arol,a-Ararol,a of a large number of Rogas. 

There is also among these manuscripts a treatise on music 
called Sangitomrtacandrikii. Usually the story is told that Sage 
Narada appeared before Tyagaraja and gave him a music treat­
ise called SPariirrJal'a, composed as Siva's teachings on the art 
to P,irvati, and referred to by Tyagaraja in his well-known 
song 'Svararagasudharasa·, SankariibharaQa. The story is need­
less, as the text known as Svariir!la•·a, a part of a larger work 
called S1•arardRasudhiirasa, can be identified in kno~n Sanskrit 
Sarigita literature. Tn his song of salutation to the Acl,iiryas of 
music ('Vidulaku', M iyam'.ilava Gaula), Tyagariij1 shows his 
acquaintance with a large number of gods, demigods, s:iges etc., 
associated with Sanskrit texts on music. This list includes the 
two historical authorities Siirhgadeva, who wrote the Sa11gi1a­

ratntikara and Some§vara, who was the Chalukya King of Kalya(l 
who ~rote the Miinarol/dsa (A.D. l t3 l). Actual echoes and 
adoptions of expressions from Sarngadeva are found in Tyiiga 
riija'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 Ty:"igaraja 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 
Soma Veda and in more than one song, Tyagar:"ija mentions this 
sacred association. In 'Siimaja-vara-gamana' in Hindola, he des­
cribes music as the nectar born out of the Sama Veda ('Sama­
nigama-ja-sudhiimaya-g)na'). Praf)ara (OM), the Primordial 
Sound, has been held to be the ultimate source of Niida which 
expresses itself in the concrete form of the seven Svaras: 'Veda­
siro-matrja-sapta-svara' in the same song. The song in Chenchu 
Kambhoji ('Vara-r,iga- layajnula'), he describes the Nada that 
emanates from the body as the embodiment of the divine Pra­
ryava (_'Divyamau Prai:iav.·1karame'). 

Coming to the plane of a Personal God, Tyagaraja identifies 
Siva (Sadftsiva) as of the very form of 01i1kiira, Niida and Svara 
('Riigasudharasa' in Andolika). The Vedantic conception of 
Pra{wi·a as the nearest symbol or image of Godhead is also the 
doctrine of the votaries of music, !he Niidoposakas. Therefore 
th~ latter, with the Yogi11s and B!wktas, adore the Deity, Siva, 
Rama etc. as abiding in O,nkiira (Orilkarapanjara-kira, Orilkiira­
dhama, 01i1kara-sadana). Based on this idea and derived from it 
are two remurkable songs of Tyagar:"ija, one in which he speaks 
of the sacred tradition of Siva being the essence of the Sama 
Vetfo, the fountain-head of music and of the seven Svaras as 
emanating from Siva's fiv~ faces, Sadyojata etc. and thus Niida 
itself as Siva's body. ('N.iidatanum anisam Sankaram namami' in 
Chittaranjani). In several pieces, Tyiigariija calls his Rama the • 
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very embodiment of Nada, 'Nadatmaka', 'Nada-rupa', and 
'Niida-Brahmiinanda-rasakriti'. The expression 'Nada 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 Niida Brahman. If the Chittaranjrni piece 
expresses the idea in an abstract manner, the song in Arabhi 
delineates in poetic imagery Sri Riima .as the very nectarine 
Ras:1 of Niida taken the human form of Riima ('Nada-sudhara­
sambilanu narakritiyaye'). 

'The ambrosia of Niidu, which is the basis of VedJ, Purii~1a, 
Aga 1 a and Siis1ra, has taken the human form in Rama: His bow 
is the Riiga 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 Def yo; the steady pace or tempo is the arrow; 
the charming variations on the musi.::al phrases (Sa 1iga1is) 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 Gpds, 
Brahmii, Vishnu Siva and others attained to their resplendent 
position. ('Nado~ii!">anache Sankara Nar:iyana Vldhulu 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 music, 
Tyagar5 ja pays his obeisance in a song set in the appropriate 
Raga of Mayamiilavagaula ('Vidulaku mrokkeda Sat'1gitakovi­
daluku mrokkeda'); the Sa,igita km•idas figuring here are: Siva, 
Lakshmi, Gauri, Sarasvati, Brahma, Vishr:iu, Narada, Indra, 
Bharata, Kasyapa, Chandikesvara, Anjaneya, SubrahmaQya, 
Gai:iesa, Markai:i<;leya, Agastya, Tumburu, Nandikesvara and the 
two historical figures Somesvara and Siinigadeva. Siva is always 
engrossed in the music of the ViTJa ('Mokshamugalada' in Sara­
mati) and Krishna, of the Flute (in several pieces) and in Rama, 
both philosophy (Gitii) and music (Gita), (Gitarthamu in Surati), 
are seen. 

I~ some songs, Tyagariija expounds the process of the mani­
festation of Sound (Neida) in the human system, following Yo~a 
and the Sanskrit text<; on music like the Sarigi1aratntlkara. ln 
"'Mokshamu galada', Siiramati, he refers to the manifestation of 
the Niida of Prm:iai•a in the interaction of the internal he:at and 
breath within one's body (prai:ianala-samyoga); and of the fur-
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ther concrete expression of this Niida in terms of the seven 
Svara.r. It emanates from the regions of the navel, heart, throat 
and nostrils; it is the essence of the Giiyatri which is the essence 
of the Vedas ('Sobhillu', Jaganmohini). The Niida produced in 
the body is divine and is of the form of Pra,:iava ('Vararaga', 
Chenchukambhoji). For a full statement of this, we have one of 
Tyagaraja's major compositions, the well-known one in San• 
karabharana, 'Svara-i:aga-sudharasa'. The Niida, whose experi­
ence is very bliss, arises in the basic plexus (Miiliidhiira) 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 S,•ariir,:iava imparted hy Siva to 
Parvati. 

How should this divine art be cultivated and cherished, so 
as to enable one to realise its fruits? In several pieces, Tyagaraja 
speaks of how one should practise music. In a well-known 
major song of his, 'Kaddanu variki' in To<;li, Tyagariija exhorts 
the 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 rriind, intoning the svaras at their 
correct places, without swerving from the tradition, and with 
devotion. It may be seen that Tyagaraja 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. ('Sogasuga', 'Sitavara', 'Sukhi 
evaro', 'E!la dorikitivo'). In the last-mentioned piece, he even 
says that his. getting R:ima is itself the fruit of his 'su-svara' 
music. In his A!ha1_ia-piecc 'Sripapriya', on God as a lover of 
music and as moving in the Sl'aras, he describes each Raga as a 
divine 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 R<1gas which 
Nftrada had mutilated by his bad singing. In 'Sobhillu Sapta­
svara Sundarula' in Jaganmohini, he describes the seven Svaras 
as seven resplendent beaulies. Not only docs Tyagaraja refer to 
tlic liner points of music, but cxprcssess also how keen is one's 
enjoyment when the Vina is played or a song is sung appro­
priately to the rhythm:. 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 



the Mridanga, which is its main feature today, has this criticism 
in Tyiigaraja. 'What is the pleasure of thumping the 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 
So.dha11a 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 Bhiiga1•ara. Nothing lower than this could 
be the aim of this art. Tyagariija also expatiates on this aspect 
and in several compositions, declares th:1t the knowledge or 
practice of music without devotion (Bhakti) would not lead one 
to the good and wholesome path ('Sangitajnanamu bhakti vina 
sanmargamu galade', Dhanyasi). 'There is no salvation for those 
who arc not endowed with real devotion coupled with know­
ledge of music' ('Mokshamu galada ni sadbhakti-sarigitajti.ana­
vihinulaku', Saramati). Those who have by nature devotion and 
music together are really liberated souls ('Sahajabhaktito raga­
jniina sahitudu muktu<;lura' in 'Svararaga', Sankarabharana). If 
music is weddtd to the singing of God and his glories, it would 
bring to one the bliss of becoming God-like ('Sangita-siistra 
jnanamu sarupya saukhyadame', Salagabhairavi); 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 (Chara,:,a of the same song). Jn a song in 
the auspicious Sri Raga (Na.ma kusuma mulache), Tyagariija 
visualises Lord Rama as seated on the bejewelled pedestal of 
Nada and Svara and His f~et being worshipp1=d 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. ('Sa111ayamu delisi', Asaveri). The 
song on Rama is the only song ('Rama Kodar)<;larama', 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 Ram,t with perfect (Susvaru) music.' 

The reat~ation of Self or the Godhead and release from the 
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mundane bond (stiks/11itkiira and mukti) are of course gained by 
Knowledge (JiiiinaO. 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 else 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 Yiijiiavalkya declared 
in his Smri1i that he who knew the true 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 
'Svararf1ga', repeatedly quoted above: 'To a philosopher ('Siistra· 
jiiii11i), one who strives through the path of knowledge, Moksha 
comes after several births; but one blessed with innate Bhakti 
and the knowledge of melody (a Riiga-jnii11i) 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 jfran111ukti, living and yet unbound. This is the essential truth, 
the Sara and hence the Raga of this song is also Saramati. This 
is Nada-Yoga, more potent than Raja-Yoga, Jiiii11a-Yoga etc. 
This power of music by which the knots of the heart (hridaya­
grantl,fa) fall apart is itself the bliss of Brahman: 'One delight­
ing in Niida and music attains Brahm:inanda ('Nadalolu<;lai 
Brahmananda mandave', Kalyanavasanta). 'If one floats not on 
the ocean of bliss called music and is not rocked on its billows, he 
is a veritable burden lo earth' ('Ananda-sagara', Garu(ladhvani). 
'Drink the ambrosia of melody and delight, 0 mind' exclaims 
Tyagaraja in another song in Andolika ('Riigasudharasa panamu 
jesi riijillave, manasa'). All these are not mere reproduction of 
tenets from texts but they came out of Tyagar,1ja's own personal 
experience. For he says more than once of himself as Tyagaraja 
who knows· this, practises this truly, revels in S11S1·ara ('Sitavara', 
Devag;indhari), and also understands Raga and Laya in their 
true nature ('Bhavinchi raga layadula bhajiyinche Sri Tyagaraja', 
Anandasagara); and that_ his songs are the quintessence of 
music ('Saramani_ Tyagaraja sa1ikirtanamu' in ('Chintistunna<;le', 
Mukhari). 
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On the positive side it must be said that Tyagaraja 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, Tyiigariija, 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 (mudriis) 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 equipment 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 
Vairiigya and faith in the value of Bhakti, he calls himself 'Su­
mati Tyiigaraja', the wise one who had a proper sense of the 
values. On the same idea, we have the 'Nishkiima Tyiigariija' 
('Kagujesinavu', Athana) and 'Riigarahita Tyagaraja ('Sri Rama 
Sri Rama', Sahana). He was pun: ('Nirma/a Tyiigarrlja' 'Amba 
ninu nammiti', Arabhi) and free from defects (' N irdosha Tyaga­
riija', 'E Ramuni', Vakulabharanam). He was real Bhagavata 
~'Parama-bhiigavata', 'Nivu brovavale', Saveri) and one whose 
devotion was sincere and unmotivated ('Tyjgar.iju nirnpadl,i­
kurJ,ai archinchu', 'Tulasi bi)va', Kedaragaula). He was a true 
servant of the Lord ('Nijadiisu~faina Tyagarajuniki', 'Karmame', 
Saveri and 'Kac;latera', Toc;li). 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 Ra111iiy:itza, he asks 
~iima that he, Tyagaraja, too must be protected as he too was 
a 'Su-gnva', possessed of a fine voice ('Namoralagimpavemi', 
Devagandhari). Tyagariija revelled in 'Susvara' ('Sitavara', Deva­
gandhari). His songs were precious, the essence of devotion 
(S5.ramani Tyagariija sankirtanamu) and as people sang them 

for their salvation, the lord of death, Yama, became anxious 
that _he was losing his victims ('Chintistunn~1c;le yamuc,lu', Mu­
khan). He sang his songs for the salvation of humanity ('Ty5ga­
raJU kac;latera tarakamani jesina sata raga-ratnam1ilikace', 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, Tyagar.ija 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 Tyiigariija' ('Riimabiii:ia', Saveri and 'Endu kaugi­
linturii', Suddha De;;i). All doubts and vacillations were at rest 
('Nifsa1ika-sarasa-Tyiigaraja' in 'Deva Rama 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 Tyagaraja'. He could look 
upon the whole world with benign eyes and beatific spirit, 
'jagamella sudhiidrishtice brochuvaru', as he describes the great 
souls (Mahanubhiivas) in 'Endaro mahiinubhavulu', Sri. He 
was a super-1esthete of life, 'Rasikagresara' ('Grahabalamemi', 
Revagupti) and one whose lustrous appearance (Riijillu Tyaga­
raja in many songs) bespoke the inner plenitude of serenity and 
joy. 

There is a song in Toji 'Dasarathe nee ri1_1amu teerpa nii 
tarama' in which Tyiigaraja expresses his gratefulness to Sri 
Rama for spreading his fame in distant parts of the country 
(asa deera duradefamulanu prakasimpa jcsina). Rama was his 
true patron, the foremost connoisseur (Rasikasiroma~1i) who 
understood and enjoyed Tyiigariija's music. In his visits to the 
diITercnt 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 'Diisarathe' does greater 
justice to the composer than to narrate for it an anecdote of a 
north Indian musician calling on Tyiigriiga. Tyagaraja not only 
attracted pupils but some noted musicians and composers of the 
times. paid visits to him. According to the SampradJya Pradar­
fo1i, Sha\kala Govinda visited Ettayapuram in I f.33 and then 
went to Tiruvayyaru. A younger contemporary of Tyagariija 
who walked in Tyagaraja's footsteps, was devoted to R~ima (at 
Bhadr.-1chalam) and composed songs of as many types as those 
of Ty.·1gar.1ja, is TC1mu Narasimhadasa (born, 17~0); there is a 
verse or praise on Tyagar,ija that he uttered on the occ:i.sion. 

Among the pupils of Tyi1garaja who systematically learnt his 
compositions, there were three important ones, the Umayal­
puram Brothers, Krishna Bhagavatar and Sundara Bhagavatar, 
TillasthClnam Rama Ayyangar and Venkataramana Bhagavatar 
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of Ayyampettai, who later migrated to Walajapet and came 
to be better known as Walajapet Venkataramal)a Ilhagavatar. 
These pupils came from places near about Tiruvayyaru. Some 
other pupils whose names are known are Tanjore Rama Rao, 
Manarnbuchavadi 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, Tillasthanarn and Ayyampet-Walaja­
pet had each his special features by reason of the versions 
(pli!ha) and the stock of songs handed down by them. These arc 
the three chief schools. Of these three again, the Walajapet 
Bhagavatar became, so to say, the Boswell of Tyagaraja; the 
compositions of Tyagaraja in his collection are the largest. 
Direct lineage of the Guru-Sishya-paramparli of the musicians 
who spread Tyagaraja-Kritis in the Tamil, Telugu and Kannada 
areas could be traced. The annual celebration of the day of 
Tyagaraja's passing away at Tiruvayyaru in the south and the 
work of Venkataramai:ia Bhagavatar in the north brought to its 
due prominence the greatness of Tyiigaraja in modern times. 

Comparable to the one cited above, the thanks-giving Kriti 
'Dasarathe', there is one which evidently belongs to the last 
phase of Tyagaraja's life and work. It refers to the composer 
having discharged the mission faithfully and to his satisfaction, 
that Rama had assigned to him-'munu neevanaticchina panula 
asagoni nc manasiiraga nidanamuga salpinanu.' Two other pieces, 
obviously of his last period, are 'Giripai', Sahana and 'Paritiipa­
mu', Manohari, in which Tyiigaraja says that Rama appeared in 
his vision and promised him salvation in five days. [n accordance 
with the tradition to which he belonged, TyiigarJja entered in his 
last days the fourth Arrama of Sannydsa. He attained his Siddhi 
on Pushya Bahula Panchami in Prabhava, 6th January 1847. The 
celebration in honour of this day, the Aradhanii 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 even 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 Babula Panchami, the 
fifth of the dark fortnight, every month. The image of Tyagaraja 
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became enthroned in the hearts of the devotees in the full 
stature and dimensions of a Saint-composer. He is reverentially 
mentioned as Sviimigal, and his songs as the Tyiigopanishad. 
When a song of his is sung and the last line mentioning the 
composer's name (mudrii) is reached, the devout singer raises his 
palms in obeisance to Swiimigal. Mentally, if not physically, the 
whole audience does the same thing. 



2 

TYAGARAJA'S LIFE 

Tyagaraja belonged to a family of Telugu Brahmans domicikd 
in the Kaveri delta. He was born in the great centre of Siva­
worship and music, Tiruvaru.r, where there is the big Temple of 
Siva in the form called Tyagaraja. God Tyagaraja was the 
patron-deity, so to say, for the Maratha Rajahs of Tanjavu.r, 
the Deity being the object of numberless songs, P,,das and musi­
cal plays of the rulers like Shahaji and poets and composers of 
the Tanjavur court. It was after this presiding Deity of Tiru­
viiru.r that Tyagar:1j1 was named. So when the composer later 
put in his songs the signature 'Tyjgarjja', it carried a double 
significance, his own personal name and also Siva, who accorJing 
to the texts and traditions, expounded to Parvati the greatness 
of Riimabhakti. Tyagar.lja's father was R~ma Brahman, one of 
the five sons of Giririija Brahman, the last of the five sons of 
Panchanada Brahman. That the great grand-father was known 
as Paflchanada shows that the family had been living in Paflcha­
nada-kshetra, the holy place of Tiruvayyc1ru. Although Ty,iga­
riija's father Rama Brahman was originally living at Tiruvariir 
and had to shift to a place nearer the royal headquarters, Tiru­
vayyaru, whatever the reasons for this migration-Tyagariija's 
maternal grandfather Vii:ia Kalahastyayya was probably living 
in Tiruvaru.r. It is the custom in Hindu families that women are 
confined at their mothers' houses and this would explain Tyaga­
r,ija 's birth at Tiruviiriir and his later coming to his paternal 
home at Tiruvayyaru. If Giriraja was the name of Tyiigarf1ja's 
grandfathe1, he could not be the Giririija kavi of the court of 
King Shahaji of Tanjiivu.r, who is too early for Tyiigar,ija's 
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grandfather. 
Tiruvayyiiru, seven miles from Tanjiiviir, 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 
Agraharas nestling on them were a cultural haven where families 
of those well-versed in Siistras, Bhaktas, Bhiigaratas aad San­
nyiisins, poets, musicians and composers had settled. These 
families included, besides local ones of the Tamil country, those 
drawn from Andhra, Karr:iataka and Maharashtra. Rama 
Brahmam belonged to a family of Vaidika Telugus of the 
Muriginac;lu group settled in the Kaveri delta. Telugus have a 
house name U'!fi-peru) and Tyagariija's family had the name 
Kakarla. In his song 'Dorakun5.', Bilahari, Ty~garaja refers to 
himself as the son of Rama Brahm:1m; he pays his respects to 
Rama Brahmam at the beginning and end of his Pral,/iida­
b!,aktivijayam. His Na11kiicaritram mentions his house-name 
Kiikarla. 'Brahmam' was the name-suffix of the family. Tyiiga­
raja took to Sannyiisa at the end of his life and those who pass 
away as Sannyiisins are referred to as having become one with 
Brahman, the Supreme Being, Brahmibhrita. When Tyagaraja 
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. 

Tyagaraja's mother was known as Sitamma. When he later 
sang his song ',Sitamma mayamma Sri Ramuc;lu ma tandri', 
Lalitii, Tyagaraja referred not only to his favourite Deities Sita 
and Rama as his parents but to his physical parents also. 

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

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

Although Tyagaraja lived within the last two hundred years, 
no authentic account or his life is available. The only accounts 
that have come down are what the pupils of Tyiigariija, Tanjore 
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Rama Rao and Walajapet Venkatarama9a Bhagavatar and the 
latter's son Krishnaswami Bhagavatar wrote, preserved among 
the collection known as the 'Wii.lii.japet Manuscripts'; and 
an account in the lives of musicians and composers prefixed 
to Subbariima Dikshitar's Sangira Sampradtiya Pradarsini. This 
last-mentioned account was actually written by Radhakrishna 
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 addinion 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 Tyagaraja gets 
enveloped by a maze of anecdotes and legend!', 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 Jong composi­
tions called the Pancharatnas, the one in Raga ~ri 'Endaro 
mahanubhavulu' is said to have been composed when the 
Kerala musician Shatkii.la Govinda Mii.rar called on Tyagarii.ja. 
The song is an omnibus obeisance paid to all the blessed souls, 
sages, devotees and scholars and experts in the arts. This is 
quit: a natural _expression of respect, and need not require any 
fancied explanation. Similarly in the song 'Niahfohala', Kalyani, 
Tyagaraja affirms his Vairiigya, 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 Tyagarii.ja might seek royal patro­
nage and Tyii.garaja gave this song as his reply. Actually the 
feeling contained in the song is an old sentiment found in 
stories in the PurtirJas and other texts to emphasise the Vairagyc; 

· of saintly musicians, their resolve to sing of God only and tc 
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shun the shade of the palaces. For the Tirupali song 'Terad1yaka 
r:idii', Gaulipantu, they tell a story that at the moment of 
TviioaraJ·a•s arrival there the priest at the sa11ct11111 drew the . ::, ' 
curtain before the Lord, preventing the dar.fona of the Lord and 
this brought forth the song from Tyiigaraja. The song is on the 
curtain of 111ad·1 and matsara, arrogance and intolerance, which 
obscure the vision of the Lord. 'Nii jfvjdhiira', Bilahari, has 
nothing to do with the revival of a dead child nor 'Munduvc­
nuka', Darbiir, with any robbers attempting to waylay Tyiigaraja 
and Rama and Lakshmal)a 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-
1 hat as chaiva pi rsvatas cha mah~i balau/ akarnapurr:ia ·- dhanvanau 
rakshetiim Riima-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 ('Anyiiyamu scyakurii', Kapi) in which Tyiigaraja prays to 
Riima, 'Would you not save me from the harassment of my 
elder brother' (Nii piirvaja badha tfrpa leda), which is clearly 
autobiographical. 'Nadupai' in Madhyam?i.di is similarly auto­
biographical; it speaks of the general impression abroad of the 
domestic conflict and the false accusation of Tyagari"1ja as insisting 
on the partition of the ancestral house for the purpose of living 
separately so that he could celebrate freely festivals for Rama. 
Further support to the confrontation with the cider brother is 
to be had in the song 'Munnu Rava9a', T0<;li, where Tyagariija 
cites the example of how the Lord, Rama, came to the rescue 
of Sugriva and Vibhisha9a from the humiliations they were put 
to by their elder brothers Valin and R,iva9a. 

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 vemi', Piirl)achandrika, 
represents to Riima that people laugh at him (Tyiigaraja) and 
torment him (himsinchiri). The jealousy, antagonism and 
incessant harassment· from the agnates ('d,1yiidula poraina' etc.) 
figure in 'Nayc<;la vanchana', Nabhornani; 'Etula giipa<;luduvo', 
Ahiri, and 'Toline', 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 h~ had to put up with 
from his compeers and those around him, e.g. 'Sarivarilona' 
Bhinna Shadja; 'O Riijivaksha', Arabhi. In 'Enduko i manasu', 
Kalyani, Tyagaraja reports to the Lord that those whom he 
had helped had turned hostile to him, would slight him and 
shun his company ('Prarabdhamitlun<;laga', Svaravali). 

While all this is there, the story told of Tyiigar~ja's elder 
brother Japyesa as having ill-treated Tyagariija, 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 'Nenendu 
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 Riima and the 
daily activity which he had laid for himself in pursuit of his 
objective. One familiar with the scene of an agrahiira and a 
temple-town on the Kaveri like Tiruvayyaru can easily visualise 
Ty;igaraja getting up before dawn. in the /lriihmam11h1irta as it 
is called, spend sometime in prayerful contemplation and then 
leave for the river for bath and the religious routine of sandhyii­
l"andana ck. He would then do the piiriiya,:ia of texts, the Ramii­
ya~a and/or the Bhiigavala. Tyiigariija, like all votaries of this way 
of life, was vowed to voluntary poverty and the adoption of 
Unccha-vrilli, going round the houses nearby and receiving 
handfuls of rice. One doing this Unccha-vritli tics 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 chip/a or wood-made Tala accompaniment, or metal cymbals. 
nlone on both hands. The important thing is tnat he keep!i oo 
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singing the Lord's praise either in tl,c form of a song or m the 
form or strings or the Names of the Lord (Nii,111il'ali). He does 
not look at the houses or its inmates, tarries in front of the 
houses for only the briefest time, and unmindful or res)_1onse or 
no response nor of what has been offered in the vessel hanging 
at his hip, he moves on. The Uncclia-l'ritri 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 enters upon his daily ptijti at his domestic shrine. In his 
case, Tyiigar.1j1. was, as already mentioned, a hereditary wor­
shipper of R:ima and his R"!ma-idols had come to him from 
his father. For Tyiigaraja, the Plij.i of his R:lma-idol was one 
of the two important parts or his devotion, the other being his 
songs on Rama, Arclwna and Kirtana. The Ptijii was also the 
basis and inspiration of a large number of his songs 

It is God and sincere devotion to Him that imparts sanctity to 
holy places or holy waters (Kshctra and Tirtha). By themselves, 
they are not fruitful. In his songs 'Kotinadulu', To9i, and 
'Na<;lachi na~achi', Kharahara Priya, Tyagaraja 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 maj::ir religious activity as the N,lyaniirs, Alwars, Arur:ia­
girinatha, or his own contemporary Muthuswami Dikshitar did. 
Life 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 there. Ty:igar,ija's itinerary had the famous 
Tirupati as the northernmost K.1·f1etra; his two pieces 'Tera 
tiyaga riid:i' in Gaulip:rntu

1 
and 'Yenkatesa ninu' in Madhya­

madi are on Sri Vcnka!esa; 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, there is the historically 
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famous Tiruvotriyiir and on Goddess Tripurasundari here, he 
sang 'Kanna Talli', Siiveri, 'Sundari ni', Kalyary.i, 'Sundari ninu', 
Arabhi, 'Sundari nannindarilo', Begac;la, and the best known of 
this pcntad 'Darini telusukor:i!i', $uddhasavcri, and mentions in 
it the much-coveted Friday-dur.fona of the celebrated Goddess. 
On another side of Madras, there is a suburb called Koviir 
(Gopura) with a shrine to Siva Sundaresvara whose Trustee 
(Dharma'<arta) was a patron of music named Sundaresa Muda­
liar. Ty,igar.ija visited this temple-village and sang five pieces 
on Siva here. As important as Tirupati is Kanchipura where 
Tyagar,ija sang of both Vishr:iu Varadaraja and Devi Kamakshi 
('Varadar,ija', Svarabhiishar:ii, and 'Vinayakuni', Madhyamiidi). 
There are two pieces of his on Sha1_1mukha and these refer to 
Brahmapura or Sirkali in Choladesa ('Nivar:i!i daivamu Sac;la­
nana', Toc;li, and 'Varasikhivahana', Supradipa) in Sanskrit. 
Near his birth-place Tiruv,"irur is the sea-side town Nagapatta­
nam where the shrine of Goddess Nilayatakshi, consort of Siva 
KayarohaQa, is a celebrated one. On this Goddess he sang two 
pieces 'Karmame balavantamaya', Saveri, and 'Evaru teliya', 
To<,li. The southernmost sacred places visited by Tyiigar.ija arc 
the holy Srirangam and Lalgudi or Tapastirthapura. Tyagariija 
offered another set of five son1g5 at the feet of Ratiganatha, of 
which three are often sung 'O Rangasayi', Kambhoji, 'Chiitamu 
r~re', Arabhi, and 'Raju vec;lala', Desya Toc;li. From the two 
latter pieces, it is evident that Tyiigariija visited Srirarigam 
during the festival of Ranganatha when the U1sal'a-mlirti was 
bei~g taken in procession. Lalguc;li or Tapastirthapura is a near­
by Siva shrine, $iva here bearing the name Saptarishisa and 
Devi, Mahitapravriddha or Pravriddha $rimati. If he calls SrI­
rangam as 'Bhiiloka Vaikur:itha', he calls this Siva shrine 'Bhu­
loka Kailasa' ('Isa pahi mam', Kalyani). On the Goddess here 
he sang three pieces. Of the five pieces sung in Lalgu<;li, two are 
completely in Sanskrit. One of the disciples of Tyagaraja was 
Rama Iyer of Lii.lguc;li who might have been responsible for 
Ty5gar,ija's visit to Lalgu<;li. ( fhis 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
yiiru where Tyagaraja lived. This is also the largest group of 
songs on a Deity other than his Ishfadevata, Sri Rama. Enjoying 
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the beauty and the exalted feeling of river Kaveri flowing in this 
place, Tyiigar:ija waxes poetic and eloquent on the place Pancha­
nada and river Kaveri. On Siva Pral)atartihara in the temple 
here, where he worshipped daily, he sang six Kirta11as and on 
Goddess Dharmasamvardhani, no less than ten. One of these 
Siva-kirtanus is on the Deity in the festival procession ('Muc­
chata', Madhyamadi) and the Saratiga composition is fully in 
Sanskrit. One of the compositions on Dharmasamvardhani 
('Vidhi-Sakradulaku', Iman Kalyani) gives a grand description 
of the Friday evening darf,ma of the Goddess. 

While Rama remained his 'favourite deity' (lsh/ade,•ata), 
Tyiigaraja was free from sectarian feelings. A follower of the 
time-honoured Smiirta tradition of adoring all deities as forms 
of the same one Supreme Being, as seen in the P,mchayata•ia or 
Sharpnata worship-Tyiigaraja sang of Siva or Vishr:rn in differ­
ent manifestations and of Devi and Kumiira 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 Rigl'eda and 
flows as a natural outcome of the Upanishadic doctrine of the 
One Supreme Impersonal Brahman taking many personal 
(Sag1111a) forms for blessing the seekers. Apart from demonstrat­
ing this urbanity of worship by these songs on different forms of 
Divinity, Tyiigaraja exp·ressly states that his devotion and ado­
ration of Rama was free from any invidious distinctions as to 
the superiority of one faith over the other, i.e. mata-bMda. The 
Bhajanasampradiiya, of which Tyagaraja 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 one way. His Rama is the God praised by Siva and 
Siva is worshipped by Riima; DevI is Rama's sister and Kumara 
his nephew. The texts speak of ten defects which can vitiate the 
faith in the repetition of the Lord's Name, Ntima-japa, and one 
of these ten Niima-apariidhas is to make any distinction be­
tween one form of divinity and another, mata-bheda. Tyagariija 
affirms this in his Rama-songs; in 'Itara daivamula', Chay:i­
taratigi1Jl, he tells Riima that he has been worshipping Him 
without mata-bheda and that only such a Rama-bhajana would 
bring salvation ('Matabhedamuleka sada madini marula gonnanu 
ra). In 'Sukhi cvaro', Kanada, he speaks of the happy devotee 
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or Rama who sings or Him, not only with sweet music, but 
without making any dafra-hheda (Daivabhedarnu leka nitya­
maina susvaramu ganamuto). In the song important in the con­
text on hand, the 'Bhaktuni charitra', on the conduct or charac­
teristics or a true devotee, Tyagaraja includes this tenet or being 
free from the distinction between Siva and Vishnu (Siva 
Madhava bhedamu jeyag:i radu). In 'Vinat'isuta-viihana', Jayan­
tasena, he condemns those who waste their time in disputations 
about the different faiths. It is in this way that one should 
understand Ty.igaraja's song on Hanumin, Garu(la and the 
TulasI 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' ('R'ima eva dai­
vatam' in Sanskrit and Raga Balahamsa) and "There is only one, 
Rama' ('Un<;ledi Ramu<;lu okaqu', Harikambhoji) and also tell 
Siva Sundaresvara at Kovur that he, Tyagaraja, has not seen 
another God like Him ('I vasudha nivaDti daivamu nendu 
ganara', Sahana); similarly Kumara at Sirkali that it is difficult 
to find another God like Him.('Ni var:iti daivamu Sha(lanana ne 
nendu ganara·, To.;li); and Devi at his own place as the refuge 
or his family (Ty5.garaj1 kula sarar;i.ye') and as Herself being 
Siva and Rama ('Karuna judavamma', To<;li). 

The belief in the one ultim1te Bra11man, devoid or all attributes 
(Nirgu!Ja) is not only not inconsistent with the practice or devo­
tion to a personal God with name, Form and qualities (Sagu,p· 
miirti) but it is also necessary; Bhakti eventually leads to the 
attainment of Brahma-jnt111a or Brahma-sakashiitkiira. Ty,1gar;i ja 
was born in a Smarta family and was a student of an Advaitic 
Sannyasin Ramakrishl)ananda; and when his last days were ap­
proaching, he became himself a Sannyiisin. The cultivation or 
Bhakti or this type has a continuous tradition From Sankara 
himse!F and goes to the Upanishads themselves; and it was wide­
ly prevalent in Cho/a-de.w where, as already stated, the school 
of Bhakti specialising in the repetition of the Lord's Name 
(N<imasiddhiinta) and Bhajana (singing oF the glory of the Lord 
singly or in congregation) was built up by a glaxy or Bhaktas 
and Sannytisins beginning with Bodhendra, a Sankaracharya of 
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the Kamakoti Pitha. The Bl,akti-yoga of the Bhiigavata is itself 
of this character, a harmonious synthesis of it with J11ii11a-yoga. 
In the case of the worship of Rama and His Name, it has been 
said in several texts and by several teachers that Riima-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 Riima-niima should be done only like 
this: 'Sva-abhedenaiva bhavayet', and 'Brahmaiva aham', 'Ramo 
ham asmi iti'. The Upanishad Riimatiipani says that RAMA 
means the Supreme Being Para Brahaman, the Sat-chid-iinanda 
in which Yogins revel, an idea which as we have seen, is embo­
died uy Tyagariija in his Purnachandrika song, 'Rama eni Para 
Brahmamunaku peru'. The song 'Paramatmu<;lu' in Vagadhisvari 
is on this Brahma,·1 which pervades the whole universe, every­
thing great and small, good and bad. 

In a couple of pieces Tyiigaraja expresses the mind oscillating 
between the dualistic and the monistic approaches, of the wor­
shipper and worshipped-dvaita or bheda and oneness of the 
two-advaita or abheda. He asks Rama himself 'What path shall 
l follow?' ('Ediiri sancharintura?' Balahamsa). More pointedly, 
he asks in a Ritigaula song 'Which conduces to happiness, dvaita 
or advait.J?', 'Dvaitamu sukhamii, advaitamu sukhamii?' Asking 
Rama to clear this dilemma, he ends on a note of non-difference. 
There are two pieces on Tatt,•a, the ultimate Truth and J,1ii11a, its 
comprehension. In 'Tattvameruga tarama', Garul;ladhvani, he 
asks about the possibility of realising the great Truth declared 
in the Mahii1•iikya, of the Upanishad, affirming advaita, namely 
TAT TVAM AS/ (faltvamasi yanu vakyarlhamu, R.:ima, nivunu 
para tattvameruga taram1). His 'Jnanamosagar,ida', Shadvidha­
margini, prays for that knowledge (J11d11a) that one oneself is the 
Supreme Soul, the Individual soul, the fourteen worlds, all kinds 
of beings and the sages. Tyagaraja affirms in 'Karul)a cliigaQte', 
Varali, that the true Bhakta is one who realises that the Para111iit-
111a11 and Jiviitman are one (Paramatmu<;lu jivatmudu okadai 
baraguchundu bhakta paradhinuni). Again he regret; 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 
dayaraka', Nilambari). Express mention of the Vedanta of non­
difference, 'bheda-rahita-vedanta', is seen in 'Enduku peddala', 
Sankarabharana. Similarly realisation of Ad,·aita-siimriijya in 
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'Rama Sitarama' in Balahamsa. Like 'Tat Tvam Asi', the other 
great affirmation of non-difference is 'So Aham' ([ am He) and 
the realisation of this, Tyagariija declares, is the greatest bliss 
('Intakanna anandamemi' in Bilahari) 'SO'HAM ainade chalu' 
and 'SO'HAMU sukhamu' ('E vara mac;lugudura', Kalyani). 
Concomitant with this Self-realisation is the state of one becom­
ing liberated while yet embodied, Jivanmukti and this jfranmukti, 
which Tyagaraja mentions often is the end of not only Bhakti 
and Joana yogas but also of the Nadayoga which he sings of in 
several kfrtanas. By his final Sannyiisa, Tyii.ga Bra/imam became 
Brahmam in reality, Brahmi-bliiita as it is said of the self-realised 
ones. 



TY AGARAJA'S ACHIEVEMENT 

We may now devote some attention to the music aspect of 
Tyagariija's Kritis. The evolution of the Kriti and its structure 
have already been dealt with. lt was noted th at in contrast to 
the Divyaniimas, 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 meani n!¥ the Divyanama-type and the latter the 
more purely artistic creations. Such a distinction is there al­
though such an absolute classification becomes unten.able. Some 
especially have fewer words, thereby affording great scope for 
the play of melody and display of its variations. Striking exam­
ples are 'Koluvaiyunna<;le', Bhairavi, 'O Rangasayi', Kambhoji, 
'Chakkani riija marga', Kharahara Priya, 'Marubalka', Sr1raft­
jani, 'Najiv,idhiira', Bilahari, 'Diirini', Suddhasaveri, 'Giripai', 
Sahana, 'Nenendu vedagudura', Hari Kambhoji, 'Nagurnomu', 
Abheri, 'Rama ni samana', Kharahara Priya. These variations 
are called Sa1igatis. 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 Rupafciilapti 
mentioned by Sarilgadeva. Such variations are also found in the 
technique of Pa//avi-singing. Particularly in dance, when the 
words of a Vari1a 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, va.riations 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 Raga and the 
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theme. It was from these that Tyiigariija took this art of varia­
tion and grafted it on to the very opening of his song. In San­
skrit A/a,ikiira Siistra, Pa/lava is used in the sense of elaboration, 
and this is perhaps the history of the name Palltlvi which came 
to be applied to the opening phase, which is the basis of the 
further unfoldment of the song and also to the technique of 
Pallavi-singing. Now, the originality of Tyagar,ij:t consists in 
grafting this art to the Pal/avi and thereby achieving an extra­
ordinary effect. The song bu_rsts 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 larger and larger ones. 
In the pieces like 'O Rangas!iyi', these Sa,igaris 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 believed that the particular set of Sa1iga1is 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 Sa1iga1is for Sa1iga1i's sake, sometimes by the facility 
of the voice and encouraged by the listeners' approbation of the 
originality of the singer. But Ty,igariija himself, in his reference 
to the Saizgali, qualifies it and gives its function, both of which 
must be noted. Tyagaraja says 'Sarasa sarigati .<a11darbhan111': The 
Smigati should be 'sarasa' and it should be in place, both of 
which emphasise the dual qualities of their natural enjoyability 
and appropriateness in the context. Sa,igati 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 Sa1igatis. 

To make the Sa1igatis at the Pa/lavi meaningful, Tyiigaraja, 
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 or the theme. Their 
significance can be correctly grasped if we remember the dance­
padas and the Rasc1-doctrine, according which the domimnt 
sentiment, the Sthiiyi-bharn, of Sri1igara, is developed through 
its Sar1cl11lri-bluivas and according to the type of Niiyaka and 
Niiyikli depicted in the piece. Taking a telling near-parallel from 
Tyiigaraja, 'Manamu leda', 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 
Riiga, Hamir Kalyaryi, would admit according to its own charac­
teristic quality. This would indeed be appropriate to both ~he 
melodic Bhiiia and the textual Bhiirn. But such a correlation 
cannot be concretely demonstrated in every case, not at any 
rate in the twelve or more Sa1igatis of some pieces. Just as 
Sa1igatis have come to stay, and their overdoing too, so also 
the overdoing of their explanation. One of the outstanding 
musicians of modern times, a composer and a Harikathii per­
former, always took up 'Nenenduvedagudara' and interpreted 
each Sa1igari as meaning the different actions of Tyagaraja when 
he dug the sands of the Kavcri river to find his Rama Idol said 
to have been thrown there, according to the story, by Tyaga­
rf1ja's cider brother; with every turn in the musical phrasing, the 
peri'orrner turned a sod of sand and cast it this side and that! 
Another outstanding musician took Sa,igati to the limits of 
reductio ad absurdw11 when he said, I suppose with a grin, that 
the opening long syllables and the K<1rvai they might admit, at 
the beginning of the Pil/ayiir Gita (lnvo;ation to Ga1_1esa) 
La111bodara, could suit the context and suggest the pot-belly of 
Gai:iesa! 

Sound echoing the sense is a common feature of the writings 
of gifted poets. Poetic theory accepts it. Sa1igari is a pronounced 
form of it. But there are in several Kritis, prayogas or saiicluiras 
of the Riiga, distribution of the sthiiyis, the upward or down­
ward course, by which also Ty,·1garaja effects some appropriate­
ness of meaning. We can see this in a conspicuous manner in a 
few examples: In 'Kshiryamai tiruga', Mukhari, the idea is that 
all the distinctions and achievements arc exhausted or come to 
nothing in the end; this is the Pal/ad. In the Anupallan, the 
distinctions achieved a__re illustrated by scholarship in Sanskrit, 
Nii/aka, and Ala1ikiira Siisrra, austerities etc., coming back to 
the refrain ·all these arc short-lived glories and man has to 
return after enjoying the brief spell of enjoyment.' Now the 
Anupal/al'i referring to the so-called high achivcments of man is 
in higher sweep of the Raga and the Pallal'i which refers to all 
these crumbling down in the lower. In 'Viichamagocharame', 
the Anupa/la1•i referring io 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 some compositions. 
These arc pieces of emotional quality, of states of feeling in 
Tyiigar5ja when he uttered these 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 Jagannath:;.', Kedara Gaula, 'O Riima-ramar:ia', 
Kedara, and 'O Riijiviiksha', Arabhi, .have this quality. The 
complaint and anguish are prominently brought out in 'Namo­
riilagimpavemi', Devagandhari, with its take-off in the Tiira 
Sthiiyi .. Similarly the two accusative songs 'Manamuleda', 
Hamir Kalyani, and 'Mariyada gadayya', Bhairava. Stateliness 
and dignity of bearing are reflected in the Rfiga and its pace in 
'Mcrusamiina', Mayamalava Gaula, and 'Riijuvec)ala', Desya 
Toc)i, both of which arc on the gait and movement of the Lord. 
The happiness of those immersed in Riima-Niima is there in the 
Kanada Raga and its pace in the Pallavi 'Sukhi evaro'. Two 
different feelings are appropriately brought out from the same 
Toc)i 'Endudiikinac)o' (on the Lord hiding himself from Tyaga­
rJja) and 'Ninu vina sukhamu gana' (on the Lord being the 
sole source of happiness for Ty,igarJja). The tempo, Laya, is 
important for the Rasa; it cannot be pushed in these even into 
the medium. However all this aesthetics, this sensitivity in 
rendering su,;h 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 arc put out and get completely 
drowned! 

Most of the songs of Tyagaraja have many chararJaS, parti­
cularly because of the ideas and the requirements according to 
his plan of developing them. Sometimes, the charaiws arc quite 
a number. But all or. them are in the same Dhiitu or musical 
setting and therefore the performing artist sings only one or 
two chararJas the first and the last, often only the final one in 
which Tyagaraja gives his name. The musicians do not even 
know the other chara1Jas. This skipping cannot be done in the 
kritis of Muttuswiimi 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 Sastras. If we can picture 
to ourselves 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 Agra/iiiras were open university towns in which one 
with cars open gained one's all-round knowledge quite easily. 
The Veda piirdyai1a and Veda-gl10sha, the teaching and cultiva­
tion of Sanskrit and the Siistras, the public expositions (Prava­
chanas) of the Rtimiiyar.ia, the temples, the festivals, the periodic 
Sadas, to all this one gets continuously exposed. 

Tyagaraja studied Sanskrit. None in his time and in the 
milieu in which he was born failed either to study the Kavyas or 
do his paraya~w of the Riimiiyai1'-'. There arc several songs of 
his co_mplctcly in Sanskrit and in his two plays, he has composed 
a few Sanskrit S!okas too. All his Telugu songs arc replete with 
Sanskrit expressions. He uses rare words and also combinations, 
compounds or synonyms coined by himself which arc 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 the composers of the time and the predecessors. 
There arc also vcrnacularisms in the Sanskrit. What is note­
worthy is that Tyagaraja's Siihitya displays much originality, 
happy and graceful diction and turns of expression, fancies, 
similes and all those qualities which entitle him to be called a 
poet. He was certainly a tone-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, Naukiicaritram and Prahlada Bhal.ti Vijay:1111 
show that Tyagari"1ja was quite at home in metrical composition, 
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lhe former employing forty-two verses and the latter one hun­
dred and thirty-eight and among the metres used for these 
verses arc: Anush!ubh (Sloka), S:irdula, Kanda, S1sa, Dvipada, 
ChampakamaLi, UtpalamaHi, Utsaha, Gita, Dandaka; and also 
rhythmtc prose (Chfln:iika). Tyfigariija's songs also are in both 
forms, padya and gadya and the alliterations and sound-elTecls 
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 religion, philosophy and ethics, and criticised the 
world and the worldly ones around, Tyagaraja was equal to the 
task he put himself to. Indeed among the composers of his 
times, he was a poet. 

We may take some examples: 'Raja' meaning 'moon', besides 
'king', is common, but 'Abja' in the sense of 'moon' ('Rakab­
jamukha' in 'Liva1:iya Rama') is rare. 'Abdhi', 'Varidhi', 'Payo­
dhi' arc common synonyms for 'sea'; but 'Sara' for 'water' and 
'Saradhi' for sea arc rather rare. One comes across also 'Vana' 
for 'water', 'Vanadhi' for 'sea' and also 'Vanaja' and 'Vanaruha' 
for 'lotus'. Of monosyllabic words 'Vi' in the sense of 'bird', 
with special reference to the Lord's mount 'Garu(Ja' is quite 
common: 'Vi-riija-turaga' and 'Vi-vaha' (in 'Nee dayaravale­
gf1ka', To(Ji); but the latter is particularly out of the way and is 
likely to produce confusion with 'Vivaha' meaning 'marriage'. 
Even so is his use of the synonym 'Ghatakan:ia' for 'Kumbha­
kari:ia' which at first sight would be puzzling ('Raghuvira', 
Huseni). Equally out of the way but showing Tyiigariija's com­
mand of the language, is the word 'Bha' meaning 'star' in a variety 
of combinations which would baffle the general reader or listen­
er: 'Bha-raja' and 'Bhesa' for 'moon' (in 'Mati matiki', 
Mohana; in 'Melukovayya', Bauli; and iri 'Srl Narada', Kanada). 
'Kavi-vasara' (in 'Sundarini', Kalyani) is used for 'Sukraviisara'. 
Also 'Mandajanaka' for 'Sun', 'Manda' meaning 'Saturn'; 'Vari­
vaha-vaha-tanaya' for Valin, son of Indra who rides on the 
cloud. For tough synonyms and Samiisas, we have 'Upavaliiri' 
for 'Upa-Indra' meaning Vishl)u (in 'Upavalari-mayavilasini', 
'Sive Pahi', Kalyani). 

Playing on words, Stesha, could be illustrated by the follow-
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ing: 'TtiriidMfo-vadana' meaning, 'with face like the 1110011' and 
'TiiriidMsa-damana' meaning 'subduer of Viili (in 'P,ilaya Sri 
Raghuvira', Devagandhari); 'Sugriva' meaning the 'monkey­
King' and also 'Ty5gar;ija' who has 'a beautiful roice' (in 'Namo­
r5lagimpa', Dcvagandhari); and the word 'Vibhisha•~a• in the 
same piece. With some sarcasm at the unworthy Brahmans, he 
puns on the word D1•ija 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 Bhmiga-s/esha of 
which B:111a was a past-master. Tyiigariija also could do things 
like this and produce some striking examples: 'Riikshasa-jana' an 
'Makaraksha-samora'; 'Sri Dasaratha' and 'Sri-da-sarathi(dhi)'; 
'Himakara' and 'El,i Makara-harana: 'Tyagariija-nuta' and 'Ni­
tyii~a-agaraja-dhara'; 'Janaka-jamati' and 'Janakaja-matfi'; 
'Kanaka-patadhara' and 'Kana-Kapa\a' (these two in 'Anupama 
gu11iimbudhi', Athana): 'Kamalahita' (favourable to Lakshmi) 
and 'nata-Kamalahita-dhara' (saluted by Siva who wears the 
moon who is not fa"ourab/e to Kamalii 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, 'Sogasuga 
mridanga', where he defines what a Kriti is, Tyiigaraja mentions 
the features Yati and VHrama. At regular _rat is or the fall 01 

the rhythmic beat or the Tiila- ifrarta; 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 dovetail itself into the open­
ing word of the Pallm·i; 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; Dhtunikaina-Ved::intunikaina; Dari-Sun­
dari-Tripurasundari; Dehi-Vaidehi; Savamu-Putrotsavamu; 
Manamu-Abhimanamu; Kai:i\a-Krekai:ita; 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 '~hat is 
the power of planets?' and replying 'Rama's blessing is the real 
power or strength', Tyagariija says in the song in Revagupti: 

Graha balamemi Sri Ra.ma-anugraha balame balamu. 
Graha balamemi Teiomaya vigraha munu dhyaninchuvariki 

navagraha 
Graha pic;lala paii.chapapa mulanagrahamulu gala Kamadiri-

pula nigrahamu j!yu, etc., 

bringing in along with Graha, Anugraha, Vigraha, Agraha 
and Nigraha. In 'Paluka vemi' in Arabhi, the charafJas have a 
series of words with rhyming ends, orchina, iirchina, anga/nr­
china, nerchina, da/achina, go/ichina, 1•alachina, pilichi11a; then, 
delipina, ni/ipina, salipina, kalipina: again, ganc/1ina, bhajinchina, 
vanchina, urrchina; then pal(ina, ri{!ina, ju{!ina, baftina; ilrJina, 
pii<!,ina, veefina; korina, jerina, di:rina, porina; then, relisina, 
galcJsina, solasina; and then, jikkina, sokkina and dakkina. In 
'Lakshanamulu gala', Suddha Saveri, look at the number of 
times the letter 'Ksha' occurs; Lakshana, Pradak shina, Kukshi, 
J;ichakshana, Dikshci, lakshana-Lakshya, Pratyaksha, Akshara, 
Siksha, Raksliaka, Scikshi, Paksha. 

From the themes and motifs of his songs, it is clear that 
Tyagaraja was thoroughly familiar with all PuriiQic myths and 
legends about the different Deities and incarnations. Like the 
Valmiki Rtimiiyar:za, the Bhiigavata among the Purar:ias must have 
been a mainstay for him, not only in respecc of the manifesta­
tions of Vishnu and the Ii/tis of Kiishna, but also on Bhakti, 
its tenets, role and its nine forms. One of Hie manuscript works 
in the Walajapet collection is the Telugu Bhcigavara of Potana. 
The Rcimtiya,:za and the Bluigavata are quoted by him in the 
Prahlcida Bhakti Vijaya. A full believer in the doctrine of 
Surrender and one who condemned Mamatii, Tyagar,ija of 
course was imbued with the spirit and teachings of the Gitii, 
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 whenever they feel like reciting them. Tyagaraja was no 
exception, as the quotation from the well-known Stotra M11k1111-
da111iilii of Kulasckhara, in his Proh/tid,1 Blwkti Vijayam, shows. 
By his close contact with the votaries of the path of Niima-japa, 
he must have been quite convers.rnt with the concepts of that 
school as propounded in the treatises of its promulgators like 
13odhendra and Sndhara Venka!efa. A text on the efficacy of 
the Name of the Lord, De11atii-11ii111a111iihii1mya is part of the 
Walaj1pet collection. Major philosophical schools, beliefs and 
propositions arc to be met with in the songs-Drnita, Adraita, 
Mukti and Jfranmukti (often); Dhycina; the two theories of 
Lord's grace of the two Sri Vaislu:iava schools viz. the A,[ii.rjiira 
and .\forlwfa Nyciyas which arc reflected in at least five pieces 
( Kaligi u1Jte gada', K1ravani; 'Mi valla', Kapi; 'Ni daya 
r:tVali!', Toc)i; 'Tanayuni brova', Bhairavi and 'Apariidhamula', 
Yanavali) and Tyagaraja 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 
Ty,igariija breathed. In 'Evarima\a', Kambhoji, he says that he 
was grown in the teachings of the Rishis (Sm1i, S111ri1i, Itihiisa 
and Purciua) and the human authors tthc Siistras) (Arsheya 
paurusheya mandi chodya meruga lenayya). He refers to him­
self in 'Atu kiiradani', Manoranjani, as well-versed in Veda, 
Siistra and Upa11ishad and as having therefore a claim on the 
Lord's attention. 

Rlima-bhakti literature was of course the field of his special 
erudition. It began with the Riima P11r11a and Uttara Tdpani 
Upanishads. Valmiki and his Riimiiyaiia were his very heart. He 
mentions .Valmiki many times, refers to his spiritual transforma­
tion, his singing of Riima and of himself as following in the 
footsteps of the Sage-poet ('Epaniko', Asaveri). Tyiigaraja's 
familiarity with V,i lmiki is thorough and apart from the episodes 
and incidents in the Epic, the whole personality of Rama, his 
qualities of head and heart, his soft and smiling utterances, the 
unfailing charm and cheer of his face, his dignified bearing, hi_s 
embodiment in himself of Satya, Dharma and Ahimsii, Rama 
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 the very words of V.ilmiki, are imbedded in Tyagariija's 
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songs. RamiiyaT]as grew and so also texts on the worship of 
Rama, on the true concept and meaning of RJma and His· 
Name and on the greatness and efficacy (Miiluit111ya) of Riima­
bhakti All this Tyagar,ija knew. Of the Riimaya,:zas other than 
ValmTki's, the Adhyiitma RamJya~w, 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 
Riima-Nrima imparted to him by the sages. The song 'Everani 
nirr:iayinchira', Devamritavarshini, when explaining the Name 
Rama as made up of the vital syllables of Sil-a mantra and the 
Miidhai·a-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 earlier mentioned, in 
'Saramcgani' (Pantuvarali), Tyiigaraja refers to Narada impart­
ing the God's Name to ValmTki and Suka Brahman to ParTkshit 
(in the Bhtigavata). All this is from the Adhytitma ,Riimiiya'}a, 
where the ValmTki-eposode occurs in Ayodhyii karJr/,a, (sarga 6, 
slokas 65 ff.) A clear and detailed reference to the Adhyatma 
is in 'Manasa Sri Ramachandruni', lsamanohari, where Valmiki 
is said to describe the real nature or truth of Rama being the 
Supreme Being above the Trinity. Chapters 3 and 6 specified 
here (Muc;lunnar adhyayamula juchuko) are 3 and 6 of the 
Bala kiiTJ</,a of the Adhyiitma; in 3, Rama, as He is born, appears 
in his form c,f the Supreme Nar;iyana and in 6, describing Sitii.'s 
marriage, Sage Narada reveals that Rama and Sita are the 
eternal Narayar:ia and Lakshmi. It is wrong to take this as 
referring to the Gitd of 18 (3 x 6) chapters or ch. 9 (3 + 6) of 
the Gita. A further episode from the Adhyiirma occurs in 'I 
menu', in Varali, of an Apsaras cursed to become a crocodile, 
trying to devour Hanuman, which forms part of the Kalanemi­
episode. This refers to the Ad'1yiitma VI. 7, 21-25 Similarly 
the Adbl,ura Riimiiyarya which glorifies Sita as the all powerful 
Sakti is also seen in his compositions. 'Sri Janaka-tanaye' on 
Sita, in Kalakanthi, descrioes her as the destroyer of the 
hundred-headed Rava1_1a, which is the leading theme of the 
Adbliuta. There is the tradition that Sita left her real body in 
the fire and it was only a shadow-body (Chaya-Sita) that Rii.va:_1a 
carried away, which Tyagaraja speaks of in 'Ma Janaki', 
Kambhoji. This is from the Adhyatma lll. 7. 'Dehi tava pada­
bhaktim', Sahana, speaks of Sage Agastya singing of Sit,i and 
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this may be a reference to the Agasryasaml,itti, an important 
text on Riima-iJhakti. A little known but an important version 
of the R<i11uiya11a is the Bh11s11iu/i Ramiiya(ia, earlier than the 
Adhyiitma and one of the sources of Tulasidasa's Rama charila 
m<inasa and depicting the type of devotion called Prema or 
Madhura Bhakri, like the Bh<i~avara. A precious idea that 
Tyagar.ija puts forth in the Kapinarayar:ii piece 'Sarasa sama 
diina bheda dar:ida chatura' is that if, after Rama had promised 
the Kingdom of Lanka to Vibh1shaQa, R;ivaQa would surrender, 
Rama would solve the problem by asking Bharata to give Ayo­
dhya to Ravar:ia. This idea is derived from the Bhusu111!,i Riim11-
ra11a. Rama, as compared with the other nine incarnations, is held 
to be a p1ir11a-avatjra, and the best of the ten forms that the 
Lord took. This is stated and expounded in the B'1usul)(/i and 
Ananda Ram<iya'}as. Tyagar:,ja embodies this belief in his 
'Madilona', Kolahala, and 'Raghupate Rama', Sahana. The 
Ananda Riimayal)a says in three places that this speciality of 
Riin:a-al'atiira is due to the three-fold vow of Rama, the 'three 
only ones',-'one word, one arrow and one wife'. Although 
these 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 Tyagar,ija in his well-known song in Harikambhoji 
'Oka m5ta, oka baQamu, oka patni vratude'. The description of 
Rama standing, on the eve of the battle, on the Suvela hill, in 
'Giripai', Sahana, is according to a prescribed form of con­
templating Rama, which Tulasidas also mentions. Tulasidas 
is, as already stated, saluted by him in his Prahliida-bhakt_i­
vijaya. Similarly the description of Hanum:in in 'Pahi Rama­
diita', Vasantavarali, sitting under the Parijiita tree and reading 
the Puriirya at the instance of Rama, is after the well-known 
Dhyana-sloka on Rama, 'Vaidehi-sahitarn', etc. Indeed even the 
floating popular anecdotes of the Rama-bhakti tradition find a 
place in his songs. In 'Enduku nirdaya', Harikarnbhoji, he 
mentions the devotion of the squirrel, which contributed its 
own mite to the building of the Sew by throwing bits of sand 
into the sea and for which Rama affectionately stroked its back. 
In 'Kalala nerchina', 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 escape one's fate. 
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The conception of Rama in the above surveyed Rama­
literature comprises three grades or phases: First there is the 
portrait of Riima as depicted by Viilmiki with all the episodes 
and incidents of the Epic and the infinite excellences (ananta­
kalya,_1agu[Jas) of the hero. On the basis of these traits, Rama 
is considered as the best of the ten incarnations and also the 
lullest 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-miirtis ('Purahara-sarojabhava­
kesaviidi rupa' in 'Jagadananda', Nii!a) and superior to the 
Trinity ('Muggurilo melaina R:1ma' in 'Siggumali", Kedaragaula). 
The third and highest is that R:,ma is the Name of the Supreme 
Being, 'Riimiiyani Brahmamunaku pcru', in 'Telisi R:1ma', 
Pun_1achandrika, and 'Paramaina 13rahmamu· in 'Pahi Kalya[Ja 
Rama', Kapi. The last conception is based on the Upanishadic 
declaration that the word Rama means Para Brahman, of the 
unlimited form of Sat. Chic/ and Anandll by reason of its 
radical meaning that Yogins delight (from the root Ram) in it. 

"Ramantc Yogino anante satyiinande chid:1tmani/ 
Iii Riima-padeniisau Param Brahma abhidhiyate/ / 

( Riimaplirl'aliipa11i) 

All these three phases are included in Tyiigariija's conception 
of his Deity par excellence, Rama. It is Viilmiki'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 Tyagariija one among the galaxy or 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, Tyagaraja exalts Rama above the Tri 1111irtis; for 
example in 'Mummurtulu gumiguc;li', Athana, and in 'Endur_1(,li 
vec)alitivo', Darbar; in the latter especially, with his poetic fancy, 
he points out in each of the other forms of Divinity, among 
the A1·a1<1ras or among the Trinity, some flaw or other from 
which Riima is free. 
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Tyagaraja is said to have composed twenty-four thousand songs 
but this is an idea due to his juxtaposing himself with Vii.lmiki 
whose Riimaya{1a is in twenty-four thousand verses. Tyagaraja's 
pupil, Venka\aramar:ia flhagavatar describes his guru as author 
of hundred thousand (sa1a sahasra) Ki· tanas, in his song on the 
guru, 'Guru charanam bhaja re', Sankarabharanam. Hut this has 

· to be taken in the general sense of 'numerous'. The Kirronas of 
his that v·e now have are about six hundred. Apart from 
Kirtanas as such, Tyiigaraja composed a short musical play 
called Naukiicarirram on a boating excursion of the Gopis 
and Krishna on the Yamuna. This is indeed a fine creation of 
Tyagaraja, 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 
Gopls hear the music of the flute of Krishna who is coming 
round the streets for obtaining jujube fruits. The Go pis join him 
and with music and dance come to the banks of Yamuna. 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 elated 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 
nrifaka-practice, Rakti Ragas arc employed; in the fourteen 
Ragas used, the rare Raga Ghar:i!fi figures in two piece,;. The 
work is set in the drama-pattern, the songs being linked up 
through introductory verses (padyas) and prose (gadya). The 
theme is something that grows naturally out of the li/cis of 
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Krishna in the Bhiigavata. It is on the model or a class or com­
positions called Narukii-vi/iisa or Nau-vihiir obtaining in the 
Bengal school of Krishna Bhakti. A Sanskrit Naukiicaritram 
has come down in the Walajapet collections. This is a version 
of Tyagaraj1's work and prepared by a grand-pupil of his named 
Venka1a. 

A much longer sustained compos1t1-0I1 on a specific theme that 
Tyiigaraja gave is the Prahliida-bl,akri-vijaya on the glory of 
devotion as exemplified in tlie well-known story of Prah liida. 
The Prahlada-story is an exemplary one in the Bhakti tradition, 
as young Prahlada typifies the devotee who loves God and 
knows none else, 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 Tyagaraja wa!i 
Venkatanima Bhagavatar bf MelaHiir, a village nearby, where 
the Bhagavata-plays in Telugu were being enacted by Brahmans. 
The best known play of Venka!arama Bhagavatar was Prafrliida 
and it is likely that this composer and his Prah/iida served as 
inspiration to Tyagaraja. But the originality of Tyiigaraja was 
such that giving up the narrative, he concentrated on the Bhakti 
of Prahlada and decided to bring out its glory. 

The demon-father of Prahlada, Hiral)yakasipu, and the 
divine-saviour of Prahlada, Narasimha who kills the demon, are 
both kept out of the play. J nstead, 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 Prahlada being tied over with serpents and 
thrown into the sea where the king of the seas welcomes him 
and gets GaruQa to cure Prahla<;la of the poisonons bites; 
Prahliida 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 Mii11asa-prijci. 

The second sequence is Prahlada adoring Hari and Narada 
coming to him and reporting that the Lord is pleased with his 
devotion and has decided to see Prahlada in spite of Lakshmi 
not being in favour of Hari's going. 



ACHIEVEMENT 61 

The third presents Prahlada 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 Prahlada to mention any boons that he might 
want. Prahliida 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 Vaikui)tha 
and disappears from Prahlada's view. Prahlada is distressed 
and runs himself down. Thereupon Hari and Lakshmi give 
darsana to Prahliida. The sight of Prah!J.da in ecstasy and Hari 
and Lakshm'i 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 Naukacaritra, Tyagaraja offers salutations to a 
number of Saint-singers from Jayadeva to Nariiyai:iatirtha, 
including in the list the Maharashtra Saints and Tulasidas. 
Twenty-eight Ragas, including Rakti Ragas like Gha~ta, Ahiri, 
Pharaj and Gaulipantu, are used for the forty-five sohgs here. 

The above analysis shows that Tyagaraja follows here the 
pattern of the Bhiigavara Nii!akas. He actually calls them 
NJtakas. Recently enthusiasts had coined for them the name 
'Opera', thinking that they are putting Karoa\aka 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 B11aja11a-performances and in concerts· some 
of the songs here, more cspcciany from the Pri;h/11da-Bhakti 
Vijaya, arc being sung as Kfrtanas, e.g. the opening song on 
Gai:iapnti and concluding maiigalam in Sauriish\ra; all concerts 
end with this maligalam, 'Nee nama rupamulaku 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 Ramaya11a, spread over the whole length of the 
Epic. e.g. 'Alakalalla' and the Visviimitra-episodc, 'Sri Rama 
padama' and the Ahalya-cpisode, 'Sarasa sama dana' and the 
VibhishaQ.a-sarai;,.agati-episodc. But these arc not narrative; the 
episodes are used for poetic fancies and observations on and 
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praise of Rama. Some enthusiasts have imagined here a sustain­
ed design of the composer to present a regular Riima-nii!aka 
in songs. Some call this work Sitiiriima-vij,1yam and even refer 
to a music-work of that name published in Madras in 1868. 
Some however say that it dealt with the Uttara Kai1rJ,a 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 Riimiiyal)a, Tyiigaraja had any plan to compose them as part 
of a musical story or play. No direct addresses between charac­
ters nor any elements of dialogue or interlinking prose direc­
tions have been known with respect to these songs. Tyiigaraja's 
fame would suffer least if he had not sung his songs as part of 
a musical play. 

There is the song of Tyagariija in Ritigaula in which he invites 
all devotees (Bhiigavatas) to congregate and sing his songs com­
posed for the salvation of humanity. Herc the composer de­
scribes his songs as 'a garland of gems of Ragas' and 'a garland 
of hundred gems of Ragas', 'Ragaratnamalika che', 'Sata raga 
ratnamalika che'. 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 c.alled Divya-niima-Sa1ikirtana. Here 
again, there is no evidence for such an assumption. In 'Elava­
tara', Mukhari, also the expression 'Satariigaratnamalika' occurs, 
obviously in a general way. 

The Kirtanas of Tyiigaraja, outside of the songs in the two 
plays, fall into three groups; the Divya-niima-samkirtanas, the 
U1sa1>a-sa111pr:idiiya-Kfrtanas and Kirtanas or Kritis as such. The 
first is a larger group with about 75 songs and the second, a 
smaller one with about 25 songs. The bulk of Tyiigaraja Kritis 
·are of the third category. 

The Divya-11iima-sa1i1kirtana, as the name signifies, is pri­
marily a string of the names and epithet~ of the Lord, Niimavali. 
Consequently they are mostly in the form of vocative address to 
the Lord. Upanishad Brahmendra has a large body of Divya-
11iima-kirta11as 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 introduc~d i~ 
his Divy:i-niimas advaitic metaphysical ideas. To Tyag~rii.)3., his 
songs were the vehicle of his devotional feelings and 1d~as of 
Bhakti. As in his Kriris, here also Tyagaraja- packs the Imes of 
his Divya-niimas 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 Pa11clzarat11as in the five Ghana Riigas, the 
one in Gauri, 'Jaya Jaya Sri Raghu Rama' running to twenty­
three feet (clwrauas). 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 Charaiias, i.e. without the Anupal/avi. Sometimes there is 
no clear demarcation of Palla vi and Charaiia, but only the ending 
part of the first Chara1_1a is taken up by the solo singer or the 
group as a Palbvi and repeated. For example 'Vinayamu nanu', 
Saurashtra, in which the ending words of the first charal)a 
'joochuna denna\iko' (when am I going to see that?) is the re­
frain; and in 'Sri Rama Raghu Rama', Yadukula Kambhoji, the 
ending words of the first chara1_1a, 'Japamemi jeseno teliya' (What 
penance so and so did, I do not know) are repeated. Also their 
musical setting is simple, as they are intended for congregational 
singing. But some of them have been more recently taken up by 
concert-musicians and rendered elaborately like other Kritis. 
Several of them fall into metrical or pointed rhythmic patterns. 

The Divya-niima is a product or essential adjunct of the 
Bhaja11a-sampradiiya. When Tyagaraja calls upon the Bhagavatas 
to come together and sing songs of the Lord ('Ragaratna', Riti­
gaula), he is having in his mind the Bhaja11a-gosl1fhis in Bhaja11a­
ma(has, as also those following the Deities in procession during 
the temple-festivals. It is in this kind of participation that TyJga­
ra ja revelled. 

The Utsava-sampradciya-kfrranas 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 5,-11i-kalyii(1a111 and the RJ,l,ui-ka/ya(iam, extending over 
a few days; also when one has a regular daily p11j1i 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 Nay.1ka, as a 
child and so on. Naturally the songs have a domestic and folk­
song basis. There is first the Heccniirika songs in which the 
coming of the Lord is announced. The next ones describe the 
Lord seated in court (Kolu). The third set is on the Lord's 
marriage and includes the GJuri-Kalya(lam, 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 Maliga/am for the Lord. There is then the giving 
of a bath to the Lord with songs called Sobhana, and songs 
called Uili which put the Lord on the Swing ((Jo/a, Oonjal). 
Songs which ask the Lord to take rest are called Pavi·alimpu and 
when He is laid on the bed, he is gently stroked with songs of 
Joju. After His sleep, He is requested to wake up, Melu kolupu 
(Suprabhiita in Sanskrit, Pal/i-ezhucc/zi in Tamil). The Ma1iga/am 
songs invoke blessings on the Lord (PalliiwJu in Tamil). Most of 
these songs are in Riiga~ used by people in these activities like 
Swing, Sleep etc. Examples of Tyiigaraja's Kirtanas of this class 
are 'Hcccharika' in Yadukula Kambhoji; 'Sitakalyai:i.a vaibhoga­
mc' in Sankarabharana; 'Nagumomu' in Madhyamadi; 'Patik 
harati' in Surati; 'Sobhane' in Pantuvarali; 'Ba<;lalika dira pavva­
limchave' in Ritigaula; 'Lili Iali' 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; 
'Mclukovayya' in Bauli, the Raga of dawn; and 'Man.gala' 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 (Alati1/c(ira) 
('Riira Sita', Hindola Vasanta, and 'Chetulara sri11garamu jesi', 
Kharahara Priya); offering of food, milk etc. (' Aragimpave', 
To<;li) and pa11 ('Vi<;lamu seyave', Kharahara Priya); the offer of 
the 11pachar~1s of umbrella (chhatra), chowry (chiimara) etc. ('Upa­
chiiramulanu', Bhairavi). 

The bulk of the compositions of Tyagaraji are the Kritis as such, 
each of which stands apart. Structurally, they arc complete with 
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the three parts, Pal/a1•i, A n11pal/avi and ChararJa. 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, 
Tyiigariija cannot be compared with that of Kshetrajiia or 
Annamacharya. We should bear in mind that Tyagaraja w~s 
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 
Bl,iis/iii and Parib/ziis'1a current in the Kaveri delta. For example, 
in 'Nidhi Chala', Kalya1_1i, he uses the word 'Gangl-sagara' in 
the sense of 'toddy' and this is based on an a·necdote relating to 
an eminent scholar of those times in the Chola country. There 
have been from time to time attempts to improve the colloquial 
forms and adopt purer literary forms but this is clearly misguid­
ed enthusiasm. A well-known Telugu poet once told me that to 
Tyiigariija, the Siihitya, or the words of his song, was only 'the 
external garment, as he himself calls it so when he says of Rama 
'Ty,igarf1ja-viik-chela-avrita' ('Ni daya che', Yadukula Kambho­
ji). 1t is going too far to say from this that to Tyiigara ja the 
word or expression was external to his art. . 'Yak' here is the 
whole Sa/1i1ya, the words, the expression and the idea and to say 
that one has 'clothed' or 'draped' his ideas is quite an idiomatic 
expressjon. The flow of language with natural grace and elegance, 
the felicity of epithets and phrases, all this combined with sim­
plicity, would easily strike one as the marks of a gifted writer. 
Flow, elegance, cadence, case, all these qualities arc prominent. 
Tyiigariija says ('Sogasiig~ ', SriraiijanT) that Kritis should be • 

. . "d d I b in the Dniks/i,ip1ika which 1s cons1 ere t 1e est; and it ·15 · ti • 
. in llS 

style that he has composed his songs. All the skill and r 
. . . esources 

of a poet Tyf1gariiJa possessed, as indicated already whe _ k-
. b I . l . d I . . n spea 
mg a out 11~ e~r~ing an ~1.s _equipment. ln his frequent refer-
ences to Valm1k1 as Kav1sa, he keeps before himself ti d I 
· rv·1 "k" I le ua image o a m1 1, as t 1e guru of Rlima-bhakti and the poet par 
excellence 

Graphic descriptions, poetic fancies, apt similics, illustration~ 
and analogies, humour and satire, worldly sayings and wise 
observations make the corpus of Tyagaraja's songs worthy of 
reading and enjoying as literature. For beauty and graphic de 
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scription, we may cite his song on the Kaveri river, 'Sarive~a­
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 how 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 RiijariijesvarT, she goes, look at her!' 

We may take some pieces and see the play of his poetic 
fancy: While asking the Lord whether he (Tyagariija) is too 
much of a burden to Him ('Brova bharama', Bahud,lri), 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 'Miinamu leda', Hamir Kalyar:ii, 
Tyiigaraja addresses Rama as father of Ku~ and Lava, the two 
musicians and adds that he (Tyagariija) also is a musician, sug­
gesting that he too deserved Rama's affection. 'Sri Ramadiisa­
daso'ham', Dhanyiisi, works imaginatively on the Siimudrika­
Jakshar:ias on Rama's hands and feet, taking them, Chakra, 
Arikusa, Vajra etc., in their real meaning so that, with them, 
Rama might destroy the crocodile of Kiima, subdue the elephant 
of pride, shatter the mountain of grief and so on. In 'Paraku 
nikela', Kirai:iiivali, Tyiigariija works a fancy on Sabarl and 
Guba and asks Rama why He is indifferent to him, Tyagaraja, 
who has been offering things better than half-eaten fruits and 
bed of sylvan leaves. Tyagaraja is now in a fix, not knowing 
what part or kind of service of Rama is left for him to perform, 
for Aftjaneya has monopolised Rama'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, Lakshmai:ia and Sita have appropriated for themselves. 
The fertility of Tyagaraja's imagination could be illustrated by 
several other songs but the one in Kaikavasi, 'Viichiimagocha­
rame' is the best example of his poetic gifts. Tyiigariija gives a 
fine miniature painting here: Rama's greatness is beyond words! 
He could strike down Rakshasas like Miiricha and Subahu, but 
look at the consideration and compassion Rama could show to­
wards the meek and distressed ones. Rama saw Sita 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 the 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
bhuti exclaimed, 'Who can know the mind of the great, now 
harder than adamant, now softer than flower?' There is also the 
Naukiicaritra, 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 Gal)esa 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 fee_d her with 
milk etc.?'; 'It is like the fool who lends the door of his house 
to his neighbour 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.' 

Tyii.garaja can elaborate a number of illustrations ~nd adduce 
a chain of analogies. Thirteen kinds of happiness are set forth to 
say that Rama Noma gives greater happiness than anything else 
('Melu melu', 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 jesite nemi', Toc;li, 
fifteen so-called attait:?ments, possessions and showy activities 
which one gloats over. 1 he whole song 'Samayamu delisi', Asa­
veri, may be seen: 'lf one does not acquire pu(Jya, what does it 
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matter if that one lives or dies? It does not matter if a madman 
does'not 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 
piinaka-piljii is done in the quarters of the Turushkas. What does 
it matter if one who does not give is a millionaire?' S:tying that 
he cannot suffer any longer, he asks: 'Can jasmine flower with­
st.1rid a stone? a cucumber fruit an iron-belt? a parrot the Bralz­
miistra? butter, the blow of a sword?' ('Pahi Rama-rama1_1a', 
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' ('Rukalu', De~ya Toc;li). In denouncing un­
desirable things, his satire and sarcasm could be seen. 'The 
Somayaji is performing a Vedic sacrifice for reaching heaven, 
his wife is running after attractive paramours' ('Manasu nilpa', 
Abhogi). 

His idea in his Siihitya 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 Anupal/avi, the second phase, he augments the idea 
and in, the feet (ChararJas), ·whose number depends upon the 
requirements of the idea, he elaborates or demonstrates the 
theme with contributory ideas, illustrations, arguments and 
analogies. A well known song may be cited to show the effec­
tive way in which Tyiigaraja builds up his Siihitya. In 'Tclisi 
Rama chintanato', Purnachandrika, Tyi.igaraja affirms at the 
opening that one should meditate on Rama with an understand­
ing of the significance of that Name. In the Anupa/lavi, he adds 
that the mind should be attentive and know that that Name is 
the Redeemer. In the three Chara1,1as that follow, he explains 
the above; the first Chara!,a 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 Chara1,1as, 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, Aja means 
a goat, and it also means Brahma. This technique and logical 
structure could be seen in many of his pieces, short or Jong. The 
three constituents of a proposition, the positive and the negative 
statement and the supporting illustration, Anvaya, Vyatireka 
and Udiihara1Ja, are all there. It will be shown presently that 
when presenting feelings and mental states, his_ 'emotional' 
pieces also follow this plan. It is paralleled by the technique 
of Raga-development, which takes off at a characteristic or 
essential phrase and then is amplified somewhat and then taken 
to full sweep. 

We come now to another aspect of Tyagaraja's Siihitya 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 ridicul~s 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 seek the three cravings 
for wife, wealth and progeny, will not glollt over his gains, 
including those in his religious or spiritual i:fforts, will eschew 
deceit and treachery, will not be fickle-minded, and remember 
always that there is the eternal witness, the Lord' ('Karur;ia 
clagai:ite', Variili). '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 evanescence of things and wards off the six 
inner enemies which hide the truth, reposes his· entire faith in 
t~e Lord, does not put on false garbs out of greed; such a one 
does not deceive oneself and turns his life to good account' 
('Atac;le dhanyu<;lu', 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 frorn his medi­
tation nor forget the Lord.' Mention has already been made of 
his songs in which Tyagaraja points out the proper way of 
repeating the Lord's Name (Niima-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 dhyona, such as cranes do, standing on one leg and closing 
their eyes ('Nalina locana' 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 
hand, contemplation of the Lord is the real bath in Ganga, 
which purifies and sanctifies one ('Dhyaname varamaina Gan­
gasnaname', 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, av~rice, delusion and other sins 
('Paraloka sadhaname', 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 'KshTi:,amai' effectively declares. If mere learning in Sastras 
is a leaky boat, what to say of the wide-spread reliance on 
astrology! Tyagaraja answers that planets have no power; it is 
Rama's grace that is the real strength ('Grahabalamemi? Sri 
Riimanugraha balame balamu', Revagupti). 

Sincerity, control of mind, and one-pointed devotion are 
necessary. It is not the appropriate dress and make-up (vesha) 
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 pote', Abhogi). On the other hand, if the mind 
is under control, Mantra and Tantra are superfluous ('Manasu 
svadhinamai', Sankarabharana). For, true worship is internal. 
Tyagaraja elaborates this Miinasnpiijii 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: (t;et;_ ID¥, 
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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 ~ ou; my devotion is the all-day 
lamp before you' and so on. 

What are the pre-requisites of Bhakti, its aids and acces­
sories and the mental state favourable and unfavourable for 
its development? These are called the Siidhanas. The 
Vedanta sets them forth as the discrimination (viveka), of 
the mundane and the spiritual values, the perishable and the 
everlasting; aversion (1•airogya) and non-desire towards enjoy­
ment of any fruit in the material world or the heavenly ones; 
tranquility of mind, self-control (!ama, 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 (.fraddhii); and lastly a keen desire to attain 
spiritual liberation (mumukshut1•a). Narada, with special refer­
ence to Bhakti, adds in his Sutras 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
sa1iga), as th.ere is no difference between God and God-men. 
Every one of these is emphasised in Tyii.garaja's songs. Con­
demnation of material gains and desires (artha and kiima) 
figures in several pieces. In two songs, he says that expertise in 
Kiimasiistra is of no use. In 'Nidhi cha la', he shuns royal 
patronage. 'Emi jcsite nemi', To~i, debunks every kind of so­
called gain or achievement of man as leading him nowhere. 
A voiding low-minded people treading evil paths is the burden 
of 'Durmarga chara adhamulu', Ranjani. 'Manasu vishaya nata­
vitulaku', Natakuranji, speaks of Na!as and Vi/as whose contact 
is ruinous. Aversion towards all kinds of material' gaim is seen 
in 'Vanajanayana', Kedaragaula, and 'Varalandu kommahi', · 
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 m,en as bulls roaming aimlessly, eating anything on the 
road. Sama and darrca are praised as the Ga,igd-s11ii11a '(Nidhi 
chala). The neec;I for Santi above all is proclaimed in the well-
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known song 'Santamuleka saukhyamu ledu', Sama. Insistence 
on a Guru is the theme of 'Guru leka etuvaQ\i", GaurT-manohari. 
Satsa,iga, an extension of the Guru-requisite, receives its d~1c 
emphasis in more than one piece. There is the omnibus list of 
the great souls to all of whom Tyagaraja pays his respects, in 
the ,Panchara/na Kriti in Sri Raga, 'Endaro mahiinubluiv11/11.' 

There may be the books but real understanding will not come 
without the contact of the great men ('Buddhi riidu', Sankara­
bharana). 'Urake', Sahana, is a compendium of all the above­
mentioned Siidhanas. 

If one i_s to discourse on Bhakti, as performers of Harikathii. 
do, there are no better handy and apt texts than these songs of 
Tyagaraja. In fact, the use of Tyagariija Kritis in such contexts 
as the Harikathii 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, Rama, he has sung so 
many songs, each one with a different idea, shows the infinite 
capacity of Tyagaraja's genius. Tyagaraja's songs and ideas 
on the Name- 'Rama' (Riima Niima) have already been dealt 
with. We shall see now Tyagaraja's endless portrayals of Rama's 
form (Rupa): 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 Rama in the Epic, Rama and 
those near and dear to him-Rama as son, brother, husband 
and friend; his easy aci;:essibility (Saulabhya) and sweet disposi­
tion, Ra.ma as King (Rii.marajya-'Karubaru' in Mukhiiri), his 
sagacity and tact in handling persons (see especially his 'Sarasa 
sama da~a pheda dar:u;la chatura' in Kapi N:iriiyai:iT, earlier re­
ferred to, w.here TyagarJja says that Rama would ask Bharata to 
give Aydd~ya to Ravai:ia if Rava1_1a surrendered and Rama had 
bestowed Lanka on Vibhishar:ia); 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, Tyiigar~ja exhausted the personality of Rama. His 
infatuation with Rama is itself expressed in a variety of ways in 
two of which he says: 'w~rc it not for these qualities1 would 
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Sit:-1, LakshmaQa, Bharata, Satrughna and Anjaneya be always 
hovering, about him, revelling in love and alert in attention and 
service?' ('Lekana ninnu juqu', Asaveri) and 'you have cast a 
spell over me, 0 Rama, and bound me from going elsewhere' 
('Kapu jesinavu', Athana). 'You have done some magic on me' 
('R2ma ni pai', Kcdara). 

In his definition of the Kriti, often referred to here, Tyiiga­
riija says th~t the Kriti.1· ~•,ould portray aJI the nine Rasas. Else­
where I have -given an analysis of Ty5garii ja's 8/,akti as the 
supreme Rasa comprising within itself all the other Rasas, Srili­
Kiira etc. following the lines of Bopadeva and Riip1 Gosviimin, 
writers on devotional lyricism. The emotional element (!Jhiiva 
and Rosa) is the core of poetry. The basic emotion of devotion 
is like the water of the se1 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 Saiiduiri bhtivas. Much more than the 
variations that Tyagar.ija has worked on ideas and thought, his 
more abundant portrayal or the entire 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 
yrnrning for Him, in the moods of separation, seeking and suffer 
ing, i.e. in Sambhoga and Vipralam/Jlw 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 Tyiigaraja's 
songs--nearly sixty-depict this in a variety of ways. This frustra­
tion itself takes the form of indignation when the Lord, whom 
Tyagar;ija 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 create 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 I compare bad­
ly with the Viinara and Riikshasa (Sugtiva and Vibhishar:ia)?', 
'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 "Rir:ia-rir:iI-bhava", a pre-natal nexus; 
I suppose this is absent between me and you!'. In this strain, 
Tyagaraja goes on to over sixty-songs. Then cogitation and 
doubt. In some he recounts his flaws; in 'Du<;lugugala' 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. 

Tyagaraja not only poured forth his devotion, but defined 
Bhakti itself and described the different forms it ~ook. The ni,a­
gavata speaks of nine forms of it, listening to the Lord's glory 
(Sra1·a1Ja), singing of Him (Kirtana), remembering Him always 
(Smara!7a), holding to Hi~ feet (Piidasevana), adoring him with 
Piijii, obeisance ( Vandana), service (Diisya) etc. Apart from 
Tyagaraja's express declarations of his being Rama's dtisa in more 
than one Kriri and his desire to do different kinds of service 
to Rama, 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 sucli a servant: 
'Horripilated hair is my armour; the name "Rama-bh1'kta" is my 
metal badge and Rama-niima, my sword', ('BaQturiti', 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 (Nind i-stuti). In 'Sitiinayaka', 
Ritigaula, Tyagaraja asks the Lord whether He got upon Tiru­
pati Hills, unable to stand the worrying by the Bhaktas; escaped 
to Srirarigam and went to sleep there to avoid devotees and their 
petitions; started begging with Bali, foreseeing devotees coming 
to beg of Him. 'Ac;liki sukhamu', Madhyamiidi, asks: 'Whoever 
attained happiness by seeking you? Sita went to forest and again 
you sent her there. Surpar:iakha lost her nose; you turned Narada 
into a woman; Durvasas wanted food and you made him lose 
his appetite. Devaki asked for a son and you gave him to 
Yasoda.' Tyagaraja's best Nindii-stuti is 'Etavuna nerchitivo', 
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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 need of 
food or your devotees have long been inviting you to perform 
this Nii/aka?' Finally, surrendering oneself as His refugee (Atma-
11iveda11a i.e. Saraf}iigari): taking 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 ( Viitsalya). 'Rama Rama', Sahana, 
in which Tyagariija portrays a picture of Rama as a child is a 
fine example of his poetic imagination, which juxtaposes Rama 
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 (Siibhi) but you were already 
one.' In his desire to see Rama, or serve Him Tyii.garaja 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, Tyagaraja wants Rama to order him to come and 
sing some music ('Ramabhirii.ma', Dhanyasi). He expresses a 
desire to feast his cars with the sweet words Rama is speaking to 
Sita ('Vinaniisakoni', Pratapavarali). In 'Natimata marachitivo', 
Devakriy5, Tyagaraja 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 Tyii.garaja from His 
(Rama's) view! He offers to make the bed for Rama 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 (avirahliJakti). The form most germane to Bhakti and one 
figuring most in songs is love such as subsists between the lover 
and the beloved, Niiyaka and Niiyikii, Kiintiisakri as Narada calls 
it or Madh11ra Bhakti 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 bee~ 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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('Ramabhirama', Darbar). 'Having taken me by the hand, you 
should not now give me up'. ('Paitivic;luvariidu', Maiijui). '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 toc;li teve', Hari Kambhoji). 'O Rama! 
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 Rama Ramachandra', Ghai:ita). 'From my 
early days, you have taken me by the hand.' ('Chinna nii<;le na 
chai bat!itive', Kalanidhi) 

The expressions in the songs 'Cheraravademira-mcraga­
dura ', Ritigaula, 'Nikevari bodhana', Sucldha Saveri, and 
'Samiki sari', Begada, are the same as in Sririgara Padas and 
Var11as. He yearns for the good fortune of LakshmaQa ('Mitri­
bhagyame Saumitri-bhagyame', Kharahara Priya) and that of 
Sabari ('Entanine varQintuni Sabari-bhiigya', Mukhari). He 
longs even for the love that Sita enjoyed with Rama, tying the 
mii1igalya.1il1ra and taking her by the hand ('Dayascyavayya', 
Yadukula Kambhoji). He feels elated that people have begun to 
talk of him as belonging to Rama ('Niva<;lanu nenani lokulu 
balkaga' in 'Sitamanohara', Ramamanohari and 'Nivac;la ne 
gana', Saranga). The ecstasy of gaining Rama then beams forth. 
'O, what a delight to my mind, my body thrills!' ('Manasukento 
yanandame meyi pulakarinchaga', 'Ninu vina', To~i). 'Unerring­
ly I have seen Rama .... My body thrilled, tears of joy rolled 
down my cheeks, I mumbled ... .' ('Giripai', Sahiina). 'When I 
have your dariana, tears of joy roll down from my eyes' 
('Dayariini', Mohana). 

Indeed fyiigarii.ja has exhausted the qualities of Rama and 
His personality, and his experience and enjoyment of them! 
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