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THE XLIst MADRA8 MUSIC CONFERENCE

{The Tyagaraja Birth Bi-Centenary Conference conducted 
jointly with the Sangeet Natak Akademi, Delhi)

OFFICIAL REPORT

The Opening Day

20th December, 1967

As 1967 happened to be the year of the bi-Centenary of the 
birth of the great Carnatic composer Sri Tyagaraja, a Committee 
was set up by the Central Sangeet Natak Akademi to celebrate 
the event at a national level and to organise the celebrations at 
important centres, Delhi, Lucknow, Calcutta, Bombay, Hydera­
bad, Madras, Bangalore, Trivandrum and Tiruvayyaru. It was 
resolved to conduct the Madras celebrations in co-operation with 
the Music Academy, Madras. Accordingly the Music Academy, 
Madras decided to organise their 41st Annual Conference as a 
Tyagaraja Bi-centenary Conference, in which Tyagaraja and his 
compositions would figure in the Experts’ Committee Sessions 
as well as in the concerts.

Special efforts were made by the Music Academy, Madras to 
achieve this objective. The papers, discussions and demonstra­
tions of the Experts’ Committee were all devoted to Saint 
Tyagaraja, his genius and compositions, and in all the concerts 
Tyagaraja’s songs were exclusively rendered, thereby providing 
an index to the Tyagaraja repertoire of the musicians. An 
exhibition of photographs relating to Tyagaraja’s life and work 
prepared by the Central Sangeet Natak Akademi, as also of 
publications and manuscripts containing the compositions of the 
Saint and accounts of his life and expositions of his art, collected 
from several individuals and institutions, was also organised. As 
part of the Festival, two Harikathas were performed on the life 
of the Saint-composer and the dramatic poem of the Composer 
Nauka Caritram was also produced as a  dance-drama. Reprc-
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sentatives of the three traditions of the pupils of Tyagaraja were 
invited and as a fitting conclusion to the whole celebrations, there 
was a bhajana in which Bhagavatas brought up in the traditional 
style of devotional congregational singing participated.

Opening Function

The 41st Conference and Tyagaraja Bi-centenary celebrations 
began on 20-12-’67 in the auditorium of the Music Academy, 
115-B, Mowbray’s Road, Royapettah, Madras-14. Because 
of the special nature of the Conference, there was a record 
attendance and an atmosphere of devotion and piety filled 
the hall. Musicians and musicologists from different parts of 
India as also representatives from foreign countries, besides 
members of the Academy and special invitees, were present. 
The Conference was opened by H. E. Dr. B. Gopal Reddi, 
Governor of Uttar Pradesh, who has not only been actively 
connected with Central Sangeet Natak Akademi but was also 
himself a student of the Saint and his compositions. The pro­
ceedings began with prayer by Vidwan K. V. Narayanaswami who 
rendered the Kriti ‘ Sadguru svamiki ’ in Ritigaula composed by 
the late Ramanathapuram Srinivasa Aiyangar as a homage to 
Saint Tyagaraja.

Messages

Dr. V. Raghavan, Secretary, Music Academy, Madras* then 
read messages received for the success of the 41st Conference and 
Tyagaraja Bi-centenary celebrations:

Dr. Zakir Hussain, President of India, said in his message t— 
“ I send my best wishes for the success of the forty-first Music 
Conference and Sri Tyagaraja bi-centenary celebrations which 
the Music Academy, Madras, will hold at Madras, from the 20th 
December, 1967, in co-operation with the Sangeet Natak AkadFmi, 
Delhi.”

Dr. S. Radhakrishnan wrote:—

“ I am pleased to know that many renowned musicians of 
Madras and elsewhere are attending the 41st Conference of the 
Music Academy, Madras and celebrating the great services
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rendered to the great art by Sri Tyagaraja. His songs are well 
known throughout the country and have served to integrate oar 
society and keep the impulse of religion alive. I wish the 
Conference all success.”

The Vice-President of India Sri V. V. Giri sent his best 
wishes for the success of the Conference.

Smt. Indira Gandhi, the Prime Minister and Chairman of the 
Central Sangeet Natak Akademi, wrote:—

” Shri Tyagaraja’s inspiring' genius has enriched our music 
and has brought it to the common man for it provides a synthesis 
of classical music with devotional compositions which appeals to 
the initiated as well as to the uninitiated.

“I am glad that the Madras Music Academy is dedicating 
this year’s session of its Annual Conference to the great saint- 
composer Shri Tyagaraja to celebrate his bi-centenary. My 
greetings to the Conference which I hope will further advance 
knwledge and understanding of the music of the saint-composer.”

Dr. P. V. Rajamannar, first Chairman of the Central Sangeet 
Natak Akademi wrote:

“ The Annual Conference of the Music Academy, Madras, 
and the programme of concerts and recitals of Music and Dance, 

'associated with it, have contributed in an abundant measure to 
the development and spread of these two great art-forms and 
have become a leading feature every year. Apart from the 
concerts and recitals, the discussions of experts in Music - \d 
Musicology have proved to be of inestimable value and have 
served to demonstrate the fundamental unity of Indian Culture. 
On this occasion of the 41st Annual Conference of the 
Academy, I send my greetings and good wishes for its success.”

Dr. Trigun Sen, Education Minister at the Centre said :—

“ I am glad that the Madras Music Academy is holding its 
41st Music Conference dedicated to the saint-composer Shri 
Tyagaraja. I am particularly happy that Shri Tyagaraja’s bi­
centenary is being celebrated this year on an All-India basis by



the Central Sangeet Natak Akademi and other State Akademis 
and music institutions. I attach great importance to such celebra­
tions as they spread the message of great men to the wider public 
and involve larger audiences in the appreciation of artistic and 
cultural manifestations.

“The Madras Music Academy has been a dynamic force in the 
development and promotion of music for more than four decades 
now. Its contribution to music and musicology in general and to 
South Indian music in particular is significant. I am sure the 
deliberations during the Conference and the recitals would further 
deepen our understanding of the music of Shri Tyagaraja. I con­
gratulate the Madras Music Academy in its noble endeavour and 
wish the Conference a great success.”

Messages had come from the following Governors of States, 
wishing the Conference success :

Dr. P. V. Cherian— Maharashtra; Dr. Pavate-Punjab; 
Sri K. C. Reddy—Madhya Pradesh.

Messages had also been received from some of the Central 
and State Ministers and Chief Ministers of States.

Sri M. Anantasayanam Ayyangar, former Governor, sent his 
good wishes.

Sri S. N. Mozumdar, former Vice-President of the Central 
Sangeet Natak Akademi said:-

~ “ I have been impressed throughout by the sustained activities,
'of a high order, of the Music Academy, Madras. In 

particular, I have much appreciated the Academy’s efforts to 
reveal the basic unity of the music of the South and the North. 
This is a distinct service rendered to the cause of music of our 
country.

“This year’s Annual Function is of special significance because 
the Academy is also celebrating the bi-centenary of the birth of 
the saintly Composer Tyagaraja. Common in the South, Tyaga- 
raja’s compositions are yet to permeate the North and sung along 
with its own spiritual compositions. To this end, it would be a 
distinct service to publish his major compositions in Devanagari
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character with music notations. The Academy, jointly with 
the Sangeet Natak Akademi, could undertake this work in this 
year of the bi-centenary of the sage.

I wish the Conference success.”

Sri K. R. Kripalani, Secretary, Sahitya Akademi, sent his 
felicitations to the Academy.

Messages had also been received from members of the General 
Council of the Central Sangeet Natak Academy, and from the 
Narada Gana Sabha.

Prof. R. Srinivasan, Trivandrum, and Kallidaikurichi Sri 
Ramalinga Bhagavatar, members of the Experts’ Committee, 
sent their good wishes.

Sri Sivaji Ganesan sent his good wishes for the success of the 
Conference.

Smt. Kesar Bai, the famous Hindustani musician, sent her 
best wishes for the success of the Conference.

Prof. Willard Rhodes, Columbia University, New York, sent 
the following message on behalf of the Asian Music Society 
extending to the Music Academy, Madras, his felicitations and 
best wishes for a successful Festival. He says that the work of 
the Academy during the past years constitutes a significant and 
important contribution to the development of Indian music and 
its dissemination throughout the world.

Welcome Address
Sangita Kalanidhi Sri T. L. Venkatarama Aiyar, President of 

the Music Academy, then welcomed the gathering and H. E. 
Sri B. Gopal Reddi In the course of his welcome address he 
said:

Your Excellency,

We are assembled here to celebrate one of the most 
notable events of the times, the birth bicentenary of the great 
Saint-Composer Sri Tyagaraja. Some twenty years ago the Music 
Academy celebrated its 21st Annual Music Conference as the



Tyagaraja Centenary Conference dedicating it to Sri Tyagaraja. 
This year marks the two hundredth birth anniversary of 
Sri Tyagaraja and we are dedicating this 41st Annual Music 
Conference to Sri Tyagaraja and celebrating it as the Tyagaraja 
Birth Bi-centenary Conference. This we are doing in collaboration 
with the Central Sangeet Natak Akademi, New Delhi. It is only 
the songs of Sri Tyagaraja that will be recited in the concerts and 
it is on his songs that the discourses and discussions taking place 
in the morning will be based.

India has a rich cultural heritage of which we are justly 
proud. The achievements of this country in the domain of 
religion aud philosophy and of literature and arts are superb and 
have elicited admiration and appreciation in the world of though; 
and of art. Among the great men who have contributed to this, 
Tyagaraja occupies an honoured place. Many are the qualities 
which distinguish his music and give it a unique distinction, flis 
songs breathe devotion to God and have almost come to be 
regarded as sacred hymns. As expressions of classical music, 
they are unsurpassed in beauty. They are full of Puranic lore 
and are rich in poetic philosophic thoujghts.

Sri Tyagaraja was deeply religious. His Ishta Devata 
was Sri Ramachandra. He always thought of Him, sang of Him 
and worshipped Him. Money and things of the world held no 
attractions to him. When King Serfoji of Tanjore tempted him 
to his court with the lure of honours and presents, he promptly 
declined them and said that real happiness lay in the contempla­
tion of Rama and.not in money {Nidhi sola sukhama). To him 
devotion to Sri Rama was itself an empire (Rama bhakti 
samrajya). The greatest boon which he could think of was to 
serve Rama as a servant in his court (Bantu riti).

Turning next to the music of Sri Tyagaraja, his songs  ̂
exhibit a wide variety. There are songs which should properly 
be characterised as Bhajan music. The purpose of these songs is 
to inculcate Bhakti. The emphasis is therefore on the words and 
their sense and the purpose of the melody is only to reinforce 
them- The Divyanama Kirtanas belong to this category. There 
are also two musical dramas Nowka Chari tram and Prahlada 
Bhakti Vijayam. Here the main interest is in the story, in the
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narration of the incidents and the portrayal of the emotions and 
the music in the songs is designed to achieve this purpose. There 
is a third category of songs in which emphasis is on the art. 
.These have now come to be called Kritis and they form the most 
valuable contributions of Sri Tyagaraja to our music. The 
Pancharatna Kirtanas belong to this category.

Classical music has always occupied the pride of place in 
Indian art. Nada is considered as divine and its worship has 
been ordained as leading to salvation. The great saint and law­
giver Yajnavalkya says:

^fcRtfcrf^rt^: i
5n55̂ i5t3ni!T jfm tf faste r n

This is an ideal which has been consistently followed by 
eminent musicians. Every Swara, and even Sruti, was regarded 
as sacred and to reproduce it in all its purity was itself considered 
a Yoga. It is on this that the concept of Ragas came to be 
evolved. The ragas are sound pictures and they were themselves 
considered to be Oevatas or divine personalities, having distinct 
and individual features. The portrayal of the forms of these 
Ragas, Raga-alapa has been considered to be the highest form 
of art music. It transcends words and has a language of its 
own, that is, the Sancharas or sound-phrases. The classical 
music of India has thus had for its aim the delineation of 
the Raga-forms and it is in this that our great composers have 
excelled.

Tyagaraja was brought up in this tradition. He has sung 
the praise of the beauty of the Sapta Swaras (Sobhillu sapta- 
swara). He describes them as forming the body of Lord Siva 
(Nada-tanum anisam). In many Kirtanas he has referred to 
Nadopasatta as leading to salvation and as itself being Brahma- 

jtanda. It is this approach that is responsible for the richness of 
Sri Tyagaraja in Raga-bhava. Many are the Ragas which he has 
handled. In the major Ragas like Todi and Sankarabharana, he 
has composed a number of Kirtanas bringing out the various 
aspects of the Raga.

Another noteworthy feature about the music of Tyaga­
raja is that it i$ full of Bhava, That is to say the Raga chosen for



the song aptly conveys the sentiment expressed by the.Sahityn. 
In one sense there is only one Rasa, Bhakti, that runs through 
the songs of Tyagaraja. But as observed by Bhavabhuti 
with reference to the Kanma Rasa it might assume different 
orms in different contexts. The Bhakti Rasa has a. variety 
of aspects. In the Bhagavata it is said that there are nine 
forms of them. In the Narada Sutras it is said that they might 
assume eleven forms. Thus Bhakti Rasa can wear different 
complexions. This variety can clearly be seen in the songs of 
Tyagaraja. Sometimes he is in raptures over the grace of Sri 
Ramachandra. On other occasions, he frowns on him for having 
given him up. Sometimes he cries in despair that persons who 
put their faith in Rama never prospered. At other times he would 
blame himself for all the troubles which he was undergoing. It 
is this play of varying shades of emotion that gives extraordinary 
human interest to the songs of Tyagaraja and accounts for their 
strong hold on the popular mind. What is even more notable is 
that in these songs the melody is itself suggestive of the Rasa of 
the song and there is an appropriate combination of the Raga and 
Rasa.

The pieces of Sri Tyagaraja in the Ragas in the Vivadi 
Melas call for special mention. Venkatamakhi had propounded 
these Ragas in accordance with the rules of melody. They bad 
remained for the most part obscure. Tyagaraja has written 
several pieces in these ragas and they are the triumph of musical 
art. By way of illustration, reference might be made to* Idi 
samayamura, Nayada vanchana and Vochamagocharame. The 
handling of the Ragas in these songs shows how it is possible to 
reconcile melody with Vivadi-combinations.

There is one other feature in the songs of Tyagaraja 
which calls for special mention. It is the prominence which 
he gave to Sangatis. Sangatis existed long before Tyagaraja. But 
it is he who made large use of them in the Kritis and gave them, 
so to say, a new life. The striking feature about them is that 
with the same Sahitya, the melody is changed and the Raga is 
improvised in a series of Sancharas giving the entire picture of the 
Raga. Examples of this are to be found in Endu dakinado, Darini 
telusu, Najivadhara and other pieces. In short the contribution 
of Tyagaraja to classical music is so vast thut it is not a matter
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for surprise that to many persons Carnatic music has come to 
mean Tyagaraja.

Tyagaraja was learned in Sanskrit and some of his songs 
are in Sanskrit but most of them in Telugu. Where the emotion 
plays a dominant role, the language used is generally Telugu. 
But whatever the language he used, whether Sanskrit or Telugu, 
it is musical and mellifluous. Tyagaraja had a poetic mind that. 
is reflected in the very many imageries which he has pictured in 
his songs. A notable one is the description of the flow of 
Cauveri in the song Sari vedalina in Raga Asaveri.

“ This day Cauveri gloriously proceeding to the place of 
her Lord, the sea, fulfilling the desires of all without difference, 
now speeding fast, now roaring terribly and now placid with 
grace ; with cuckoos singing on either side, touching shrines after 
shrines and worshipping deity after deity, with holy men worship­
ping her with flowers on either side and extolling her verily as 
Rajarajeswari, She goes ; look at Her! ”

Tyagaraja was well-versed in the Puranas. His songs 
are studded with allusions to the Puranic stories. They also 
contain many philosophical truths, rules of ethical conduct, 
proverbs and the like which add to the flavour of the pieces. 
Tyagaraja can truly be said to be myriad-minded. Whether we 
have regard to his saintly character or to the philosophical 
and ethical contents of his compositions or to the aesthetic 
excellence of his art, he remains one of the greatest men 
which this country has produced. He has left the world richer 
than he found i t ; richer in its cultural heritage, in spiritual­
ism and in art. Blessed are we who are the inheritors, of his 
music.

Such is the greatness of the Composer to the celebra­
tion of whose Bi-centenary the Music Academy, Madras has 
dedicated this its 41st Conference. It is but fitting that this 
Tyagaraja Conference should be opened by one like our 
distinguished guest, who is not only a great lover of the 
Saint’s songs but also knows them and understands their mean­
ing and message.

We extend to you, your Excellency, a warm welcome 
to the Music Academy, Madras. You have known our iostitu-
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tution and our work for long and this is not the first time yott 
are accepting our request and associating yourself with our 
annual conference. There is a further appropriateness in your 
opening this Conference, as you have been connected also 
with the work of the Central Sangeet Natak Akademi in colla­
boration with whom, we are conducting this Tyagaraja Bi­
centenary Conference. To you, who are thus one of us, we 
extend our felicitations on your elevation as Governor of the 
Uttar Pradesh, an honour which you richly deserve by reason 
of your continued service to the Nation as a Minister in more 
than one State and at the Centre, and as a lover of art, 
letters and culture.

May I now, Sir, request you on behalf of the Music Academy 
and the Central Sangeet Natak Akademi to inaugurate this 
Forty-first Conference and Sri Tyagaraja Bi-centenary Celebra­
tions.
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Opening Address

H. E. Dr. B. Gopala Reddi then, inaugurating the Con­
ference of the Music Academy and the Tyagaraja Bi-centenary 
Celebrations, delivered his opening address. He said :

“ I am thankful to the office bearers of the Music Academy, 
specially to Sri Venkatarama Aiyar and Dr. Raghavan for the 
honour they have done me in inviting me to inaugurate the 41st 
Session of the Music Academy which is going to be devoted 
entirely to Tyagaraja on the auspicious occasion of his 200th 
birth anniversary.

Two hundred years ago, a child was born in Tiruvarur and 
today all over India, wherever South Indians are residing, his 
Birthday Bi-centenary is being celebrated with appropriate devotion 
and delight. Sri Tyagaraja has become a legendary figure, at least 
as far as the South Indians are concerned. He is something of a 
super-human, almost an incarnation of Narada, the celestial singer. 
His picture adorns our places of worship and we feel that he is 
one of our Devas who shine in our mythology. By his own worth 
and merit, he has become one of our architects of the temples of 
Saraswati. His Kriti is a temple in itself where melody and devor 
tion are enshrined. It is 12Q years since he passed away, but we



feel as though he is with us, inspiring us to ecstasies and raptures 
of delight. He has his place among the immortals, who have 
enriched our literature, music and culture. He has forged unity 
among the South Indians. Their languages may differ; their 
poets have their own uniqueness as far as their languages are con­
cerned. But Tyagaraja’s contribution transcends all linguistic 
barriers and regional emotions and has brought the Telugus and, 
the Tamilians, the Malayalis and the Kannadigas into the same 
temple of music and melody.

All are anxious to hear his Kritis rendered in various Ragas 
and various Talas.

On his onward march on the pilgrim path of devotion he 
left many footprints ineffaceable and indelible and they are 
deeply impressed in our hearts. By the time he arrived on the 
arena of musical compositions, we had a high plateau of South 
Indian musical tradition which he inherited from his childhood 
from his parents and grew to the heights of Mount Everest, 
neither surpassed nor equalled by anyone. He made unfamiliar 
realms of music familiar to us and they have become integral parts 
of our repertoire. His Kritis are to us unfading lotuses of 
melody and beauty. You have your Kamban, the Telugus have 
their Potana and the Hindi-speaking world has Tulsidas. They 
have eulogised the qualities of Sri Ramachandra in their epics 

- and made Rama a real Avatar for all Hindus wherever they are. 
Similarly, Tyagaraja surpassed this in a way peculiar to him. He 
crossed language barriers and transported us into an elevating, 
edifying and purifying atmosphere of melody and sensitive 
emotions. In his beatific ecstacy he perceived Rama as the 
perfect symbol of the Supreme Lord and paid his obeisance to 
Him not merely physically, but with hymns couched in music and 
poetry. He witnessed Rama in different moods and postures. 
In innumerable addresses, he called Rama to him or through 
them he wanted to reach Rama. And all those Sambodhanas are 
from the depths of his profound devotion. From out of the 
heights of his genius, streams of melody flowed gushing and 
dancing with ripples of Swaras and enveloped us and our culture 
all round. Each Kriti is a rare flower of colour and fragrance 
Which is offered at the feet of Rama. His life was a saga of '
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piety and devotion and an epic strewn with lyrics of grace and 
perfection. He gave us some graceful musical idioms. His 
language is simple and at times colloquial. His popularity grew 
in his own life-time and attracted many disciples all round him. 
Princes, saints and scholars paid homage to him by personally 
visiting him and hearing his devotional and ecstatic music.

After 120 years of his passing away, the popularity of his 
contribution to the science of music is growing every day, and 
even in the remotest corners of India where a few South Indians 
are residing, they have Aradhanotsavas round about Pushya 
Bahula Panchami according to their convenience. Thanks to the 
radio and the gramophone, his Kritis became more popular in 
recent years.

May be, he underwent many sufferings and mental anguishes 
due to indigent circumstances and to the ill-treatment meted out by 
his elder brother. He bore all the torments of life inwardly, 
like Siva drinking Halahala himself and gifting Amrita to us— 
the Amrita of rapturous music. In the field of music we may 
compare him to a veritable Nilakantha.

In 1948, while presenting my Budget to the Madras Assembly,
I called Tyagaraja the greatest South Indian ever born. I was not 
oblivious of the great poets and of the great Acharyas who scintil­
lated on the South Indian skies. But I dared to hail him as the 
greatest South Indian ever bom whose appeal is to the common 
man and not to the learned theologians and erudite scholars. He 
glorified the art of music and placed it on a high throne where 
the Muses could rest.

" Sangeetagyana vihinulaku mokshamu galada ? ”

He bequeathed to us rich culture and tradition and we are 
deeply indebted to him. How can we repay the debt we owe 
him? By singing his own Kritis we worship him, even as we 
worship Ganga with Gangajala. By hearing, singing and impart­
ing to many, we carry the torch of his music.

I recently visited Rajapur in the district of Bawnda 
in Uttar Pradesh, where Tulsidas was born, whose Rama- 
charita-manasa is read all over the Hindi world with great



devotion and quoted freely by the learned and the lay. I saw 
there a beautiful temple and a big hall constructed recently* 
which could be used for big gatherings. Thanks to the late 
Bangalore Nagaratnam, a small temple is built at Tiruvayyar: 
but, in my opinion, it is not enough. Something more beautiful 
and commodious must be built at his Samadhi to commemorate 
his work. Likewise, in other places too, large halls could be 
constructed in his name which could be a pilgrim place for all 
music lovers. If the Bi-centenary celebrations could inspire us to 
build some temples for music performances to take place, it would 
be a substantial contribution of these celebrations.

A great many discourses were given on Tyagaraja; much 
research work was done on his life and on his Kritis and great 
books were published, all on his musical genius. I, as a layman, 
could not add anything new to those contributions. I am happy 
I am amidst you this evening for I was not certain of coming even 
yesterday afternoon in view of the political situation in Uttar 
Pradesh. I have come, bringing my devotion to Tyagaraja and 
am placing it at his feet."

The Hon’ble Justice Dr. H. W. Thambiah, Q.C., Colombo 
gave greetings on behalf of the Tamil community and the Carnatic 
music loving public of Ceylon.

Sri V. K. Ramaswami Mudaliar, Trustee of the Music 
Academy, Madras then thanked Dr. Gopala Reddi and other dis­
tinguished persons and musicians who had responded to the 
invitation of the Academy and had come to make the Conference 
and the Bi-centenary celebrations a success.

The inaugural function concluded with an inspiring recital of 
the Pancharatna Kritis of Tyagaraja by leading musicians, one 
after the other : Sangita Kalanidhis Musiri Sri Subrahmanya Iyer 
and Sri Semmangudi Srinivasa Iyer, Sint. M. S. Subbulaksbmi, 
Smt. M. L. Vasanthakumari, Smts. Brinda and Mukta and 
Smt. D. K. Pattammal.

Agenda of the Conference

The following was the agenda of the Experts’ Committee 
meetings of the 41st Conference :
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8 to 8-30 a.m. every morning : Harikatha on an aspect of Tyaga- 
raja and his teachings by Smt. C. Saraswati Bai, 
Sri Mannargudi Sambasiva Bhagavatar and Udayalur 
Rajagopala Bhagavatar.

1. Presentation of Rare Kritis:—
(i) Sangita Kalanidhi Budalur Krishnamurthi Sastrigal

(on Gottu Vadyam).
(ii) Vidvan Sermadevi Subrahmania Sastrigal (on Veena).
(iii) Vidvan Madurai Subramania Iyer (Violin).
(iv) Mysore Doraiswami Iyengar (on Veena).
(v) Vidvan Maruthuvakkudi Rajagopala Iyer.
(vi) Smt. T. Brinda—Naukacharitra Kirtanas by students

of Central Karnataka College.
(vii) Vidvan Tiruchi Swaminatba Iyer.
(viii) Vidvan Salem Chellam Iyengar.
(ix) Dr. P. C. Sitaraman, Madurai.
(x) Vidvan Kalyanakrishna Bhagavatar.
(xi) Vidvan Papanasam Sivan.

y. Talks and Demonstrations :—
(i) Sangita Kalanidhi Mudicondan Venkatarama Iyer:

(1) Tyagaraja’s Originality—Demonstration of his 
technique of Sangatis in select major pieces. (2) A 
few of his Kritis in Kharaharapriya Mela.

(ii) (a) Vidvan Mysore Chennake&avaiah: Krishna Lila
in the Kritis of Purandaradasa and Tyagaraja.

(b) The history of the spread of Tyagaraja Kritis in 
Karnataka.

(iii) Vidvan Nori Nagabhushanam Pantulu: The history
of the spread of Tyagaraja Kritis in Andhra.

(iv) Prof. R. Srinivasan: The history of the spread of
Tyagaraja Kritis in Kerala.

Illustrated Talks :—
(i) Prof. P. Sambamurti: Tyagaraja Kritis in Bhairavi— 

A comparative study.
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(ii) Sri S. Parthasarathi: Pathantaras in Tyagaraja
Kritis.

(iii) Sri Sandhyavandanam Srinivasa Rao: Tyagaraja'a
influence on contemporary music.

(iv) Sangita Bhushanam S. Ramanatban: Form in Tyaga-
raja Kritis.

(v) Dr. Harold S. Powers: Tyagaraja and Adi Tala.
(vi) Hon’ble Sri M. Anantanarayanan, Chief Justice:

The Arabhi Pancharatna, a detailed study.
(vii) Sri B. Subba Rao of Mysore: Tyagaraja through

other languages.
(viii) K. R. Rajagopalan, Christian College : Tyagaraja 

Kritis—A statistical study.
(in) R. R. Subbiah Bhagavatar of Saurashtra Sabha, 

Madurai: Life of Tyagaraja according to Walaja- 
pet Manuscripts.

(x) Dr. S. Ramakrishnan: Tyagaraja Kritis: Value of
the works of Sri Chinnaswami Mudaliar and 
Subbarama Dikshitar.

(xi) Y. Satyanarayana, A.I.R., Delhi: Influence of devo­
tional and folk music on Tyagaraja.

4. The reported newly discovered Kritis of Tyagaraja : 
Presentation by Sangita Kalanidhi Maharajapuram Visva- 
natha Iyer and Tiruvaiyaru Subrahmania Bhagavatar.

5. Any other subject with the approval of the President.

Experts’ Committee Meetings

THE FIRST DAY
21st December 1967

The proceedings of the Experts’ Committee of the Music 
Academy, Madras convened in connection with the 41st Confer­
ence and the Tyagaraja Bi-centenary celebrations commenced 
this morning, at the premises of the Academy.

At the outset Dr. V. Raghavan explained the special nature 
of the 41 st Conference and the subjects included in the Agenda of 
the Experts’ Committee meetings. The meetings would Start
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every morning with half-hour expositions of aspects of Tyagaraja, 
his life and teachings in Harikatha style.

He then requested Smt. Sarasvati Bai, the veteran Harikatha 
performer, to start this series with her discourse. Smt. Sarasvati 
Bai then gave a discourse on the greatness of Tyagaraja and the 
part he played in the consolidation of both devotion and music 
through his numberless Kirtanas. She sang select songs of 
Tyagaraja to bring out his special message and compared his role 
to that of Narada, the prototype of God’s minstrel and Valmiki, 
the first of the poets of Rama-Bhakti. Sangita Kalanidhi Sri 
T. L. Venkatarama Aiyar, the President of the Academy, 
thanked Smt. Saraswati Bai for her inspiring discourse and 
requested Dr. T. S. Ramakrishnan to give his talk.

A. M. Chinnaswami Mudaliar and Sri Sobbarama Dikshitar
Dr. Ramakrishnan spoke on Tyagaraja Kritis and the value 

of the pioneering work of the first great musicologists of South 
India, Sri Chinnaswami Mudaliar, the author of the Oriental 
Music in Staff Notation and Sri Subbarama Dikshitar, scion of 
the great Dikshita family, and the author of the Sangita Sampra- 
daya Pradars ini. Dr. Ramakrishnan gave a short account of the 
life of Sri A. M. Chinnaswami Mudaliar and the sacrifices he 
made for publishing Tyagaraja Kritis according to the version of 
the Walajapet manuscripts, and how at his instance, Sri Subba-„ 
rama Bhagavatar undertook the monumental work the Sampradaya 
Pradarsini. Dr. Ramakrishnan said that according to the versions 
published in these two works, there were a number of musical 
points in the Kritis of Tyagaraja which were of great interest to 
the students of Tyagaraja’s compositions. There were also some 
rare pieces among the 69 songs of Tyagaraja included in the 
publications of these two premier musicologists. Dr. Ramakrishnan 
also offered to the Music Academy a copy which he had prepared 
with text and notation in Tamil script of these 69 compositions 
taken from the Staff notations of Chinnaswami Mudaliar and 
the Telugu script publications of Subbarama Dikshitar.

Thanking the lecturer, Sri T. L. Venkatarama Aiyar 
explained the beginnings of publication work in the field of 
Carnatic music and the way in which differences in versions and



even in the names of Ragas arose in the wake of these efforts 
to print the compositions of Tyagaraja.

THE SECOND DAY
22nd December 1967

When the Experts’ Committee of the Music Academy met ‘ 
this mprning in connection with the - 41 st Conference and the 
Tyagaraja Bi-centenary celebrations, there was first a Harikatha 
exposition by Mannargudi Sambasiva Bhagavatar on Tyagaraja 
and Ramadas, and the parallels in their thought and songs.

Tyagaraja Kritis in Bhairavi

Sangita Kalanidhi Sri Mudicondan Venkatarama Iyer then 
requested Prof. P. Sambamurti to give his illustrated talk on 
Tyagaraja Kritis in Bhairavi. Professor Sambamurti referred to 
the antiquity of Bhairavi as one of the old Ragas which figured 
also in Tevaram music under the name of Pan Kausikam. He 
pointed out that the function of a composer in Indian Music was 
to depict the varied and colourful facets of Ragas through their 
compositions, that Tyagaraja had to his credit as many as 18 
compositions in Bhairavi and had illustrated in them the subtle 
srutis, delicate gamakas, and the Ranjaka and Visesha Prayogas 
that the Raga admitted of. Tyagaraja had illustrated through his 
apt notes for commencing compositions in Bhairavi Raga: 
Jiishada, Rishabha and Dhaivata were the notes on which 
compositions could validly commence. The song Upacaramulanu- 
Adi tala was an Upachara Kirtana. The Divyanama Kirtana Rama 
Kodanda Rama contained beautiful ideas and ending rhymes.' The 
Daru Tanayunte prema in Naukacharitram gave a picturesque 
description as to how Lord Krishna took separate forms and 
danced with Gopis In the song Nijamaite in Prahlada Bhakti 
Vijayam, the tune reflected the forcible manner in which Prah­
lada requested Sri Narada to reveal himself as be could only listen 
to his music but not see him physically. The Kriti Sri Raghuvara 
sugunalaya was an instance of a Kriti with charana in different 
dhatus. The song Sri Naradamuni gururaya bore internal evid­
ence to the fact that he was blessed by Narada. The Kriti Tanayuni 
brova contained beautiful figures of speech. The Kriti Koluvai 
yunnade was noted for the Tana style of music setting, couched
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in high-flown music. Tyagaraja requested all devotees to see 
the Rama enthroned in his heart and to derive spiritual exaltation.

In conclusion Prof. Sambamurti appealed to the audience 
to take an intelligent interest in the appreciation of the musical 
settings of Tyagaraja’s compositions and assimilate the beauties 
underlying his ‘Sangita Kavitvam*. Trivandrum Hariharan 
assisted with violin Prof. Sambamurti in his illustrations.

Sangita Kalanidhi Sri Musiri Subramania Iyer, who presided, 
paid a tribute to Prof. Sambamurti’s services to the spread of 
music education.

Presentation of Kritis

Dr. P. C. Sitaraman then presented three pieces of Tyagaraja 
according to the rendering of his Guru, Mazhavarayanendal 
Subbarama Bhagavatar: Sogasujooda-Kmn&daga\ili,Vinanasagoni- 
Pratapa Varali, and Ne pogadagunte whose Raga was controversial 
and which was rendered in Varali. Dr. Sitaraman was assisted 
by Kumbhakonam Krishnaswarai on violin and Nagai Soundara- 
rajan on Mridangam. Sangita Kalanidhi Musiri Subramania Iyer 
thanked Dr. Sitaraman.

Tyagaraja Exhibition

Dr. Raghavan then referred to the Tyagaraja Exhibition 
organised by the Academy in connection with the 41st Conference 
and Tyagaraja Celebrations. The Madurai Saurashtra Sabha had 
brought all their Walajapet manuscripts containing Tyagaraja 
Kritis and other interesting material relating to Tyagaraja to 
be placed in the Exhibition which was formally opened today, 
with Karpura harati to the portraits of Tyagaraja and Venkata* 
rama Bhagavatar and the manuscripts. Manuscripts of Umayal- 
puram school, notebooks of Tyagaraja Kritis belonging to different 
distinguished musicians of the last generation like Ramnad 
Srinivasa Iyengar, other palm leaf manuscripts containing the 
Saint’s compositions had all been brought together. Photographs 
beginning with Tyagaraja’s birth at Tiruvarur and covering his 
life at Tiruvaiyaru, his pilgrimages etc , had also been exhibited. 
Various publications of Tyagaraja Kritis from earliest ones 
available had also been placed in the Exhibition.
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THE THIRD DAY
23rd Dtcember 1967

At to-day's Experts' Committee meeting of the Music 
Academy, Madras convened in connection with the 41st Confer­
ence and Tyagaraja Bi-centenary celebrations, there was at the 
outset the half hour Tyagaraja Katha Prasanga on ‘Valmiki and 
Tyagaraja' by Udayalur Rajagopala Sarma. Sangita Kalanidhi 
Sri Mudicondan Venkatarama Iyer, who presided, thanked 
Sri Sarma.

Tyagaraja’s Influence on Contemporary Music

Sri Sandhyavandanam Srinivasa Rao, Principal of the Central 
College of Karnatak Music, then gave an interesting and lively 
talk on Tyagaraja's influence on contemporary music. He said, 
adapting an observation about the great poet Bana, that Tyaga­
raja’s compositions were all comprehensive and left nothing 
untouched and they incorporated all musical excellences which 
might severally be seen in different kinds of composers. For over 
a century Carnatic music had been under the spell of Tyagaraja 
as it were. In fact, all the prodigious compositions of the earlier 
period consisting of Lakshana-gitas, Prabandhas, Suladis etc., 
were all thrown into oblivion and all musical education became 
Tyagaraja-centred. While the earlier emphasis had been on 
elaborate expositions of raga forms aDd of tala exercises, Alapa, 
Tana and Pallavi, the pattern of concert itself changed with the 
appearance of Tyagaraja’s songs, the Kaccheries now being 
taken up mostly with the Kritis of Tyagaraja, as also of his two 
contemporaries. This had its own drawback also, because the 
concert became too full of compositions. The Madhyama Kala 
and Sangatis became a unique contribution of Tyagaraja’s music 
to singing. Even when older compositions were brought into a 
new vogue, it was in the tune and setting of a Tyagaraja Kriti in 
a given Raga that the old composition was rendered. He then 
drew attention to certain compositions of Tyagaraja himself that 
had been tampered with in diverse ways, cither by changing the 
musical setting or by over-emphasising the Sahitya or by changing 
the tempo and other aspects of the rendering. The handling of 
many new Ragas of Tyagaraja (Vinta ragalu) has had another 
regrettable effect in the craze for several new-jfangled ragas which
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do not have the requisite melodic appeal. In the compositions 
of modern authors, Patnam Subramania Iyer, Poochi Iyengar, 
Veenal Kuppier, Vasudevachariar, Muthia Bhagavatar etc., the 
influence of Tyagaraja was pronounced. New work with specific 
original elements or which filled ihe gaps in the available compo­
sitions should be welcomed but there was no use of merely 
composing for composition’s sake.

Dr. Raghavan thanked the speaker and requested Sri Y. Satya- 
narayana of All-India Radio to give his talk on the Influence of 
Devotional and Folk Music on Tyagaraja and his compositions.

Devotional and Folk Mnsic and Tyagaraja
In the course of his talk which was illustrated with tape 

recordings, Sri Satyanarayana drew several parallels between the 
songs and settings of Tyagaraja and those of his predecessors and 
contemporaries in Andhra Desa. He pointed out also a number 
of customary songs relating to marriage and daily worship, Nitya 
Puja, conducted in homes. These parallels, he said, were to be 
found mostly in the Divyanama and Utsava Sampradaya songs of 
Tyagaraja.

Dr. Raghavan thanked the lecturer for drawing attention to 
the traditional songs current in the Andhra Desa as a sample 
of the storehouse of traditiodal and customary music which was 
part of the heritage of the classical composers. He then request­
ed Sri R. R. Subbiah Bhagavatar of the Saurashtra Sabha of 
Madurai to give his talk on Tyagaraja according to the Walajapet 
tradition.

Tyagaraja’s Life and Work according to the 
Walajapet Tradition

Quoting extensively from the manuscript material of the 
tradition of the descendants of Venkataramana Bhagavatar, direct 
pupil of Tyagaraja, Sri Subbiah Bhagavatar gave a devotional 
account of Tyagaraja whom they adored as an incarnation of 
Godhead. He sang snatches from numerous compositions of 
Tyagaraja and cited parallels from Epics and other devotional 
literature.

Sangita Kalanidhi Mudicondan Venkatarama Iyer, who pre­
sided, thanked the Saurashtra Sabha and representatives of tlje
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Walajapet tradition for their devotion to Tyagarajasvami and 
their efforts to preserve the manuscripts acquired by them.

THE FOURTH DAY 
24th December, 1967

To-day’s proceedings of the Experts’Committee of the Music 
Academy convened in connection with the 41st Conference and 
the Tyagaraja Bi-centenary celebrations began with an exposition 
by Mannargudi Sambasiva Bhagavatar on Rama as seen by 
Tyagaraja in his compositions.

Then Sri D. Chellam Iyengar, son of Salem Doraiswami 
Iyengar, a pupil of Ramnad Srinivasa Iyengar, presented 
three Kritis of Tyagaraja according to the Patbantara 
learnt by his father from his Guru. The three pieces were : Ela 
Telialero - Darbar; Sasivadana - Chandrajyoti (41st Mela) and 
Anyayamu seyakura in Karnataka Kapi, avoiding Kakali Ni and 
having the prayoga Sa ri ga ma. Sri Chellam Iyengar was accom­
panied by Kottayur Thangavelu on the violin and Sri V. Gopala- 
krishnan on the Mridangam. The President SriT. L. Venkatarama 
Iyer in giving expression to his appreciation of the artist, referred 
to the controversial nature of the raga of the third piece and his 
own Pathantara according to Umayalpuram school.

Naukacharitra
The President then requested Smt. T. Brinda to present the 

compositions in the Naukacharitra. In doing so, he referred to the 
special character of Naukacharitraa a dramatic poem, its structure 
and inner meaning. He drew attention also to certain facts 
which Dr. Raghavan had pointed out in tracing the background 
of this work of Tyagaraja, namely the compositions called 
Nauvilasa found in Bengali Vaishnava devotional literature 
depicting Krishna’s sport of going on boat with the Gopis and 
which he had set forth in his Preface to the edition of Nauka­
charitra published by the Madras State Sangita Nataka Sangam.

Smt. Brinda then presented through her students in the 
Central Karnataka College the compositions in the Naukacharitra. 
The following provided the accompaniment: Rajalakshmi (Veena); 
Radhakrishna Naidu (clarionet); Sankaran (flute); T. K.e$avqlq



(violin) and Karaikudi Krishnamurthi (Mridangam). The group 
was led by Smt. A. P. Komala. The programme evoked great 
appreciation and the President paid a tribute to the great musical 
heritage of Smt. Brinda and her achievement in producing this 
programme of Naukacharitra. It showed, said Sri Venkatarama 
Iyer, that she was not only a distinguished singer but also a 
very capable teacher.

Maharaja of Mysore on Tyagaraja

Dr. Raghavan then presented to the meeting a statement of 
the Maharaja of Mysore Sri Jaya Chamaraja Wadiyar, on the 
unique character of Tyagaraja as a saint and composer and what 
the art of Carnatic music owed to this musical giant. His 
Highness said in his appreciation :

“ l am glad to hear that the Music Academy, Madras will 
celebrate the Bi-centenary Celebrations of the birth of Sri Tyaga­
raja.

Sri Tyagaraja’s life and his musical compositions have evoked 
the admiration of all lovers of music. He led a life dedicated to 
the service of God and was one of the great saints to propagate 
the merits of the doctrine of devotion. He had great faith in the 
Namasiddhanta school which btlieved in the efficacy of reciting the 
names of God for self-realisation.

The method that Sri Tyagaraja adopted for expressing 
feelings of devotion was remarkable. He chose music as the 
powerful instrument for bringing about the ecstacy of God realisa­
tion. He composed songs of rare excellence and made Indian 
melodies vivid and colourful. He was the chief architect of 
Carnatic music and powerfully inspired many musicians who 
followed- The beauty of his musical compositions was matched 
only by the charm of their literary content and Carnatic music was 
made rich and enduring by this musical giant.

Though the kriti or the musical art-form reached its perfec­
tion at the hands of the Musical Trinity (Tyagaiaja, Muthuswami 
Dlksitar and S'yama S'astri), Sri Tyagaraja was the first to 
introduce Sangaiis to present the various aspects of a Roga and 
to brinj out the spiritual ideas inherent in the compositions. In
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his Ghanaragaparlcaratna kritis, Sri TySgaraja introduced Svara• 
snhityas of an attractive type. And it was this great musician and 
composer that gave touches of perfection to the thrilling composi­
tions called the Divyanama and Utsavasampradaya klrtanas. His 
contribution to Carnatic music was both abundant and significant.

It is but proper that the Bi-centenary Celebrations of such a 
pre-eminent musician should be celebrated with pomp and 
ceremony. I wish the function all success.’’

THE FIFTH DAY 
25th December, 1967

When the Experts' Committee of the 41st Annual Conference 
and theTyagaraja Bi-centenary celebrations met this morning with 
Sri T. L. Yenkatarama Iyer, President of the Academy in the 
Chair, there was first the half-hour Harikatha exposition by Sri 
Udayalur Rajagopala Sarma on Tyagaraja and Rama Nama 
Mahatmya.

Arabhi Pancharatna
Sri T. L. Venkatarama Iyer then requested Chief Justice Sri 

Anantanarayanan to give his talk on the Arabhi composition in 
the Pancharatna series. Speaking on the subject of the alchemy 
of th« Arabhi composition Sadhinchene in the Pancharatna 
series, Chief 'Justice Anantanarayanan explained the need for 
higher aesthetic criticism for the proper appreciation of the 
creations of men of great genius like Tyagaraja. In fact, a great 
work of art might lead one to an insight into the Divine and 
cited the example of Beethoven's fifth symphony making a 
character in Aldous Huxley exclaim that it was a proof that God 
existed. Describing a composition as an integral whole, the 
speaker said that apart from and over and above the grammar 
of it, there was an artistic incandescence which was hard to 
analyse but which all the same went into the being of the 
sensitive listener. Just as Svaras melted away in the melody 
of the raga, so also in the music of a Kriti, all its component 
elements became alchemised. The speaker illustrated it by 
citiDg a number of masterpieces of Tyagaraja. Pointing out 
thnt it was equally difficult to be assertive about the rasa of a 
particular raga or Kriti, the speaker cited Devagandhari and



JCshirasagarasayana, Karunasamudra, Vinarada and Na-moralagimpa 
and Mukhari -  Entanine and Chintitsunnade where composi­
tions in the same raga produced different emotional effects. He 
took different arts and fields of creative work and compared 
the productions of genius to see if there were different kinds 
of joy and exultation in which the emotional and intellectual 
aspects were in different proportions. In fact there were different 
levels, vital, vital-cum-emotional, emotional-cum-intsllectual 
and supra-mental. Taking the Arabhi Pancharalna kriti, Sri 
Anantanarayanan illustrated the aesthetic elements mentioned 
earlier by him. He presented also his English rendering of 
Sadhinchene of Tyagaraja and analysed it into two parts, the first 
in which tbe composer was the speaker and the second in which 
the Lord’s words were given.

Thanking Mr. Justice Anantanarayanan for his illuminating 
talk and analysis of Sadhinchene SriT. L. Venkatarama Iyer and 
Dr. V. Raghavan observed that it should be possible for Sri 
Anantanarayanan to give in book form an exposition of Tyaga­
raja from the point of view of higher aesthetics.

New Compositions from Tirnvayyarn
Sri T. L. Venkatarama Iyer then requested Sri Tiruvayyaru 

Subramania Bhagavatar and Sangita Kalanidhi Maharajapuram 
Visvanatba Iyer to present the new compositions said to have 
been those of Tyagaraja and recently brought to light 
from Tiruvayyaru. Sri Subramania Bhagavatar explained that 
these compositions had been with him, having been given to him 
by his guru Tillasthanam Rama Iyengar, a direct disciple of 

. Tyagaraja. They covered certain temples within Tiruvayyaru 
and also those in the neighbourhood connected with the Sapta- 
sthanam Festival. While these pieces reported recently were still 
to be examined by musicians in respect of their authenticity, the 
opportunity to hear them at Madras before the Conference was 
welcome to musicians, scholars and lovers of Carnatic Music. 
Sangita Kalanidhi Maharajapuram Sri Visvanatha Iyer, who had 
taken special interest in the matter of bringing these into light, 
then rendered eight of these Kritis.

Sangita Kalanidhi Sri T. L. Venkatarama Iyer thanked both 
the Vidvans for giving the demonstration of these newly found 
pieces.
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THE SIXTH DAY 
26th December 1961

At the meeting of the Experts' Committee of the Music 
Academy organised in connection with the 41st Annual Confer* 
ence and the Tyagaraja Bi-centenary celebrations, Mannargudi 
Sambasiva Bhagavatar gave an exposition of Rama’s Gunas as 
depicted by Tyagaraja.

Pathantaras in Tyagaraja Kritis
Sangita Kalanidhi Mudicondan Venkatarama Iyer, who pre­

sided, then requested Sri S. Parthasarathi to give his talk on 
Pathantaras in Tyagaraja Kritis.

Sri Parthasarathi referred to his association with the late 
Dr. Srinivasaraghavan who was the nephew of Tillasthanam Rama 
Iyengar, the direct disciple of Tyagaraja. Dr. Srinivasaraghavan 
had learnt Tyagaraja Kritis under his uncle’s pupil, Tillasthanam 
Panju Bhagavatar and he along with his wife, had been regularly 
conducting the Bahulapanchami festival where Tyagaraja Kritis 
were devoutly sung. For IS years, Sri Parthasarathi said, he had 
moved intimately with the late Dr. Srinivasaraghavan and that be 
and his wife had learnt from him the Kritis of Tyagaraja accord­
ing to Tillasthanam school. He was to-day addressing himself 
to the main problem of diflerences in the schools and their com­
parative merits and the question of determining the original 
Pathantara. Sri Parthasarathi said that some tests could be
applied. Firstly in the devout way in which Tyagaraja Kritis 
were learnt like Veda, the pupils believed that no Sangatis of the 
original composer should be deleted nor any new Sangati added. 
But then the question arose as to the authenticity or otherwise of 
a particular Sangati which was in practice. Sri Parthasarathi said 
that the test of a correct Pathantara in respect of Sangatis was 
the appropriateness of the Sangatis with reference to both the 
Artha-bhava and Raga-bhava of the Saint’s compositions. In the 
same raga there were many pieces by the composer expressing 
different bhavas and ideas, where there was an integration of the 
music and the meaning. This appropriateness is one of the tests 
by which they could eliminate a Sangati. So also was the eduppu 
or the opening phrase of a piece. He mentioned in this connec­

4



tion tbe differences which had come over in the opening of the 
pieces like Evarura, Sangitajnanamu and Pahi Ramaduta. In the 
120 years that had gone since the Saint had passed, the speaker 
said, they had lost a considerable number of his compositions; 
new pieces were of course coming to light, but then it was 
also well-known that pieces by other composers bearing Tyaga­
raja Mudra had also come into vogue. Tests which he had enun­
ciated earlier for the determining of the Pathantaras in well-known 
Kritis of Tyagaraja might be extended also to test the authenti­
city of the new pieces ascribed to him. The speaker then referred 
to the rendering in the case of a few Kritis which according to a 
Sampradaya were begun in the Anupallavi rather than in the 
Pallavi and gave examples of Darini and Mitribhagyamu. As for 
tbe Tala,'he said that Tyagaraja composed many pieces in Desadi 
and he saw no reason why all these should now be sung in Adi. 
Similarly with reference to the tempo or Nadai which had been 
accelerated or dragged. Regarding Neraval, the former practice 
was to begin Neraval only after the Kriti had been completed, but 
now the musicians stopped anywhere and did Neraval and then 
continued the Kriti. After referring to the several new ragas 
which figured in Tyagaraja’s compositions, tbe speaker referred 
to the fate of Kapi of which no correct idea existed now and 
which had either been changed into Hindustani Kapi or Darbar; 
and also Ghanta of which again there was no correct perception.

Sri Parthasarathy then rendered on the violin assisted by his 
wife on the Veena several Kritis of Tyagaraja: Kanukofitini 
(Bilahari) where a whole line of the Pallavi {Kanularana kami- 
tambu tira) had been absent from the piece as current; Nadatanum 
anisam in correct Chittraanjani; Ennallu in Malavasri: Varalandu 
(Gurjari); Samiki sari jeppa (Begada) ; Matimatiki (Mohanam). 
They rendered also three pieces in Vivadi-melas : Nayeda vanchana- 
Nobhomani; Evere Ramayya—Gangeyabhusbani and Evarito ne 
delpu (Namavali). Sri Parthasarathy said it was not correct to 
assume that lullaby pieces of Tyagaraja were only in Nilambari; 
they were in Sankarabharanam, Kannadagoula etc., and as an 
example he and his wife played a rare piece Loli Lali in a Janya 
of Harikambhoji. Finally they rendered Mangala in Ghanta 
which was rarely heard and finished their demonstration with the 
Mangalashtaka in Sanskrit on Tyagaraja composed by bis pupils.
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Sangita Kalanidhi Mudicondan Venkatarama Iyer expressed 
his appreciation of the great pains taken by Sri Parthasarathi to 
learn, in the midst of his official duties, all these Kirtanas from 
the late Dr. Srinivasaraghavan and thanked him and his wife for 
the lecture and demonstration.

Select Kritis according to Umayalpuram School

Then Maruthuvakkudi Rajagopala Iyer rendered eight less 
familiar Kritis of Tyagaraja, according to the Pathantara of 
Umayalpuram pupils of Tyagaraja, he himself having learnt over 
400 pieces from Umayalpuram Venkatarama Iyer. The pieces 
rendered by him were Ni dasanudasu (Hamirkalyani); Induka putti- 
ncfiifj(Bhairavi); Ikagavalasina (Balahamsa); Samsarulaite (Saveri); 
Vaddane (Shanmukhapriya); Adi kadu bhajana (Edukulakambhoji); 
Evidhamu (Sankarabharanam); and Deva rama (Saucasbtram). He 
was accompanied by Sri Alandur S. Natarajan on the violin and 
Sri Karaikudi Muthu Iyer on Mridangam.

Sri Mudicondan Venkatarama Iyer referred to the richness of 
the repertoire of Sri Rajagopala Iyer and his helpful attitude to 
those who desired to learn from him. He thanked him on behalf 
of the Academy for the demonstration given by him.

THE SEVENTH DAY 
27th December 1967

To-day’s Experts’ Committee session of the Music Academy 
in connection with the 41st Annual Conference and the Tyagaraja 
Bi-cenlenary Celebrations was devoted to two interesting subjects, 
namely, the history of the spread of Tyagaraja Kritis in the 
adjacent areas of Karnataka, Andhra and Kerala and the various 
efforts made at different times to propagate the music of Tyaga­
raja by composing Tamil, Kannada and Hindi versions for his 
songs.

At the outset, Sri Udayalur Rajagopala Sarma gave an 
exposition of * Lakshmana and Sabari as depicted by Tyagaraja* 
in the first half an hour Tyagaraja Katha Prasangam. This was 
followed by Smt. Rukmini’s rendering of a new composition on 
Tyagaraja in Puri Kalyani by Sri B. Subba Rao, Member of the



Experts’ Committee or the Academy for the Tyagaraja Bi-centenary 
and printed with notation in the Academy’s Souvenir. She was 
accompanied by Sri Kanchi Janardanan on the violin and Sri 
Dindigul Ramamurti on the Mridangam.

Sri Sangita Kalanidhi T. L. Venkataraman Iyer was in the 
Chair.
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Tyagaraja through other Languages

Dr. V. Raghavan first gave an account of the efforts of Smt. 
Kausalya Venkatacharya who had composed Tamil versions of 
Tyagaraja kritis and read out some samples of them to show 
how as much as possible the words of the original which were 
common to all South Indian languages and Sanskrit, bad been 
retained by the lady, and only the least number of changes in the 
words had been made. Smt. Kausalya Venkatacharya then men* 
tioned the circumstances under which, in a devotional awakening 
that happened, she started composing these Tamil replicas of 
Tyagaraja Kritis. Smt. Laksbmiammal then rendered two of the 
pieces Sri Raghukulamudu and Entavedu in their Tamil versions. 
Three volumes of these Tamil versions of Tyagaraja’s songs had 
been published (Madras, 1940).

Mr. B. Subba Rao of Mysore then gave a brief account of 
the efforts of a well-known Kannada composer Sri Anavatti Rama 
Rao who had rendered about thirty Kritis of Tyagaraja in 
Kannada, retaining the Dhatus of his songs and published 
them in the book ‘Karnataka Kriti Ratnamala’-Part I, Mysore, 
1933. The Dhatu of Tyagaraja was kept as in the Tamil 
versions but the Kannada version was a full and regular trans­
lation. Sri Srirangam Kannan then sang as a sample the 
Karnataka replica of Sakkani Rajamarga.

Sri Subba Rao then gave an account of his own efforts to 
make North Indians interested in Tyagaraja Kritis and the begin­
ning of the attempts to prepare Hindi versions of Tyagaraja’s 
compositions. The first regular effort in this direction was under­
taken in the A. I. R. at the instance of the then Minister for 
Information and Broadcasting Dr. B. Gopala Reddy. Sri Rama­
ns urthi Renu of the A. I- R. Hyderabad produced Hindi versions
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of some songs and the same were recorded in the A-I.R. Quite 
recently Sri Srirangam Kannan who had heen in the Music 
Department of the Banaras Hindu University, had felt the same 
urge and produced his own Hindi versions of a few pieces of 
Tyagaraja. Sri Kannan then sang two of these prepared by him, 
for Undedi Ramuiu Okadu and Broche varevare. He was accom- . 
panied by Sikkil Bhaskaran on the violin and Sri Paramesvaran 
Nambudiri on the Mridangam.

Presenting a paper on the history of the spread of .Tyagaraja 
Kritis in Mysore area, Asthana Vidvan Sri Chennakesavaiah of 
Mysore first referred to the connections of Veenai Venkatasubbiah 
of Kapisthalam with Mummadi Krishnaraja Wadyar (A.D. 1811- 
1831) and of Sonti Venkataramaniah, with the Mysore court. The 
actual prachara of Tyagaraja Kritis began with Mysore Sadasiva 
Rao, a grand-pupil of Tyagaraja and his disciples Veenai Seshanna 
and Subbanna. These did their part in the popularisation of 
Tyagaraja Kritis. One Radhakrishnnayya of Mysore was said to 
have met Tyagaraja at Kanchi and played Kanjira for Svamiji. 
Lalgudi Ramayyar, a direct disciple of Tyagaraja and known as 
Pallavi Ramayyar who was in the Mysore Palace till 1867 and 
his sons Ouruswamiah and Radhakrishniah, also Palace Vidvans, 
were also responsible for the spread of Tyagaraja’s songs. Another 
direct disciple of Tyagaraja to become Palace Vidvan was 
Ayyaswami alias Ayyaviah of Mysore who learnt some Kritis of 
Tyagaraja from Manambuchavadi Venkatasubbiah, In 1882, 
Vidvan Kesaviah. father of the speaker, copied out 40 of the 
Kirtanas of Tyagaraja. Well-known musicians of these parts 
like Veenai Kuppayyar, Maha Vaidyanatha Iyer, Patnam Subrah- 
mania Iyer, Anantarama Bhagavatar, and Pallavi Seshayyar visited 
Mysore court and sang Tyagaraja Kritis. Munuswamiappa must 
be mentioned as the disciple of Krishnaswami Bhagavatar of the 
Walajapet Sishyaparampara of Tyagaraja. From the Umayal- 
puram School, Chennappachar of Mysore learnt Kritis, his Guru 
being Krishna Bhagavatar of Umayalpuram.

Vidvan Nori Nagabhushanam Pantulu then gave an account 
of the information collected by him about Telugu Vidvans who 
had associations with Tyagaraja’s Sishyaparampara and were 
instrumental in the spread of Tyagaraja Kritis in Andhra. Toomu 
Narasimhadas, himself a composer and Rama Bhakta, was a con­
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temporary of Tyagaraja on whom he composed a Padya on 
meeting him and listening to his music. Susurulu Dakshinamurtbi 
Sastri was a pupil of Manambuchavadi Venkatasubbiah. Nori 
Narasiah, father of Nori Nagabhushanam Pantulu, was a pupil of 
Patnam Subbayyar. Piratla Subramania Sastri was a pupil of 
Mutyalpet Tyagayyar. Dhenuvukonda Chinniah Pantulu of 
Ongole was a grand-disciple of Tyagaraja. Varanasi Rama- 
subbiah toured Tamil country and contacted ■ musicians here. 
Mention must be made also of Dewan Bahadur Kummi Reddi 
Suryanarayanamurti Naidu of Kakinada, who established the 
Sarasvati Gana Sabha at Kakinada and provided an occasion for 
a large number of musicians from Tamil Nad to visit Andhra and 
from their concerts Tyagaraja Kritis came to be widely listened 
to and learnt in Andhra Pradesh. The first to begin the Tyaga­
raja Aradhana Festival in Andhra was Nori Nagabhushanam 
Pantulu of Masulipatnam who conducted it without a break for 
45 years.

Dr. Raghavan then presented the note of Prof. R. Srinivasan on 
the Musical Contacts of Kerala with Tanjore and the musicians 
who were the first to bring Tyagaraja’s Kritis to the Court of 
Maharajah Svati Tirunal, musicians like Kanniah Bhagavatar and 
the dance master Vadivelu, and later the great performer Maha 
Vaidyanatha Iyer who was' honoured in the Trivandrum Palace. 
Dr. Raghavan drew attention also to the essay on Travancorean 
music and musicians by the late T. Lakshmana Pillai of Tr a van- 
core in which too, a number of these details are mentioned.

Prof. P. Sambamurti referred to Subbarama Bhagavatar him­
self composing a Sanskrit replica of Tyagaraja’s Sripate, printed 
in Sampradaya Pradarsini Vol. II. The universal appeal of Tyaga­
raja Kritis, he said, was utilised also by the Christian churches in 
Tamil Nad and Andhra where Dhatus of Tyagaraja Kritis were 
used for Christian lyrics to be sung at the Services. Prof. Samba­
murti took the occasion also to emphasise the value of the 
Walajapet manuscripts which had been brought and been kept in 
the Academy’s Tyagaraja Exhibition and the need to undertake 
further research and publication based on these manuscripts.

Sangita Kalanidhi Sri Mudicondan Venkatarama Iyer thanked 
the participants in the morning session.
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t h e  e ig h t h  day
28th December 1967

The Experts* Committee meeting convened in connection with 
the 41st Annual Conference of the Music Academy and the Tyaga- 
raja Bi-centenary Celebrations met this morning at the Academy 
premises. At the outset there was an exposition on 'Rama Puja’ 
as seen in the Kritis of Tyagaraja by Mannargudi Sri Sambasiva 
Bhagavatar.
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Tyagaraja and Adi Tala
Dr. Raghavan then introduced Dr. Harold Powers of the 

University of Pennsylvania where Dr. Powers had built up an 
Indian Music Department. Dr. Powers who was on his fifth visit 
to India now, and had spent a considerable time in Madras 
learning Carnatic music, analysed the rhythmic structure of 
Tyagaraja kritis from the point of view of prosody as well as tala. 
He said that, from the tala point of view, there was a great variety 
of textual settings. Of the talas handled by Tyagaraja, there were 
three non-symmetrical ones and one symmetrical, namely the Adi 
tala and the speaker went on to analyse a number of Kritis to 
show the types of measures occurring in them, singing in whole or 
part, some of these to the accompaniment of Mridangam. He 
showed in them the various types of poetic feet found in Telugu 
verse: caturmatras (as in Kandam) on the one hand, Indraganas 
and Surya ganas (as in Sisam) on the other. Dr. Powers suggest­
ed 4hat in each of Tyagaraja’s basic rhythmic types -  jhampa 
(i.e. Khandam), rupakam (i.e. tisram), types of metric feet were 
used. He also proposed to show -  with particular reference to 
the varieties of Adi tala -  that by the use of a half-dozen or so 
simple compositional devices (individually and in combination) 
Tyagaraja had taken simple, square bhajana-type verse-rhythms 
and converted them into the lively and expressive musical 
phrases of the developed Kirtana.

Dr. Powers illustrated his points by singing sections of about 
a dozen Kritis, including complete renditions of the Adi tala 
Kirtanams Sarasa sama-dana, Vandanamu, and Gitarthamu. He 
was accompanied by Sri V. Gopalakrishnan on the Mridangam.

Sangita Kalanidhi Mudicondan Venkatarama Iyer who presi­
ded and Dr. Raghavan, Secretary, thanked Dr. Powers for his



participation in the Conference. Then Dr. Raghavan requested 
Sri Vidvan Doraiswami Iyengar of Mysore to give his recital on 
Veena of select Kirtanas of Tyagaraja.

Recitals of Select Kritis
Sri Doraiswami Iyengar of Mysore accompanied by Nagore 

Ambi Iyer on the Mridangam gave a recital on Veena of select 
Tyagaraja Kritis. He rendered: Rama ni pat; Koluvaiyunnade 
in Tana-Sampradaya; Bhavanuta; Varanarada; and Tulasi bilva. 
Sangita Kalanidhi Mudicondan Venkatarama Iyer gave expression 
to his appreciation of Doraiswami Iyengar's expositions and 
thanked him on behalf of the Academy. He then requested 
Madurai Subramania Iyer, a descendant of Tyagaraja’s family, to 
give his recital on violin of select pieces of Tyagaraja. Sri Subra- 
mania Iyer, ajrepository of rare Tyagaraja Kritis and Pathantaras, 
then played on the violin the following pieces: Vinave- Vivar- 
dhani; Chinnanade -  Kalanidhi; Lakshanamugala -  Suddha Saveri; 
Idi samayamura -  Chayanata; Enduka baga -  Mohanam ; Ennado- 
Saurashtram; and the Divyanama, Sri Ramo-Yadukula kambhoji.

Sangita Kalanidhi Sri T. K. Jayarama Iyer thanked him on 
behalf of the Music Academy.

THE NINTH DAY
29th December 1967

When the Experts' Committee meeting of the 41st Annual 
Conference of the Music Academy, Madras and the Tyagaraja 
Bi-centenary Celebrations began to-day, Udayalur Rajagopala 
Sarma gave an exposition of Sita and Bharata as depicted in 
Tyagaraja Kritis.
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Form in Tyagaraja Kritis
Sangita Bhushanam Sri S. Ramanathan then gave an illus­

trated talk on Form in Tyagaraja Kritis. In all musical compo­
sition, there were, the speaker said, the two aspects of Dhatu 
(musical setting) and Matu (the literary setting). There were also 
the elements of reiteration and variation, the structure and the 
melodic and rhythmic aspects, all of which contributed to the 
excellence of the work of a particular composer. So far as 
melody was concerned, the most striking characteristic of Tyaga-



raja's composition was that he left the listener no' doubt as to 
the identity of the Raga which struck one even at the take off of 
the Kritis. He sang in illustration Teliyaleru m Dhenuka. To 
show how Tyagaraja achieved clarity of the raga-form in Vivadi 
melas, he illustrated with pieces like Sari eware. Taking the 
smaller and new ragas, he showed how in Paluku khanda and 
Tattvameruga, the Aroha and Avaroha were patent in the very 
opening lines of the pieces. Illustrating then the tala and gati 
in his songs, the speaker analysed the Aksharakalas in a number 
of compositions, in Adi, Rupaka etc. Tracing the development 
of compositions with a single Dhatu and two Dhatus, leading up 
to the 3 Z)Aa/H-compositions with Pallavi, Anupallavi and Charana, 
he pointed out the nature of these parts in Tyagaraja kritis. He 
dealt also with the literary and prosodial aspects and alliterations 
which formed part of the composition and their appeal. He took 
up some other compositions of Tyagaraja to show their appro­
priateness from the point of view of instrumental rendering. He 
was accompanied by Alandur Natarajan on the violin and Sri 
Guruvayur Dorai on the Mridangam.

Thanking him, Sangita Kalanidhi Sri T. K. Jayarama Iyer 
who presided complimented the speaker for his practical and 
theoretical proficiency. Giving expression to his own ideas on 
the same subject, Sri Jayarama Iyer sang snatches of compositions 
of Tyagaraja to show the structure of the Tala and its Aksharas 
in the Kritis -  Niravadhi sukhada for Adi Tala and In*anuchu 
(Khanda Nadai). Referring particularly to what appeared as an 
original element in Tyagaraja’s compositions and art, namely, 
the opening of a Kriti after 1£ aksharas of the Tala in one-kalai 
chaukam, Sri Jayarama Iyer suggested that Tyagaraja who listened 
to North Indian Music from Maharashtrians and others in 
Tanjore might have taken this from the Chota-khyal in Teen ial 
comparable to our Adi. He referred to three important aspects 
which endowed greatness on Tyagaraja as a composer -  vitality, 
originality and workmanship.

Rare Kritis

Sri Jayarama Iyer then requested Sri Sermadevi Subramania 
Sastrigal to give his demonstration of some select Kritis of 
Tyagaraja. Sri Subrahmania Sastrigal, a student of the Dikshitar
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tradition and of Mysore Seshanna on Veena, chose five pieces of 
Tyagaraja for his demonstration for the theoretical value they 
had for the Ragas and the Raga-names associated' with them and 
the changes that they had undergone; Sri Sastrigal ascribed these 
changes and alterations to one of the early editors and publishers 
of Tyagaraja Kritis -  Tacchur Singaracharlu. Sri Sastrigal gave 
on the Veena JVdf/mafa-Devapriya (according to Sastrigal); Nagu- 
momu-Abheri; Karuharu-Mukhari; Adayasri -  Ahiri ; Vacama- 
gocAarame-Kaikavasi, a new name of the older raga Nishadha. 
He was accompanied by Sri P. Viswanathan on the Mridangam. 
Sri Sastrigal interspersed his recital with several interesting 
anecdotes and mentioned that with reference to certain Ragas 
difficult for the flute, the late Sarabha Sastrigal used to have 
different kinds of flutes, when be had to render these Ragas, 
Todi, etc.

Sri T. K. Jayarama Iyer thanked Sri Sermadevi Subrahmania 
Sastrigal for his recital and paid a tribute to his experience and 
profound knowledge of the Sastra.

THE TENTH DAY 
30 th Decembe, 1967

When the Experts* Committee of the Music Academy 
convened in connection with the 41st Annual Conference and the 
Tyagaraja Bi-centenary celebrations met this morning with Sangita 
Kalanidhi Sri T. K. Jayarama Iyer in the Chair, there was first an 
exposition by Mannargudi Sri Sambasiva Bhagavatar on 4 True 
Devotion and Tyagaraja’s Teachings.’

Tyagaraja’s Originality
Sangita Kalanidhi Mudicondan Venkatarama Iyer then gave 

a highly instructive exposition of Tyagaraja’s originality with 
special reference to Sangatis, and rendered in part or whole 
several rare pieces of the composer which were very much appre­
ciated by the distinguished audience. He was accompanied by 
Sri Nori Nagabhushanam Pantulu on the violin and Sri Karaikudi 
Muthu Iyer on the Mridangam. Sri Venkatarama Iyer said that 
the Sangatis fulfilled a function in Sadhakam and achieved what 
Akara-sadhakam did. They also served the purpose of raga 

jnana and raga vistara. In pieces like Endudakinado, the
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Sangatis which went up to fifteen and were integrated with the 
tone and tempo of the composer’s feeling as expressed in Sahitya. 
In Alakalalla the Sangati happily coincided with the requirements 
of the raga lakshana and the Kampa necessary for Ri in Madhya* 
mavati. The speaker referred to the way in which these Sangatis 
were learnt correctly in the Umayalpuram school and in this 
connection mentioned Dorasamiar, a grand-pupil of Umayalpuram 
Brothers. Referring to certain compositions whose Ragas had 
undergone changes, the speaker drew attention to the technical 
reasons which explained such changes. Unless the subtle diffe­
rences were carefully preserved, certain rare ragas were likely to 
glide into the better known ragas and gave examples of Nepoga- 
dagunte in Desiya Todi formerly but which became Varali, and 
Chetulara originally in Kharaharapriya, as he himself had learnt 
from Umayalpuram Natesa Iyer, but later changed into Bhairavi. 
The Vidvan then sang Sriramya in Jayantamanohari, Ni dasanu 
(in which there was Dha Sa and no Dha Ni Sa); Dayajuchutaku 
in Ganavaridhi which was now sung in Harikambhoji mela but 
whose proper mela is Sulini with Shatsruti Ri and Kakali Ni, 
Rama ni eda in Dilipaka whose correct Arohana and Avarohana 
were Sa Ri Ga Ri Ma Pa Ni Dha Ni Pa Dha Ni Sa / Sa Ni Dha 
Pa Ma Ri Ga Ri Sa and which he feared might glide into Khara­
harapriya in the course of some more years; and Evarani nirna- 
yinchira in Devamritavarshini. Hindola, he said, was sung now by 
some with C/iatuhsruti Dha but its proper Dha was Suddha and 
sang Manasutoni. Sri Mudicondan Venkatarama Iyer’s rendering 
of Karmelpulu (Kalyani) and Endudakinado (Todi) with all the 
set Sangatis was most impressive and was repeatedly acclaimed.

Sangita Kalanidhi Sri T. K. Jayarama Iyer paid a tribute to 
Sri Mudicondan Venkatarama Iyer for his equal proficiency in 
Sangita and Sastra. He referred to him as one of the most 
erudite musicians whose opinion was equal to a judgment in 
matters of dsubt or controversy. Sangita Kalanidhi Sri T.L. Ven­
katarama Iyer referred to Mudicondan Venkatarama Iyer as one 
of the most eminent Lakshya-lakshana Vidvans and as one of the 
props of the Academy where he was Principal of their College.

Electronic Sruti Box
Sri K. Thyagarajan, Electrical Engineer, Madurai, who was 

also an amateur flutist, then placed before the Experts’ Committee
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a new electronic Sruti box which he had designed and explained 
its structure. Sri T. K. Jayarama Iyer and Dr- B. C. Deva who 
made some observations on the new device pointed out that a 
suitable device had to be added to secure harmonics and modula­
tion which were available on the strings of the Tambura but were 
absent from the present device. Dr. Raghavan thanked Sri 
K. Thyagarajan and requested Sri K. R. Rajagopalan of the 
Christian College to give his talk on ‘ Tyagaraja Kritis -  A Statis­
tical Study.*
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Statistical Analysis of Tyagaraja’s Kritis

In his paper, Sri Rajagopalan gave a numerical analysis of 
Tyagaraja Kritis as available in the various publications, from the 
point of view of Raga, Tala, subject-matter etc., which, by the 
way, showed some technical aspects too like the frequency of 
certain Ragas employed by Tyagaraja and historical facts like the 
change of Raga names of some pieces. Thanking him Dr. Ragha­
van said that a complete Index of the available Tyagaraja Kritis 
with the classification done by Sri Rajagopalan would be pub­
lished in the Journal of the Academy.

Dr. Raghavan then requested Asthana Vidvan Mysore 
Chennakesavaiah to give his talk on Krishnalila as depicted in 
the Kritis of Tyagaraja and Purandaradasa. Singing a large 
number of songs of both these composers, Vidvan Chennakesa­
vaiah showed how although mainly on his Ishta Devata, Rama, 
several aspects of Krishnavatara also figured in Tyagaraja’s compo­
sitions and likewise Rama also figured in many compositions of. 
Purandaradasa. Sangita Kalanidhi T. K. Jayarama Iyer thanked 
Vidvan Chennakesavaiah.

THE ELEVENTH DAY 

31st December 1967

When the Experts* Committee of the Music Academy 
convened in connection with the 41st Conference and Tyagaraja 
Bi-centenary celebrations met for the last day and the conclud­
ing session, there was first an exposition on Vibhishana and 
Anjaneya as depicted in Tyagaraja Kritis by Sri Udayalur Raja- 
gopala Sarma. Sri T. L. Venkatarama Iyer presided.
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Presentation of Rare Kritis

There were four presentations of rare Kritis of Tyagaraja in 
the morning session by Vidvans Tiruchi Swaminatha Iyer, 
Kalyanakrishna Bhagavatar, Sangita Kalanidhi Budalur Krishan- 
murthi Sastrigal and Sri Papanasam Sivan. They were accom­
panied by Varahur Muthuswami Iyer, Madurai Krishna Iyenger 
and Karaikudi Muthu Iyer.

Tiruchi Swaminatha Iyer, son of Tiruvayyaru Fiddle 
Subrahmania Iyer and grandson of Ayyah Bhagavatar and 
Sundara Bhagavatar known of Orappili Brothers and were the 
direct disciples of Tyagaraja, rendered £/u/aina-Sam a; Ni 
chittamu -  Vijayavasanta ; Mitri bhagyamu -  Kharaharapriya but 
with a different Pathantara ; and Sarijesi -  Tivravahini.

Sri Kalyanakrishna Bhagavatar rendered Paripalaya mam -  
Darbar ; Karunajudavamma -  Todi; Kattu jesinavu -  Athana.

Sangita Kalanidhi Sri Budalur Krishnamurthi Sastrigal 
rendered both on Gottu vadyam and voice Mariyada kadura- 
Sankarabharanam ; Neeke Teliyaka -  Anandabhairavi; Rama 
Bam -  Saveri and Kanukanu Saukhyamu -  Nayaki.

Sri Papanasam Sivan rendered: Manasa Ramachandruni -  
Isamanohari; Sujanajivana -  Kamas and Kamalaptakula -  Brinda- 
vana Saranga and a Tamil composition of his on Tyagaraja in 
Byagada.

Sri T. L. Venkatarama Iyer thanked the Vidvans for their 
valuable rendering of these Kritis.

Umayalpuram Rajagopala Iyer

Dr. Raghavan then referred to the participation in the 
Conference of representatives of different Sishya-paramparas of 
Tyagaraja and the decision of the Academy to honour a repre­
sentative of one of the Schools, namely that of Umayalpuram, 
by presenting a Souvenir to Vidvan Umayalpuram Rajagopala 
Iyer. Sri T. V. Rajagopalan, Secretary, read the citation.



THE JOURNAL OF THE MADRAS kiu

CITATION 

Umayalpuram Sri S. Ra

Born on 18—12—1893 as seco 
Swaminatha 'Iyer, disciple of Ma

Sri. T. L. Venkataraman Iyer, Pi 
ssented the Souvenir to Sri Umayalp 
aised his services to the cause of mi 
rya. Sri Umayalpuram Rajagopala 
r the honour.

Release of Academy's Ne

Dr. Raghavan then requested Sri 
lease the publication ‘ Psycho-Acousi 
- Dr. B. C. Deva which the Academ; 
dp of the Central Sangeet Natak Aki
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rama Iyer referred to the special work of Dr. Deva and presented 
him a copy of this book in token of releasing the same. Dr. Deva 
thanked the authorities of the Central Sangeet Natak Akademi 
and the Music Academy, Madras, for their help in bringing out 
this book.

Convocation of the Academy’s College 
Sangita Kalanidhi Mudicondan Venkataratna Iyer, Principal 

of the Teachers’ College of Music, then presented the successful 
candidates of the Academy’s College and Sri T. L. Venkatarama 
Iyer distributed the diplomas to them. The Raja Annamalai 
Chettiar’s Prize and Mrs. R. N. Sarma’s Prize for the candidate 
standing First in Practical and Theory were awarded to Kum. 
N. Rajeevi.

Concluding Function

Bringing the proceedings to a close, Dr. Raghavan referred 
to the special nature of the 41st Conference which was dedicated 
to the Birth Bi-centenary of Saint TyagaYaja and the plans drawn 
up by the Special Committee of the Central Sangeet Natak 
Akademi for the celebration of the event at different important 
Centres in India. He thanked Dr. B. Gopala Reddy for opening 
the Conference and the Central Akademi for the assistance for 
this network of celebrations as part of which the Academy’s 41st 
Conference was conducted as a Tyagaraja Bi-centenary Confer­
ence. He expressed the gratitude of the Academy to the whole­
hearted co-operation of the musicians, some of whom sang freely 
and some others gave part of their honorarium as donation to 
the Academy. He referred to the Experts’ Committee pro­
ceedings in which various aspects of Tyagaraja, his genius, 
compositions and teachings were dealt with by different musicians 
and scholars and also demonstrations of rare kritis according to 
different schools were given by Vidvans. He thanked all the 
participants including those from outside like Dr. Harold Powers 
from the-University of Pennsylvania and friends from Ceylon and 
particularly Justice Tambiah of the Supreme Court of Ceylon 
who participated in the Opening Function. Dr. Raghavan then 
referred to the Tyagaraja Exhibition organised in connection with 
the Bi-centenary Conference and thanked particularly the Madura 
Saurashtra S*bha for bringing the Walajapet Tyagaraja manus­



cripts. He mentioned the Conference Souvenir which carried a 
special Tyagaraja supplement and the Souvenir Sub-Committee 
and particularly the Treasurer Sri G. Narasimhan. He expressed 
the gratitude of the Academy to the authorities of the Govern­
ment of Madras and the Corporation. The Press had given due 
publicity to the work of the Academy and he thanked the Hindu 
especially for the coverage which they gave to the Expert 
Committee proceedings of the Conference. The All India Radio, 
at the request of the Academy, had relayed the afternoon concerts 
of the younger Vidvans also and Dr. Raghavan expressed the 
hope that the A. I. R., Madras would continue to encourage 
younger musicians in the coming years also by playing their 
concerts. He particularly mentioned how in spite of the heavy 
programme scheduled from early morning to midnight, all the 
participants, in the morning sessions as well as in the concerts, 
kept correct time and helped tl^e Academy to go through the 
schedule in a punctual and orderly manner. Lastly he thanked 
the public for their great response and their interest in the 
meetings of the Experts'’ Comtnittee^s well as in the concerts 
and their contribution to the success ofthe whole session and the 
Festival.

Felicitatioas
Dr. Raghavan then expressed the felicitations of the Academy 

to the South Indian musicians who recently received the Sangeet 
Natak Akademi Awards,

Condolence
He made a reference to the passing away during the year of 

the following musicians : Sangita Kalanidhis Ariyakudi Ramanuja 
Ayyangar, T. Chowdiah and Karur Chinnaswami Iyer; Sint. 
T. Jayammal, Madras Balakrishna Iyer, Annaswami Bhagavatar; 
and Pt. Omkar Nath Thakur.

Journal
He then announced the completion of the printing of the 

Volume XXXVIII of the Journal of the Music Academy and 
mentioned that owing to the cost of production and other factors 
it had been decided by the Academy that all those who desired a 
copy of the Journal should enrol themselves as subscribers, of the 
Journal ; it was given at concession rates to the Academy 
Members.
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Dr. Raghavan then announced that as part of the Conference, 
arrangements had been made for the presentation of the Divya­
nama and Utsava Sampradaya Kirtanas of Tyagaraja by those well 
versed in the Bhajana tradition on Monday the 1st January 1968 
from 8 a.m. to 12 noon under the supervision of Embar Vijaya- 
raghavachariar. Besides experts in Madras, Bhagavatars from 
Melattur and Tiruvayyaru and other places had also come for 
this special programme of Tyagaraja’s songs in the Bhajana 
Paddhati.

Sangita Kalanidhi Sri T. L. Venkatarama Iyer, President of 
the Aeademy, expressed his appreciation of the work of the 
Academy’s Secretaries who had made the Conference the great 
success that it had been.

There was then a group photo of the participants in the 
Conference and concerts.

THE TWELFTH DAY

Tyagaraja’s Divyanama and Utsava Sampradaya Kirtanas.

The programme arranged by the Academy as the final feature 
of the Bi-centenary celebrations in honour of the great Saint- 
composer proved the crowning function of the whole series. 
Before a large audience, Bhagavatars versed in the Bhajana 
tradition conducted Bhajana in the traditional style, beginning 
with the worship of Rama and Tyagaraja’s portraits, the setting 
up of the Lamp (Kuttuvilakku) and singing songs according to the 
prescribed order of the Bhajana Paddhati. The programme was 
under the supervision of Sri Embar Vijayaraghavachariar and was 
conducted by Sri Chintamani Ayyangar and his group from 
Madras and Sri Melattur Balu Bhagavatar and Nagaraja Bhaga- 
vatar from Thiruvayyaru, besides several others including Vidvans 
and amateurs who knew Utsava Sampradaya Kirtanas. Divyanama 
and Utsava Sampradaya Kirtanas of Tyagaraja were sung by 
Embar Vijayaraghavachariar, Sri S. Ramanathan, B. Raj am Iyer, 
Mannargudi Sambasiva Bhagavatar, Udayalur Rajagopala Sarma, 
Nori Nagabhushanam Pantulu and Sri V- Srinivasan, and 
Srirangam Gopalaratnam. Several members of the audience who 
could sing followed the Divyanamas to the lead of the Vidvans

$
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mentioned above. Melattur Balu Bhagavatar, following the 
practice of the Bhajana Paddhati, did dbhinaya for Entiaga 
numasukurani (Nilambari). Prasadam was distributed to the 
listeners at the end. Some of the musicians, old as well as 
young, were visibly moved by the whole function.

Members' Meeting

At 1 o’clock there was a meeting of the members and well* 
wishers of the Academy which was addressed by Sri T. T. Krishna- 
machari, Mr. James Rubin and Dr. Skeltor of U.S., and Justice 
Tambiah of Ceylon and other members of the Academy. The 
work of the Academy and its further development and the building 
up of the Academy's resources were discussed.



Mr. A. M. CHINNASWAMI MUDALIAR AND 
SRI SUBBARAMA DIKSHITARI THEIR CONTRIBUTIONS 

TO THE STUDY OF TYAGARAJA KRITIS

Dr. S. Ramakrishnan

1. The music loving public and musicians owe a deep debt 
o f  gratitude to Mr. A. M. Chinnaswami Mudaliar, m .a .,  and 
Sri Subbarama Dikahitar, two of the greatest personages of recent 
times (about 3/4 centuary ago) for their valuable contributions 
towards the cause of Carnatic music. Mr. A. M. Chinnaswami 
Mudaliar was the author of the famous and precious work ' The 
Oriental Music in European notation \  He was an official in the 
Chief Secretariat, Madras. He resided in Pudupet. But for his 
strenuous exertions and munificence we would not now be 
in possession of the most valuable of treatises on music ever 
published, namely the great * Sangeeta Sampradaya Pradarsini ’ 
by Sri Subbarama Dikshitar.

2. Mr. A. M. Chinnaswami Mudaliar laboured hard, made 
many sacrifices to satisfy the greatest ambition of his life, viz., to 
callect and publish authentic versions of the compositions of the 
great masters like Tyagaraja in notation, creating, so to say a great 
reservoir of musical compositions for the benefit of all the then 
musicians and the coming generations of musicians enabling them 
to learn the compositions as a language by sight. He chose to 
publish them in European notation so that the people of the 
Occident also could learn these compositions in Carnatic music.

3. In order to achieve the noble object Mr. Chinnaswami 
Mudaliar started his quest for the collection of the compositions 
of the great Tyagaraja. He contacted all the then leading 
Vidwans belonging to the three main schools of pupils of Tyaga­
raja and also other leading Vidwans of any reputation. He 
examined all the manuscripts he came across and heard the 
various versions as sung by the Vidwans. In most cases he found 
only the Sahityas written and the Dhatu not furnished at all and 
if furnished lacking in notation and exactness.



4. At last he found satisfaction in the versions of the com­
positions of Tyagaraja in the manuscripts maintained by the 
Walajapat Bhagavatars. He learnt that these munuscripts were 
written even during the life time of Tyagaraja and the render­
ings met with the approval of the great master. They were written 
in a simple notation of some sort and the writing was very legible 
and neat. Mr. Mudaliar then managed to collect about as many 
as 600 compositions from these Walajapet manuscripts.

5. Mr. Mudaliar now started publishing these collections in 
his * Oriental Music in European Notation in instalments as a 
periodical and the price fixed by him per page was one anna. 
For this purpose Mr. Mudaliar started a press of his own and 
installed his brother Mr. Ayyasami Mudaliar to be in charge of 
the press work. More than 60 compositions were published in 
about 11 months, to be detailed presently.

6. In 1898 Mr. Mudaliar was invited to attend the Corona­
tion of the Maharaja of Ettayapuram, where Sri Subbarama 
Dikshitar, the renowned and the greatest authority on Carnatic 
music, was then the Samsthana Vidwan. Mr. Mudaliar took 
this opportunity to try and secure from Sri Subbarama Dikshitar 
all the famous compositions of Sri Muthuswami Dikshitar, for 
publishing them also in His ' Oriental Music *. When approached 
through the Maharaja, Sri Subbarama Dikshitar pointed out to 
Mr. Mudaliar, how it was a futile attempt to publish the Kritis 
in mere Srgm. or staff notation, since the Carnatic music was of 
the melodic type involving the various subtle characteristic shades 
and bhavas of the ragas. In the end Sri Subbarama Dikshitar 
was persuaded to do something in the matter. Mr. Mudaliar 
then learnt all the gamakas and other features of Carnatic music 
from Sri Subbarama Dikshitar, and together they coined apt and 
adequate symbols and signs for all the gamakas. On the advice 
of Sri Subbarama Dikshitar Mr. Mudaliar suspended temporarily 
the work on his ‘ Oriental Music ’, and instead they planned to 
publish all the famous compositions of Sri Muthuswami Dikshitar 
along with those of other famous composers in Telugu script in 
Srgm. notation using the various gamaka signs and symbols 
evolved by them. Thus the great and most precious of all 
treatises on music ever published, the ‘ Sangeeta Sampradaya
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Pradarsini \  a reservoir, so to say, of all the great compositions 
of Sri Muthuswami Dikshitar and others, came into existence and 
was out for the public in 1904. Unfortunately Mr. Mudaliar lost 
his sight, health, had spent most of his fortune and did not 
survive to see this publication so much cherished by him.

7. Sri Subbarama Dikshitar later as advised by the Maharaja 
published in 1905 for the use of beginners a * First Step *, 
* a Primer * or a ' Balasiksha * as the book was called, since it 
was found the large ' Pradarsini ’ was too difficult for the 
beginner to understand and follow. In this Primer Sri Subba* 
rama Dikshitar, in the later pages, has furnished the renderings of 
24 compositions of Sri Tyagaraja—of these 23 are from among 
those already published in staff notation by Mr. Mudaliar in his 
‘ Oriental Music '. They are exactly the same in all details, letter 
to letter, swara to swara. We thus see Sri Subbarama Dikshitar 
also considered only the Walajapet renderings as authentic 
versions of Sri Tyagaraja compositions. I have accordingly 
taken the extra 24th piece also as a correct Walajapet rendering. 
I may here mention that Sri Subbarama Dikshitar has given the 
famous composition 1 Koniyadina na pai ’ in Kambhodi by Veena 
Kuppaiah in this Primer. I have compared this rendering with 
that published by Tiruvottiyur Tyagaiah in his ' Pallaviswara- 
kalpavalli' and find both the renderings exactly the same in all 
details. -

8. Here I may be kindly permitted to mention the remarks 
of Sri Subbarama Dikshitar on page 129 of his Primer about the 
ragas Sindhuramakriya and Kalavati mentioned as Janyas of the 
15th and 16th melas respectively, whereas they really come under 
the 45th and 31st melas respectively according to the Venkata- 
makhi tradition. Sri Subbarama Dikshitar wonders how this 
mistake could occur. He mentions that Sri Tyagaraja was the 
the disciple of Sonti Venkatasubbaiah who was in his turn the 
disciple of Muthu Venkatamakhi, and believes that the wrong 
names of the Ragas could not have therefore emanated from Sri 
Tyagaraja. Sri Subbarama Dikshitar also says that there was 
a tradition that Sri Tyagaraja never mentioned the true names 
of Ragas for his Kritis to his disciples. No doubt he was such a 
genius that he coined extempore several new Ragas and attractive
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melody types for his compositions. Sri Subbarsma Dikshitar also 
tells that he has heard from his elders, how-when Dikshiftr onoe 
met Tyagaraja, the latter expressed th’atjthc Ragas for the compo­
sitions must be kept secret and not divulged to the sishyas. Also 
Mr. Mudaliar told Sri Subbarama Dikshitar that except in the 
case of Prasiddha ragas, the respective Ragas for the kritis in them 
were named and tabulated by Pedda Singaracharyulu.

9. In addition to the 24 compositions printed in the Primer, 
Sri Subbarama Dikshitar has given us in his 'Pradarsini’ the 
renderings of the kriti ' Dayaleni ’ in the raga Nayaki and 4 of 
the Pancharatnas of Sri Tyagaraja. These five compositions miy 
also be considered as correct rendering of the Walajapet type.

We thus have on the whole in * Oriental Music’ 63 kritis 
(+3  incomplete); in ‘ Pradarsini’ 5 kritis and the extra 1 in the 
Primer, in all 69 compositions as authentic Walajapet versions. 
Among the several compositions in * Oriental Music ’ we have 
(a) several rare pieces and a great many major compositions 
bristling with sangatis like Cberaravademira in Ritigowla, 
Chethulara in Kharaharapriya, O Rangasayi in Kambhodi, Doru- 
kuna in Bilahari, Karuvelpulu in Kalyani, etc. (b) In the kriti 
Karuvelpulu the sangatis are many and very elaborate. The 
pallavi is first rendered with five sangatis and then followed as 
usual by the anupallavi with all its own grand sangatis and the 
pallavi is once again taken and more than a dozen sangatis 
are given before the charana is taken. Lastly 2 cittaswaras are 
appended, both by Venkatramaua Bbagavathar. (c) The kriti 
Chethulara is rendered in Kharaharapriya whereas now-a-days we 
usually hear it in Bhairavi. Mr. Mudaliar in a foot-note declares 
that the Kharaharapriya rendering is the correct version, (d) Beauti­
ful chittaswaras have been appended to the kritis Thappibradiki 
in Thodi, Cheraravademira in Rithigowla, Sogasuga in Sriranjani, 
Raghupate in Sahana, Marlyada gadura in Sankarabharanam, 
Dorukuna in Bilahari, Ninne bhajana in Nata and Karuvelpulu 
in Kalyani (two swaras). Mr. Mudaliar mentioned that these 
chittaswaras were composed by Venkataramana Bhagavatar 
with the approval of his Guru Tyagaraja. (e) The collection 
includes 3 compositions from Prahlada Bhakti Vijayam, which 
are Varidhi in Thodi, Vandanamu in Sahana, Nannu brovakanu in 
Sankarabharana; and 5 Divyanama.kirtanas which are Pahi Rama
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in Kharaharaprijya, Brochevarevarura in Sriranjani, Sarvaloka ia 
Huseni, Ramarama in Sahana and Paripalaya in Sankarabharana. 
(f) The 3 compositions Maryada kadaiya in Bhairavam, Kali- 
narulaku in Kuntalavarali and Sive pahi mam in Kalyani are 
incomplete, only the pallavis being furnished. Among these the 
rendering of the pallavi of Sive pahi mam is entirely of a different 
form from the rendering we hear nowadays. In the case of 
Manasa elulorthune in Malayamarutam the rendering of the 
pallavi is found different from what we hear nowadays, (g) In 
addition to these Tyagaraja Kritis, Mr. Mudaliar has also 
printed several rare compositions of other composers like 
Muthuswami Dikshitar, Subbarama Dikshitar, Margadarsi Sesha 
Iyengar, Arunachala Kavirayar, Gopalakrishna Bharati and 
others.

10. It is a matter for regret that all the manuscripts of 
Mr. Mudaliar containing 600 and odd compositions collected by 
him have been completely lost, probably destroyed by people 
into whose hands they fell and who did not know their value. 
I am now submitting a true copy of all the compositions of 
Tyagaraja in the ‘Oriental Music’. I have written them in Tamil 
script adopting the usual present day Srgm. notations. I have 
included therein also the compositions of Tyagaraja found in 
Sampradaya Pradarsini and the Primer of Subbarama Dikshitar 
as detailed above. I now appeal to the Music Academy to 
publish immediately all these available 69 compositions of the 
Walajapet tradition in a book form as a first instalment, and take 
up the task of securing all the available Tyagaraja Kritis of the 
Walajapet rendering and publish them for the benefit of musi­
cians and lovers of music. Surely this will be the best service 
rendered for the memory of the great Tyagaraja. 1 thank the 
Academy for having asked me to give a brief account of the 
valuable labours of Mr. A. M. Chinnaswami Mudaliar and Sri 
Subbarama Dikshitar for the cause of music providing us with 
the authentic versions of the compositions in their Oriental Music 
in European notation and Sangita Sampradaya Pradarsini and 
its Primer.
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SRI TYAGARAJA*S INFLUENCE ON MODERN MUSIC 

V id van Sandhyavandanam Srinivasa Rao

Revered President, Dr. Raghavan and friends,
I am grateful to this great Academy for giving me an 

opportunity to participate in the Bi-centenary celebrations of 
Sri Tyagaraja. Please permit me to read out extracts from the 
speeches of Late Sangeeta Kalanidhi T. V. Subba Rao on the 
greatness of Sri Tyagaraja.

“ It must be a matter of the greatest pride and glory for 
South India that, unlike other arts and branches of knowledge 
which have suffered neglect and deterioration, music has been 
progressively developing in its power to bless and enlighteg 
mankind. If the credit of this unparalleled achievement belongs 
to any one composer more than another, it is unquestionably to 
Sri Tyagaraja. In the hundred years that have elapsed since his 
mission on earth was fulfilled, the admiring world grew impatient 
of any music that was not his. The force of a mighty and soulful 
personality breathing through every song, the intense religious 
fervour, the irresistible appeal of the sentiment of divine love and 
tender pathos, the inimitable charm of poetic diction and 
thoughts of limitless suggestion, the matchless beauty of music 
true to nature and daring in invention and as captivating to a 
child as to the sophisticated savant, the triple confluence of 
bhava, raga and tala into a single flood of rapturous music, the 
element of delightful surprise with which the sangatis are 
developed in perfect harmony with the varied implications of 
bhava, the reflection of every kind of experience common to 
mankind, clear presentation in brief compass of the teachings of 
scriptures, commendations of music as divine art easily capable 
of yielding the ultimate bliss, the supreme message exhorting 
mankind to earn the grace of God by love and service, have all 
contributed to make his songs unsurpassed as treasures of the 
finest music, poetry, religion, ethics and philosophy.

I may be permitted to epitomise the lofty encomium in the 
traditional dictum “ Tyagocchishtam sangeeta jagat sarvam ” 
Please permit me to read out two other paras of the same speech.



*' It must not, however, be overlooked that the outstanding 
merit that has made his compositions vastly superior to those of 
other composers is the quality of music in them. Only he knew 
the secret of putting much music into a few syllables. In all 
forms of high class music, there should be a minimum of words and 
a maximum of music. A syllable with its vowel extensions should 
be made to absorb large sancharas of the raga. When to this 
advantage are added the variations of the musical phrases by way 
of sangatis, it will be seen how much more is the proportion of 
swara to the syllable. Study the songs “ Koluvaiyunnade ” in 
Bhairavi and “ Najivadhara ’’ in Bilahari in this context and you 
will find my point amply illustrated. The extensive scope for 
pure music in compositions of like nature makes them highly 
attractive. Let modern composers take heed if their creations 
should have a chance of survival as good music, they should see 
to it that there is less matu and more dbatu in their pieces. If 
they persist in their tendency to expand words in concert music 
their prabandhas may perhaps live as literature but not as songs 
of classic worth.

“ The extraordinary capacity of Tyagaraja for stretching a 
single akshara to take into it a large sanchara of the raga is the 
result of infusing the spirit of the pallavi into the structure of the 
kirtana. The freedom of improvisation inherent in his composi­
tions coupled with the remarkable originality of the varnamettu, 
has made them the main items of a concert. Before the era of 
Tyagaraja, raga and pallavi used to form the bulk of the kutcheri. 
After him they were gradually relegated to the background and 
his songs have occupied the pride of place as the embodiments 
of every element of musical excellence.’’

As it is now well over a century since Karnataka music came 
under the spell of this great Vaggeyakara it should be an interest­
ing study to estimate the influence it has wielded.

As I wish to place before you certain observations likely to 
be misunderstood I may be permitted to submit to you that I am 
second to none in my devotion to Tyagaraja.

Is the wealth of Karnataka music preserved and handed 
down to posterity ? What became of those classics from which 
the classical Trinity derived their inspiration ? What happened
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to the Lakshaoa Geetas, Prabandhas and Sooladis which were 
assiduously cultivated by musicians of the previous generation, 
like Muthiah Bhagavatar and his contemporaries? They are no 
longer to be heard. The wealth of music embedded in them can­
not easily be revived. That is because all teaching and learning 
of music was confined to those kritis and compositions that 
would be handy in a katcheri. This resulted in the obliteration 
of the very sources of inspiration from which the Trinity had 
drawn in abundance. The katcheri pantba has come to be full of 
kritis with brief alapana and a few swaras ; earlier the emphasis 
had been on elaborate exposition of Raga alapana, Tanam and 
Pallavi -  when the concerts of the South were very much like the 
concerts of Hindustani music where two or three Ragas only 
figure in a katcheri -  with plenty of scope for Manodharma- where 
music is pure and unalloyed-wordless, soulful. Unless our 
katcheries are remodelled -  where exposition of Ragas in dll 
elaborations will be the main feature, the taste of the Rasikas 
may not be elevated to receive the message of Gana Rasa. Too 
many compositions and particularly so where the majority of 
them contain devotional recitative items, there is an undue pre­
dominance of sahilya. The ready appeal of Tyagaraja’s immortal 
kritis with their madhyamakala sangatis has dominated the 
mind of exponents of music and the Rasikas. This saulabhya of 
Tyagaraja is so universal that no other kriti has much chance of 
survival. The compositions of Dikshitar, Syama Sastri, Swati 
Tirunal, Purandara Dasa, nay every other kriti is converted into 
the pattern of Tyagaraja kritis (Makelara, Rama nive etc. 
Ninna nodi) by the performers with all the limitations of their 
equipment, exigencies of their voices and an unmitigated zest for 
dressing upto ‘ rakti level ’.

I am dismayed at the fate that has befallen all the new kritis 
of Dikshitar. The simple devotional kritis of Purandara Dasa, 
Annamacharya and most of the modern compositions are but 
helpless re-casts into the models of the great Tyaga Brahmam. 
This denudes the wealth of variety in the creations of other 
masters. Indeed, even the kritis of Tyagaraja are tampered with 
in three ways. Firstly, their musical content is altered. (Give 
examples: Etula brotuva, Vara raga layajnulu.) Even with 
modern sangatis, * kala pramana’ should not be altered.
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Secondly the over-conscious effort to emphasise the words by 
those who know the sahitya and their import; thirdly eschewing 
all attempts to sing compositions of Vilambakala where ‘asu’ 
and not sangatis are prominent -  for instance kritis like Rama- 
bana, Nadopasana, Adya sri, Etavuna, Noremi, Giripai, Endu 
daginado and a lot of other kritis. We should re-dedicate ourselvets 
to keep the music of Tyagaraja pure, as also the styles and 
dictions of other great composers quite apart, and their musical 
setting kept individually apart.

Another unfortunate result is the undue emphasis on Sahitya 
in art music (Illustrate Sahitya Pradhanya renderings Raghu vara 
nanuu ma -  rava laguna; Avivekama). This unfortunate trait 
of listening to sahitya and trying to get food for literary thought 
even while listening to art music made the listeners unduly sahitya- 
conscious. I know a great poet of Andhra who dramatised the 
rendering of the kritis in prose order. The Kannadigas lost 
Sooladis and Dasar Padagalu and reduced them to merfe words 
because of this unfortunate habit. I appeal to all lovers of art 
to listen to raga and tala in music primarily and bestow only 
secondary thought to words while listening to their musical 
rendering. Examining the text for their import should be a subse­
quent study.

Another influence of Tyagaraja is the emergence of ‘Vinta 
Ragalu ’ -  mere scales like Kapinarayani, Nalinakanti, Bahudari, 
Pratapavarali, Kuntalavarali which by the magic touch of the 
great composer yielded poems of lasting melodic worth. These 
scales were treated as if they were ragas full fledged. To-day 
we have the problem of Ati-vinta Ragalu in such abundance that 
real Ragas which are like jeeva-nadis of perennial melodic beauty 
are slowly getting effaced, nay, a few are already destroyed 
(Manji, Narayanagaula, Gauri, Mangala Kaisiki) and a few are 
disappearing under our nose so to say-ragas like Gaulipantu, 
Pharaz, Huseni, Surati, Nayaki, Sri and others. The simple 
but elegant framework of Tyagaraja inspired most of the later 
composers in venturing into fields and pastures anew. But the 
Vivadi melas have come to stay. The basic principles of Vadi 
and Samvadi, Alpatva and Bahutva, Graha, Amsa and Nyasa 
for scales were not carefully applied so that the abundance of
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Ragas that cannot live for more than a season is most astounding. 
(Too many svaras -  ragas as in Hindustani music -  they come 
and go.)

The Ati-vinta Ragalu may capture the mass mind for a While 
and may soon cease to interest them but as bad coins, they drive 
out good coins which are the good old rakti ragas. The dismal 
phenomenon expressed to me by a famous musician “ Todi 
Bbairavi rasikka mattengarale Ayya! ” "A  place for every 
thing and every thing in its place.” We should give the scales 
only the due place due to them : Auchitya as seen in the kritis of 
Patnam Subrahmania Iyer, Poochi Iyengar, Vasudevachar, Veena 
Kuppier, Muthiah Bhagavatar, Papanasam Sivan and a host of 
others. New Ragas and new melodic poems have emerged enrich­
ing our music: Sunada Vinodini, Valaji, Devagandhari varna and 
Dayavati Tillana by Sri N. S. Ramachandran, Ranjani Tillana,* 
Kritis in Jenjhuti, etc. New additions of great musical worth 
are the most welcome results of Tyagaraja’s great works.

In the compositions of modern authors the influence of 
Tyagaraja is pronounced. Unless there is evidence of new forms 
of melody and music and an individual peculiarity, new composi­
tions having just new words cannot last long. But as Tyagaraja. 
composed and said “ 'Valmeekadulu pogadina nayasa teeruna 
all those with the gifts of Vaggeyakavita will undoubtedly com­
pose. But we should apply the doctrine- ” Pareekshyanyatarad 
bhajante ”. This should be done from the view-point of musical 
worth independent of the status of the composer. Mere imita­
tions with a few sahitya syllables are a waste and when they are 
backed up by power and wealth, they lure us away from the songs 
of real worth. Another culpable practice with most composers is- 
(pardon me for saying that some of them claim to follow the 
footsteps of the great master Tyagaraja himself) that they teach 
their own compositions -  and leave their students to learn the great 
musical classics from others.

There has to be well-planned reform of musical training in- 
our system of education at least in the institutions so that all the 
kritis of Tyagaraja, Dikshitar and Syama Sastri are taught as 
also the good old lakshana geetas and the compositions of other 
masters as well. (Kuppuswamiah, Seshayya, Doraswami Iyer,
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Arunachalakavi, Gopalakrishna Bharati). The most important 
aspect of Tyagaraja’s compositions is that they yield the basic 
principles of rakti of Raga, Tala and Sahitya in an unprecedented 
manner. So it must be said that even as all arts aspire towards 
the condition of music, all the kritis aspire towards the condition 
of Tyagaraja kritis. I humbly appeal to contemporary Vaggeya- 
karas to create compositions specially meant for various instru- 
ments instead of doing kritis and kritis time and again with little 
that is original or great either in Sahitya or Sangita. I pray to 
Sri Tyagarajaswami to bless us with the real grasp of Gana Rasa, 
be they exponents, composers and rasikas. May the dark clouds 
of decline in taste soon yield to the bright sunshine of Pranava, 
the sapta swaras and the Atmananda which a Jeevanmukta is 
supposed to have.
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IN F L U E N C E  O F  T R A D IT IO N A L  M U S IC  O N  T Y A G A R A J A

Y. Satyanarayana

The emergence of the portrait of a hero as a Composer is 
not sudden and surprising. Years of strenuous struggle, untiring 
bard work, extensive experiments with new forms make a great 
composer like Tyagaraja, who is'well known for his sincere 
approach and devoted attention to music. He utilised music as 
an instrument for spiritual realization on the concept of yoga. 
Born of a genealogy of scholars and musicologists, Tyagaraja's 
greatness lay in a marvellous blending of Sahitya and Sangeeta.

He was a poet, saint and philosopher combined in one. He 
lived upto his ideals and did not crave for the riches and 
pleasures of the world. Swara raga sudha or the nectar on the 
sieves in the form of "sound of music” served as a vehicle for 
his spiritual fulfilment. While doing this great work finding new 
meanings for the existing melodies, Tyagaraja excelled all other 
composers of his time and lifted both the diction and rhythm of 
Karnatic music to a higher level of emotional satisfaction. 
Tyagaraja was a product of his times where great music flourished 
not only in the royal courts of princely patrons like the Maratha 
kings but also in each and every home of South India. The saint 
poet derived inspiration from the existing sources. For this he 
never left the tradition either in music or the literary lyrical 
composition. In him we find a rich blend of Sangeeta and 
Sahitya like colour and fragrance blossoming in a newly opened 
flower with its roots well laid in the soil.

Tyagaraja’s achievement of blending music with words and 
impregnating the song with a high aesthetic appeal is unique. 
That is why Tyagaraja kritis depict various emotions and evoke 
different rasas. Here is an illustration of the point “ Vaakyam 
rasatmakam kavyam.” "Even a single utterance packed with 
emotion can be a good poem.” He employed the mellifluous 
Telugu language to portray various sentiments and emotions. In 
this he had been inspired by saint poets like Vemana and Potana
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and the pioneers of devotional music, like Ramadas, Tumu 
Nrisimha Das, Venkatadri Swami and other composers.

In the short scope of this paper, I would like to trace some 
of the influences on our composer of Traditional and Devotional 
Music already in existence. Just like literature, music also had 
two definite divisions of the classical and the traditional styles 
(Marga and Desi). In this paper, I would limit myself to <the 
probable influence of traditional music of Tyagaraja’s time, 
i.e. of the Desi music. Traditional music existed in 
different forms. Tyagaraja derived inspiration from devotional 
music only. This again existed in different forms, temple 
music, ritual music, folk songs etc. These folk music patterns 
had no authorship and the texts as well as their musical 
renderings were passed on from person to person. These songs 
became popular particularly among women-folk. Whenever there 
was an occasion to celebrate like the birth of a baby, wedding of 
a girl, a farewell party to a bride, it called for singing and 
rejoicing. People sang to their hearts’ content and the tuneful 
notes and the sentiments expressed therein evoked great 
emotional responses and the songs lived for ever. Traditional 
music also found its ready response in the community group sing* 
ing like the Bhajan Sankirtana by saints and mendicants through­
out India; a rich tradition of Bhajana Sampradaya Paddhati 
evolved in South India. This was dealt at length by Dr- Raghavan 
in his Patel Memorial Lectures on the Saint-Composers of India. 
Tyagaraja being a great devotee of a personified God like Sri 
Ramachandra followed this Bhajana Sampradaya Paddhati. He 
not only sang the Lord’s name in his prayer room but followed 
these songs in his wanderings while indulging in Uncha Vritti of 
a true devotee.

It was customary to chant the names of God in musical and 
melodious tunes. For this the devotees in groups repeat different 
Variations of Rama Nama and Krishna Nama in different Ragas 
and Talas. Tyagaraja, while following this tradition, composed his 
own versions of Divya Namavali, which abounded in poetic expres­
sions and emotional content. But he strictly followed the original 
musical form with its rhythm, melody and raga element remaining 
undisturbed. Here is an example of such a Divya Namavali— 
The song is in Madhyamavati Raga and the text is full of simple 
mellifluous words and liquid sounds starting with “Nagu momu."



The melody and rhythmic pattern of this simple song reminds 
one of a popular lullaby in Telugu cast in the same raga and. the 
same rhythmic movement. “ Eduvaku Eduvaku Verri Na Tandri 
EdisteyNinnevarettu Kuntaco.” . This lullaby is known to every 
mother in South India and this is the first song that is used for 
fondling a baby and lulling her to sleep. This musical pattern 
has been shifted to Bhajana groups in the form of Namavali.
“  Sree Rama Jaya Rama Sringara Rama *’—instead of repeat­
ing the same Namavali, Tyagaraja has given a new dimension to 
this single rhythm by packing the song with emotional contents. 
Another instance of ceremonial songs sung is the Unjal sohgs. 
These are sung while giving a swing in the traditional ritual of 
temple music often played by Nagaswara Vidwans while sending 
the principal deity to swing in Pavvalimpu Seva etc. There are 
many Unjal songs (cradle songs) written by Tyagaraja and some 
of them were composed in the Raga Nilambari to evoke the * 
•* swinging mood ” . Tyagaraja’s famous compositions in Nilam­
bari like Vuyyalalugavayya directly remind us of the traditional 
songs. But in another composition like “ Ennaga Manasuku 
Rani ” one is reminded of the popular Jola-patalu in Telugu. 
We find the evidence of a genius at play while completely chang­
ing a stereotyped strain into an exquisite song of lyrical beauty 
which is amenable to immense variations for improvisation, 
embellishment and enrichment while rendered by a capable 
Vidwan^/l shall give another instance of popular farewell song in 
Sahana, when the bride is given farewell by the parents.

The sound echoes the sense, both the Sahitya and Sangeeta 
are extremely suited to echo the sentiments of painful separation 
when the parents send off the daughter. The very same pattern— 
Raga and rhythm has been used by a clever composer like 
Sarangapani to impart a new meaning to this song as sung by a 
Parakiya Nayika who acts as Abhisarika. It has attained a new 
dimension in the famous Sarngapani Padam — Attavarintiki. 
Any amount of possibility is there for its interpretation by 
Abhinaya, in the form of Padam.

Sahana was one of the favourite ragas of traditional music, 
which was dear to Tyagaraja. One composition which excels 
others is Vandanamu Raghunandana. Tyagaraja while taking this 
rhythmic pattern and the melodic theme and incorporating it into
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his Opera ‘ Prahlada Bhakti Vijayam’ has giveo another new 
orientation to this popular melody and used music to serve as the 
best vehicle of Bhakti and an unsurpassed piece of divine 
approach.

By the magic touch of a great musician, even a dry repeti­
tion of a ceremonial song finds a new interpretation with rich 
colour and variation. Here is an instance of the usual wedding 
song sung by women-folk at the time of consummation * Sita- 
kalyamme vaibhogatne'. This folk song in the Raga Navaroz 
has its own charm of a simple unsophisticated tune but by its 
constant repetition causes a feeling of nostalgia to the listeners. 
A master-mind like Tyagaraja can take such a tune and transform 
it into a totally different form of musical prayer profound with 
meaning and rhythmic beauty. Wedding songs were rich sources 
of inspiration for .the composers of the time. They took inspira­
tion from such musical designs and galvanised them into powerful 
media of devotional expression.

Another instance can bo given of a popular Raga of traditional 
music. This Raga is often heard in the group-singing of Bhajana 
choruses, Veethi Bhagavatams and in the traditional folk-songs. 
This is the popular Ananda Bhairavi. Ramadas has made use of 
this Raga and composed fine songs like 'Paluke bangaramayend’ 
to give full scope for the entire lyrical element of this Raga.

* Tyagaraja composed very few songs in this Raga; but he used 
it in his Bhajana Sampradaya Kirtanas.

Here is an instance of such a meticulous use of this popular 
folk melody by Tyagaraja: “ Rama Rama nJ varamu ” in
Ananda Bhairavi sung as Divya Namavali. This not only 
reminds one of compositions by Bhadrachala iRamadas, but also 
of some anonymous folk composers of the time.

Tyagaraja had the heritage of great composers behind him. 
He readily laid hands on this treasure-house of traditional music 
and whichever form ho borrowed, he gave a new life and new 
variation. These bland forms sung ad nauseam in Bhajana groups 
metamorphosed themselves into colourful style and beautiful 
form with the magic touch of Tyagaraja.

$
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Here ii an instance of a Tarangam composed by Narayana 
Tirtha Yati. The song is usually sung in Devagandhari and 
repeated umpteen times. [Saranam bhova.]

Look at the same theme in the same raga in the mellifluous 
Telugu words electrified by the highly dynamic touch of 
Tyagaraja, Na moralakimpavemi —in Devagandhari.

Here also the words are repeated but each repetition opens 
up a new vista of rhythmic expression of the melody content.

Another instance can be given of the inspiration Tyagaraja 
derived from contemporary composers like Tumu Narasimhadas. 
It is said when Tumu Narasimhadas visited Tyagaraja and heard 
him singing his own compositions, he was more than overwhelmed 
and showed his deep sense of appreciation by composing this 
verse in tribute to Tyagaraja’s genius.

Vinaya satsampad vivekamul kanugonti 
Srlramapadabhakticelvu ganti,
Yajunakandarani yanubbavambunn ganti, 
Tanmayatvambatma tanara ganti,
Arasi kanugonti Tyagarayaryunandu, 
ilanu sadgunapunyamimkenni yaina, 
DivyamahimatiSayamulu tejariluta 
Ganti harsabdhi nolaladucunti madini.

Tyagaraja incorporated into his operas all the ‘Sevakirtanalu* 
composed by Tumu Narasimhadas. He took either their literary 
form or musical form and fitted them into his own context to suit 
his special needs. The numerous Utsava Sampradaya Kirtanas 
etc. can be quoted as examples. E.g. Heccarika Sri Rama of Tumu 
Narasimhadas and Heccarika rara of Tyagaraja, both in the same 
Yerukuka Kambhoji, Jhampa. One very significant vogue in the 
traditional Natakas of the period was to have all the Seva 
Kirtanas like Elas, Lalis, Heccharikas, Pavvalimpu or the like to 
be listed at the end of the opera. These were usually performed 
in the temple by way of ritual music. Instances can be given of 
live performances of musical plays, like Sankara Pallaki Seva 
Prabandham, Vishnu Pallaki Seva Prgbandham, Sundaresvarg
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Vilasam, Ekanta Seva Vilasam etc., of the time composed by 
writers like Sahaji of the Dhosla Dynasty who ruled over Tanjore 
a few years before. There were other composers like Melattur 
Venkatarama Bhagavatar. Tyagaraja seems to have borrowed 
such popular songs more from composers like Tumu 
Narasimha Das, Bhadrachala Ramadas and others. In certain 
instances, Tyagaraja took the texts as well as the musical 
patterns. Here is an example of the famous Heccharikaga raga 
in Yerukula Kambhoji. The same song had a different text by 
Tumu Narasimhadas but was sung in the same raga.

Another traditional impact was of the ceremonial songs and 
compositions. The most popular versions of these songs are in 
the form of Melukolupulu or the songs that were used for arous­
ing the sleeping deity in the early hours of the morning. These 
were sung or performed on Mukhavina or Nagaswaram in the 
temples. The raga patterns are uniform either in Bauli, Bhupala, 
Saveri or Mayamalavagaula. Tyagaraja composed several songs 
of this nature in the same raga patterns.

In the ceremonial rituals that are performed in the South 
Indian temples, there are many ritual songs to suit each and 
every ceremony starting from the small hours of the morning to 
the later hours in the night. Tyagaraja has been influenced by 
more or less all of these song patterns and he incorporated them 
into his two operas. One can find any number of examples to 
show similarity of these song patterns either in the Sahitya or 
the Sangita pattern. Besides worship in the temples every 
home has its family idol and the pujas are performed according to 
the shodasha upacharas or 16 types of ceremonies. Tyagaraja 
alludes to this in his kriti.

There is a Mangala Harati song which is sung at the end of 
the day’s ceremonial worship in a Siva temple. The Harati is a 
popular folk song set up in the Surati Raga.

Tyagaraja used this in his opera Naukacharitram as a con­
cluding piece. It was customary to use and wind up any function 
with a ceremonial song in Surati. Adi-Nata, Antya-Surati was the 
tradition.

Here one can find this song particularly appealing to the 
musical mind. Please watch this ' Antaragandhara prayoga ’ in
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the beginaing at “ Ghallu ghalluna pada ” , and when it reaches 
the upper octave, it has Suddba Gandhara prayoga. This 
peculiar style of singing ‘ Surati ’ in those days was in vogue and 
crystallised in this one popular song form.

Tyagaraja while adapting this as the concluding piece in his 
opera gave a golden touch and imbued it with a colourful rhythm- 
Any number of instances can be quoted to show how Tyagaraja 
while following the rich traditions of old completely changed 
the original alloy of gold into a fine jewel of exquisite splendour 
and grandeur.

To sum up, Tyagaraja had the unique fortune of having a 
treasure house of traditional music and folk music which had 
manifested itself into simple patterns of song and rhythm- The 
song styles and melody patterns that appealed most to Tyagaraja 
were in the traditional music of the time. These sources can be 
classified under three heads:—

(1) The ritual music of the temples~which found expres­
sion in the musical plays of the time and in the 
form of Utsava Sampradaya Kirtanas etc.

(2) The group singing pattern of Namavali Bhajana songs- 
etc., performed in Bhajana Mandalis called * Bhajana 
Sampradaya Kirtanas ’ and Divya Namavali;

(3) and traditional folk songs sung by women folk in 
social functions like wedding ceremonies, griha pra- 
vesha ceremonies, nuptials, simantam etc.

Tyagaraja freely borrowed from all these three rich sources 
and wove his own superb patterns of colourful tapestry with 
intricate improvisation.

The three ingredients of classical Karnatic music—improvisa­
tion, infinite variety of melody and the emotional appeal are 
found in their pristine purity in the devotional and folk 
songs of traditional music. A dexterous hand like Tyagaraja's, 
with its magic touch, endowed these simple musical expressions 
with new meanings and new colours to shed their light in ever 
shining splendour and variety.
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KRISHNALILA PRASANGA IN THE KIRTANAS
OF PURANDARA DASA AND TYAGARAJA 

! By Asthana Vidvan N. Chennakesaviah
^  **&!*!%** a f t W 1  ^  ^STHJWI: I 

HI H HW E<4! II

“ That Childhood splendour, that lotus visage, that kindness, 
those playful looks, that beauty and that smile, really they are 
not to be found in other Gods,” thus praised a great devotee his 
ideal, Sri Krishna. To the Vaishnava devotees all over India 
Sri Krishna has been the Godhead for meditation, his delightful 
activities the theme of their discourse, and intuitive perception 
of him their greatest ambition. Thus they lived and taught for 
the benefit of humanity. Of the ten incarnations of Vishnu we 
may say the Krishnavatara has been the most attractive to the 
Bhakta. While his delectable childhood plays, his adolescent 
frolics, his music on the flute and his sport with Gopis on the 
banks of the Yamuna, naturally charm the devout, his other 
super-human Illas like Putarmsamhara, Kaliyamardana, Keshi- 
mathana, Govardhanoddhara, Rasakrida and Kamsa Vidhvamsana 
proclaim his Omnipotence. Purandaradasa had his birth in the 
Vaishnava section of Brahmins, accepting Hari or Sri Krishna as 
the sole Godhead while Tyagaraja took his birth in the Smarta 
sect proclaiming the Advaita cult, but had his personal leanings 
towards the Bhakti school. Both were devotees of Hari, both 
great Vaggeyakaras and both have shown to posterity the way in 
Kriti composition. Both of them have endowed the world of 
Kamatic music with a great heritage in their immortal composi­
tions. The purpose of this paper is to have a bird’s eye view of 
the manner in which the two great Vaggeyakaras have handled the 
theme of Krishna-lila-prasanga in their Klrtanas.

Purandaradasa belongs to the Vaishnavite school of Bhakti 
and Sri Krishna is his Upasanamurti. The spread of Krishna- 
bhakti was his mission in life. To fullfil this, he composed 
klrtanas in popular Kannada set to simple music and through 
them propagated the Bhakti cult. Tyagaraja on the other hand 
inherited the tradition of Ramayanaparayana and Ramabhajana



and naturally chose Sri Rama as his ideal Godhead. As a conse­
quence Purandaradasa composed largely on Sri Krishna and 
Krishna themes, while Tyagaraja composed his music on Sri 
Rama largely and themes of the Ramayana. Even so neither of 
them forgot that Sri Rama and Sri Krishna are both avatars 
of Vishnu. See for instance, the following two songs of 
Purandaradasa:

1. Nathanamakriya -  Adi Tala
(Tiru) i6iru>6U ffjiiq-, SJ'q-a ($,«]-, II li II
^ ifg -so r 6ioir(r̂ )a0 u (2'B/r(2i_srr (2*ir(2i_8ir eunifl ut^Qanue6l

iacst @<2l. 8it @S«_8it ||

“ Sing the Ramanama and conquer the six enemies (lust, anger, 
etc.), see the charioteer of Arjuna (Sri Krishna) and be intent on 
Hari Bhajana.” *

2. Kannada -  Misrachapu
iS (Sib (2« it iflsarssr sun tit (Sat (Saar iflsjrsor ibitld<5 8 u s6oQ6urrfB^),^,

p,Qrr emir(Sar || u ||
u(r,ŝ 60UJ 6roQu,iusti6\Sl artfQfruj QeroQsrroiirA i^e^stror

srti(Su,T lEirtnGlaj airiiiGgiir | 1
^ idit f fwj  ^  jiu it «oflsro_’ ^ l0 6 u it as, iririn rrrnn s r i iu ,  ibitwQ oi

anniiQ^ir | 2

(Oh Lord, we don’t need any obligation from you. We are content 
with the potency of your name. While Draupadi was suffering 
indignities at the hands of Dusshasana, the name Krishna saved 
her, while the name Rama saved an ignorant hunter.)

And the undermentioned two kritis of Tyagaraja :—

1. Devagandhari -  Adi Tala
!T6«>rr«,ir iroiussr 1 ibisju £ikajeo  Q u , l_l_ «uQ «0 ibt ?  jirw  I 

feiTifuxogf) £  isir(Si_, (Sib aflifc is itgniirit j ||
ff'Sggird&flcna ^ eiruj.«ur iS &irf£l£ aSliEiEirgniirrr

(O Lord, reposing on the ocean of milk, should you continue to 
see me suffering? I have heard that you saved Draupadi by 
rendering her garments endless and that you crossed the seas for 
the sake of Sita.)
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2. Varali -  Adi Tala
«snr a  sot (rr,J\jtr; a  sot a  sustosot, iflibjp
ftorugjafl icr^Q ujsrr cro-a0<^K3^ a ira m ro S eo  sniccsr loxl.  tSgjiio  
g8- , © * ® a r  ^ ,rsn'« yfamiflssfl £ 4ujxsofIgjjrf) 6ro-*a0Jii)u« |  (2so£xf uj® 
LO0 * a u>jsasocDTU> t/,o - “u 4 ifiiq.60 su j gji—xiq (Suiirak^ u,so<sa! usuicirnr 
6I0_”5il®i <Sj5l| ma^LD Q ^,«bu  ®n?£ G)£a«5)snS) aisoJI Glsrox<±«

<2sO£ax ? RJXlf̂ l r£life01

(O Lord of the yellow garment, your vision is an unforgettable 
pleasure. Did not Dhruva suffering from the cruel rebukes of his 
step-mother attain eternal peace by meditating upon Hari ? Did 
not Slta in her internment in Asokarana forget her grief hearing 
your praises from Xnjaneya 7)

Thus while their ideal Godheads are different both have 
shown that they are not unaware that the difference is only in the 
aspect of the Almighty, which appealed to each.

For Purandaradasa Sri Rama is only one of the incarnations. 
Even so he has sung a few kirtanas on Sri Rama. For instance :

1. Madhyamavati -  Adi Tala 
ip ru  uiB^jTsu ggiSKSoox (5am lAgjygg | u  |

i c i f i r  fn o n p r  gjLflsnfl Q « t_a|jjj <3us i_a 
(2ooxu> (Sinj«aj  îBfB u x 4Qu>Q«a Q uaflg , wmpir I |

id l̂U SIDUirClsBSr U)X®aAJ lDfB<5!T
STD0SU [flŝ lsjsrrsbsdl Scroxl ,̂ iDiipir
g farf)£ <®XSOTSOT60g j t ^XCUXIECD UHBjSX
Q u jQ irg l, eSiSte^essrOal w&prr

(O man, don’t be misled into adopting for your prayers this or 
that ineffective mantra. Adopt the Rama mantra, which was 
taught to Parvati by Siva, which Anjaneya daily repeats, which is 
popular among all Rishis, which is like fire to the forest of sins 
and which gave Vibhishana his kingdom.)

2. Kambhoji -  Khandachapu
Virtu cri£L|a<u srjr® , manflQmmgni uxu>T0 3>xC>6Ug)i

UjSVJSOSDJlUUJ | LI |

jrxe r i p t iBx^jrQ^uXtsirj y a p  ujxldsto Q<5xsrfl<sa£ ,  ^ iuotô I
<s4̂ njx^,;«$|^luxu susot̂ i
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mirujpjgffl LDTU).a LOfimririu (Lpd<$tu GlaT(9gei £j(TiLieigpi oir&tfdQ
(ipssflrriLi u,o)60 I

u>£G)£ lo 6r/BQ<̂ 1)<grffl Q|ypiririSê ,^ ,  u ru as ,^  (jan-|«,<a,
IeO jS <9BSUTI_6UH £ ,

^l^^6Birius|6rr uaSpr u>r@(ai uifluJ ut£psuj a/ngmiuifea;
pttQsarirutut ug6bso

(What do the vulgar and the stupid know about the greatness of 
Ramanama ? Valmiki knows that once you utter the syllable RA, 
it has the effect of cleansing the body of all its sins and giving 
salvation and the great devotee Hanuman knows that if you utter 
the syllable MA, it effectively shuts the door against all the 
thrown-out sins re-entering the body.)

To Tyagaraja however, the Ramavatara is the most complete 
incarnation. In his Sahana Kriti Raghupate Rama, he praises 
the Lord as Paripurnavatara and in the Hari KSmbhoji Kriti/ 
Oka mala oka banamu, he instructs his self never to forget even for 
a single day Sri Rama, who keeps his word for ever, whose arrow 
is never ineffective, who maintained the discipline of Ekapatni- 
vrata and who is of unwavering purpose.

In another Kirtana—
Kolahala -  Adi Tala

u> )̂(5s0r«sr C5ujfr<j=«ar L|(tli_(5fio îra ? msunirrg> rrirCSgjt/TJoifrT ! | u I 
u^),(2aiSTO(ipsoC!60T jrru)(2ai6n)(ip u36ud -wtjr, « ,gpi«- (Sarr^ ieiê i

u,(2frirsd | |

(Sri Rama, will you not think of saving me, who has ever thought 
that your avalara is the best of the ten?)

When we see this personal preference to Sri Krishna in one 
case and to Sri Rama in another despite an awareness that both 
are aspects of the same Vishnu, in these two savants, we are 
reminded of the saying of the great philosopher Appayya 
Dikshitar:

(26Wi t/~o aiCSit airr gja, £  u~usti(3ix our gj^rs^CJssr air
, p aii ̂ jr^iDcuf)

ns aidb^iSu,^, u^fLI upgltyecog) (3u> ££r,i9 u4<î Dsro gqtfSeim b jj/,
<5in3«9<2ir



(Though to me there is no difference between Maheswara and 
Janardana, my devotioa inclines towards the Lord with the young 
moon adorning his head.)

Thus, while naturally Purandaradasa has composed a multi­
tude of Kirtanas on several aspects of Krishna-lila, Tyagaraja 
has also given us many Kirtanas dealing with Krishna's Child­
hood play, his flute-playing and his sport with the Gopis.

Firstly, hear the following kritis of Purandaradasa on Sri 
Krishna's childhood play:

Todi Adi-Tala

«jSf(«36^ (5<5,  £<2a (T (TIBIA, <£fjS£> ITfgjgJIu (g,li)LD | u  | 

pa>~"iLuf. gji,6£fil.  y,£«ofl Q aitibCS^,
(jpilii). o9s^£>, Qi0TQ60iL)siran_, auriftm pirefyitf. p>ird,(Sp i f im Q a ,

rrr&icinAjUj
£l(5«u*iruJ!pi S uitd>t u t i r $ uiGIota,  Qj-Qiij 
Q u,(r«r«51 Q ustlt_«u Qm<£d!pt Airrcmsr Qu(r(ay *—(6Tjjdl(2p

ifl«arG)A3 (riBiss>A,iu

In this is described the killing of Putana on the seventh day after 
the Lord’s birth and the saving of the cattle and herdsmen from 
torrential rain. (Govardhanoddhara)

Karnataka Kapi -  Misrachapu

uQ«sr Qiu«irAfT,(Si_rrl (2ait„6]SIib<5, Q ibituQ^sta,  6rfKS«, Q a

(*uir0 0oiGiuit I u  I

Q ibitcid<6IQa ,  £$)60A6U6sfl(5>£)ai Q jm>t «io Q ij,(n rQ «nriu
iAa <s0 A ^ggrnu  Q a t ($)sQ oi

<ui>m)«»fAirtLif (T<ssr aiifl^sGlsu (if £5, Jtf, ptDao-“Qstr ifltarairgni
(Sibituj., aoisC^irei^ u(5 tQ ai

In this song, the Dasaru makes the theme of the song the desire 
of Yasoda that Krishna should not go out, but stay at home 
so that she may to her heart's content attend to his toilet, 
beautification and adornment and give him choice sweets, butter 
•tc.
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Dhanyasi -  Misrachapu
^ifiU) st sir ear an.L.tir®tsu le««(6t5 ^ fts ar<s9 6iD-*oi0 (5ibt(Si_  | u 

iuiT0 uQi_(^ t Q*ib8iJT4(Sjr ^ uxsudiu <sir,(i5 u,Ql_£, OiBiiCuir^ir
(2«ifluj Q u as«irQ<miruj a g ag i,  fg ltip , 6uG)o t ib j>/, iBirifliu^ ^ r ,0 ^ ir ( 2 r r

Gastric u>ir
io tQjS  ifi«srsb60 a iiO a ; ^ uxtoiciij tS a gy (§l6b<aSI<M60 a iisO jS 

iDir̂ rsrrssr utQ^Q®, u>̂ /iQiru9is^3e6l £<hgl, a tir^lQa( uiiriflp,
[hbQ<s (6lcQ«|

In this piece Dasaru has Krishna complaining to Yasoda that he 
is ridiculed by his playmates that Yashoda is not his mother, that 
his father is not here, that he was brought by his parents to be 
saved from the vengeance of his uncle and that the women make 
fun of him as a butter thief, referring indirectly to the Balalila.

Tyagaraja has some pieces relating to the childhood play of 
Krishna. In the Bahudari piece Brovabharama the saving of the 
Gopis etc. from torrential rain by lifting the Govardhana hill on 
his finger is referred to. In the Surati song Rama daivanama, 
RagaJobhama,

(2■£„TOT®, gJTL_,(2«06V) S06O6£] Lt.tBJ«T<TTIIJCT)? (I7EJ®.L-nT sSl3fafrfjltnl«lf!̂ l
u(BJ«,®Ttn lili^rE rf l̂

O suotot ^ tl|,^I(^<^1 (2®,tlS1 « otuj (y>a>2(ipssr ^ Iotot® ,t  ibsoib^ I ,

iblL(5 ^ 3OT!T®»^«t  eifigrr |

he complains that the Lord is resorting to evasive tricks, and 
narrates instances of Krishna stealing and eating butter and later 
rubbing the same on the mouth of a Gopi to escape detection and 
to his breaking the promise to Vibhishana by settling down in 
Srirangam.

Madhyamavati -  Misrachapu
ĵiq.,^1, 6ro~»«J(Lp <3606ijaj!r<§i u4«iS)(gjrf)ifljtt ! Qfiso iDiririrw ! | u

6io~m̂iiQ (2«u(5,® Ŝ 3SuaS)iu(S),*, gg—_a (btCSuj J
6T©g|(o606V)S0 SUTlfl6UTlfl LiajtSO aJl_3 IBirGlU \ Q> IJTUwfl

Here Tyagaraja queries "  Rama, is there anybody who has won 
his or her desire by praying to you? Devaki wanted you for a 
son, but all she got was imprisonment while Yasoda had the 
pleasure of your company, the Gopis prayed for your love but
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they only wandered about incurring the displeasure of their 
husbands.—Here Balalila is indirectly referred to.

The next theme, Sri Krishna's playing on the flute, has several 
pieces by the Dasaru and some by Tyagaraja.

Arabhi -  Adi Tala
Qammeo oiir<s3 u>(̂ i«,6ir u>uj guituj £>4Q(T

LoQrrgi, ujraiuu £uir îaeij | u I
U Pf'tS ' t UJ© S ?- *OT 6to&jt $st (0«n6O6nS)

(S<*,(ruirrii<®tQ *njQ;r disc 
«uinfl^l4uj6b®Sl /, uiraiuxir<r£ > ,0

6nSlptp t (yxraflggsur ifl<ss^ ,  erOtofT^CSujir - Q « ir^ ,g j,  @«arfl£ , 0

6r  ̂ i,Q {r ̂ i,rpr<s0,
Q&gU-ijreroar ŝiSIsnS) Q «rr«nri_ , 0  Q<®(r«Bori_ , 0

*-'«*“£» «n5(y>̂ jir®»g)||

When Krishna played the flute the whole earth became pros­
perous, the entire stable and moving creation ceased all activity; 
the Gopis hearing that melodious fiiusic forgot themselves, the 
Siddhas woke from their meditation and realised the Lord and 
cast off worldly shackles.

yj£u}(s(63)6U!)!r (o<9Sl irijiTst)j^0^l ^ u ) 0 ), 0 0 g2«JOTr̂ £1,  ^rf)u 1nud9,uj«&
(SsjjDUKiiiujrrsijil© <£,ir <!E6it)0 rrifl ieitio u>0 i_<£ Q u ssiraO«ijrs>SI
^iruxusaruxrQso ^eu^ero Q<sB6irsrD0jju4 srosiifrifl LjgriB̂ i,T a£t_asO

irmutar
ITiruaif) 0 i«wn't_Bitfl (Sida, srfgjgjfflrf) uirCli_9 sroiru> (2eu£>, ieCSuwt sCaiair

srcsrCSsir

When Krishna, clad in his yellow silk and adorned with Kaustubha 
and other ornaments, played Ramakriya, Garudakriya and Megha- 
ranjini in the park house, even Samaveda made its obeisance to 
the Lord.

Sankarabharana -  Misrachapu

iterflm  ggircobri-, ^Q so u j<gfr,Q<*, -  gglQonq rsaSIgf, (Smraifl6ro~°^3(rspi 
Qairsirso u Jrrif)6n5l!s , | p  <y giiai as 0 oq war jririuga |u  |
as{raQ a s tiffl rfisriraQ, omiflQuj Q^Oir®6ifl/B^(,<iaO-uj(y)Q«sr»L|gs®ifl(3uj 
g l0 e ,a , u,frjsa5l 6ro^ifiu0 UjQir^, uir^lQimui^lQir |



«rc- "jr(5 * u 4g5,«9 (Sniru}4 0oo-« ie  <®Qj Quj <3ut if)
' QuinrQtrQiul

L|jriE^lir a9i-aso (Sat ir(gM ^1, (?6usron a t irsBrsu miri_| 6pi

While beautiful Krishna was playing the flute in Gokula, the 
entire universe nodded in appreciation, stones melted and 
Yamuna overflowed its banks. The Gods showered flowers from 
the sky and Bheri and Dundubhi drums sounded auspicious music.

In his Shulini kriti Prananatha birana, Tyagaraja refers to 
Krishna fascinating and subjecting 16,000 Gopis with his music 
on the flute and in the Hindola kriti Samajavaragamana refers to 
the Lord, as 6rO6g«0 gj - iuir^su@60 (yjjreifsuir̂ gCTraSI - G s o r n 1
(Su5(Tfl®sur«p-!

(Graciously choosing the Yadu family for his avatar and charg­
ing everybody by his music on the flute.)

The Kedara-gaula kriti gives a more colourful picture.
(SaifiWftig.irCTr (o<Oir gpiarf) &tssr (S6uu3ggni6pi a,T«uQeoS«sr | u  

(5oi6mniQ«uri)60 giluj. (Ssu il|»  Qunrirg0 «r /riras, | ^ .u .  j
6̂ d&6nS)^ u iiig g } 6ua;,air gpi sSeB pt  a ,  aw to (bti_ , « 4 

Q niraifl Q « ir g 0  s j( ip sa r  /flnj.8 (Simrirggnito gj 
m»~»girai(yffl « ,« 0  a iiy g p iffl Qanoirg, 6TO~°g1|irg>i u t fri_,<£, 
arog6Qtro~°0ffl a>iur&,rr%g sD09cnfl (2qil3®, oigGg

A thousand eyes are required to take in the splendour of the 
■ Lord playing the flute. Dark-haired Gopi damsels holding each 
other’s hands have surrounded the beautiful Krishna and are 
singing with melodious voices and dancing with various graces. 
The gods in heaven are themselves coming down to witness the 
splendour and to pray to the Lord.

Lastly we might see Kirtanas of the two composers 
dealing with Gopika prema vilasa- Furandaradasa again has a 
large number on this subject.

Thodi -  Misrachapu
cmooaooiirQirQsir Q s airdi iflssrcvr U S |W  «ra^Q i_ ibg i3

(Suorsouifiir | u |
«irrero~-(S<gtcug)) utAgit (!u>irsn>££l(iB£ilaS) srsirar euireroniQerDwrgjt

Qoitranr®, (Surpsmht&r | j | .u .  |
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(5£ ia ir/6 , u ^ stoil) u^ Q ujQl ,  (Suiruira, a ^ a  
u>$£!Q«,i1 l.  Q uonrScnr 6ID“»ibi«® i Q air® , crggy^cd U!t^)ujt<̂1(

wriTfortm-*Q<r Q s tirioL|lai(2<ir

Here a Oepi is complaining to Yasoda that the pranks Krishna 
plays on the girls are too many to narrate and too difficult to put 
up with. He comes and takes away cunningly her garment.' An 
aged girl going to her husband is accosted by Krishna and made 
to yield a lover’s penalty.

Bilahari -  Misrachapu

nQsorsar lo« , ctt j£rr iq. s^CTrsmiiflir -  a Q r g l ,  rflswrwsrQaB, q .^ g ^ u j
(S^dCSot <3«,(ruii)uiir I u  I

ifiQirjil LcsodQgjB psuj QuirQcoSgdr jSirspLou, dOrfliu icadBoflQa,
amiraSla)«oS«u

QflmirirQa, fflng. §>«rQ«, spfrig. sr««!T£( u , l.Q i_ iu d&irQcsrAiiAUMT
Gt<*,iruu>inir l

sa[Qjrir6ird8gir«dsn) raiiriSgiL® G>£©fr«(6i?6iD ir(2i.r<«3 q4su«iiraQs
^ Q l_,uj4Wib(S^

suTrflgjiBirUg mfit-iiriip,iT oS)i_a«o«r Gaifliu u,sroaissr u>iriq.T
iS,ilQi_uiieicir

Here is another lady complaining to Yasoda about Krishna: 
“ Why don’t you properly advise Krishna and keep him in check ? 
He sucks milk from women while they are asleep depriving their 
babies of milk and plunders us inside and outside our homes. 
We can’t stay in this place suffering his pranks and we can’t leave 
it. He is said to be the master of all the seven worlds, but 
behaves here as though he is a breeding bull.”

Huseini -  Khandachapu

(Ss Q ot C®,rriS (Ss (tutso  ic(riq.,^surr,gjj £ 3ireifluJ (S«3rr@60j#, | u  | 
$iTOT60ir(2irGlaj ptuap,sd ait.®,©.®, q,^,^l4 (Sŝ Q ot .sirs^asrssr

&Q<r&l, I j j .u. I
U)i_3̂ ),iu  Q(rw«0(5 ifiq^aSIQr cmu> a.gljQaBjUj Q ^Q «,^/3

Qsir enrols
6roi_,«,(r ;S,s\9 (Sugiq.gQsirQsir 6 u d tg j& t argi Q sirt-^^!

*Qi_fis , | a-1



(2u(«tnrQ«sanu f&iigi, îhieswrwwQaSj pir QsiriL® <#)«ijr«ssrj u(n),<ni
<2«irQt_,

u s«nraraf)a£) ielold u,iru9Q«, QlkwtQww Q^tQi_,il|^  Qu,«wrG)«aHnu
l̂lB̂ ),0!r«BFU,

This is a louder complaint. “ Gopamma, see the mischief perpet­
rated by Gopala in Gokula. It is impossible for us to tolerate 
these troubles any longer. Please keep him in bounds. While 
women are bathing he steals their garments, does not return them 
though they entreat him and runs away to the forest. He steals 
our butter, eats it himself, gives some to his brother Balarama 
and beats our children. Not content with this he smears butter 
on our mouths and says we ate up our own butter.”

There are many in this train. Krishna as depicted by 
Purandaradasa is an audacious lover, Dhurtasvami. There is no 
limit to his pranks and mischief. He is a gallant par excellence. 
The girls of Gokula are all objects of his play. Their embarrass­
ment, fear, anxiety and travail are part of his plan of sport. He 
saves them by first teasing them. Tyagaraja on the other hand 
gives us a different picture and we can see how they differ in their 
approach to this theme. As Tyagaraja’s ideal Godhead is an. 
Ekapatnivratastha we may say his picture of Krishna comes from 
this back-ground. In his picture the initiative for love and sport 
comes from the Gopis, not from Krishna. He accedes to their 
wishes and grants their desire in the end but is not himself the 
aggressor. In the Arabhi Pancharatna kirtana the Lord is 
referred to as

6t t r $ t (C^Q^Sssr $  wssrerm | u  I
GdSgmJggssr u>>2 («9 7 # , Qu>x6iDi£i<xsC>60<£(5far (S«3aSliq (SggCSaosiiT®, | 
ojsufldgco 6n>d5,rr Qsroiria ihQjtras GgjCSsrO

£jS3TlL|L_,0<* (ip^,UL(,«Srg)J (ip£t g l t GlUgllu QfBOT6Uaj
Gt odoi i_| sunifl

One who teases the Gopis without acceding to their intimate 
desires, one who charms and makes sport of the young women, at 
the same time making them pay obeisance to him. The p. int 
is even clearer in his Naukacbaritram ;
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Surati -  Adi Tala

uiiTiEisainfl(0drQair«sfl Q6ui_,6(S)/fl ^airefygguasR (Sgjirgfi | u | 
'gfiptrtiia, enaj^SuiTsa(tfi(Ŝ rr (3a,it—uirnudB3ls ssBririi)g)jQ60iG(5<sir

Q6roira3 ero-ra 3 I ^  u.
Q66ireiia/A QiBT«Qg> - Q&irLiufEix>L|3Qj6)j6£i (y*©ti-|W

QiBrrsC>£
l̂«ii6k|a 0 (!rspjfp QiBiraCŜ  gTĝ sgĝ OTfl-irgijguGto iqa Qibits&CS#

(3aJ ̂ v3aB<963
6iQirirgfPTan^iugu QiBfraGjSagu— «m6io«tg)i l9gpia a  Q/Bir*(3a> 
!T(rg-rrujg))»g)j QietaG^ ^ujfr«t7fr^srO01i_(g)ia QniraS^ (3aitL(s4B3

The beautiful damsels of Vraja make up their toilet and beauti­
fication processes with great care and in great detail and set about 
to charm Krishna with their suggestive blandishments and ask 
him to proceed with them for a boat trip on Yamuna. Krishna 
accedes to their request and follows them.

2. Bbairavi -  Misrachapu

<̂roriuiB(2^3 u(5(ru) ujgii.a-eSff)(3u9irgrii6pi £«oQ<b6\5)iij<35 nirQi_3g)i|u| 
f̂snTiu(Lp Gtwirpmiip i£y ®3 <%iT6i}ggp@3 - ^jiE^3rFlasirsofl̂ U(ip

Qsô ^1iuti_3« | ^ .u .
Q*ir(B^3ffl urrsSI«5ril3fflO u,«irs3fl0g^st)« - QdBTii ĵifKS^T îurra.rrTgj

6It>0a ®»U,60 <B
Q «(r(B^3rfl g ig i i -  &36T0g ji f l  Q u 3rn l(5  C)u3ili_  Qa5inB^3ifl^(6r50

Q<*«06O (ip^,^|3QusllL_

Each girl thinks Krishna is interested only in her and they all 
behave as though they have lost their heads. Some draw the 
Kasturi tilaka on his forehead ; some kiss his beautiful cheeks; 
some sprinkle scented water on him. They all indulge in some 
sport or other with him. Krishna engages them all with different 
forms and in different ways.

3. Devagandhari -  Adi Tala

6T6U0 LD<5T06TOU)T6Iirifl6O(36O(r ifl (B g )  60 IT (T (3fE®, | U |

^susufl eunfflwDTiĵ iTija/nfr̂ lj 6iO~’06Orr6iO (2& (Su>rem(SuiTuSifla,aiuM.
1 1



icjjjjai petsriustnu (Sustr^s)(y> Qg}f6^l3iEir(53 p  afi3s>SKSuirQuj (tpp»g la 
Qsoirffli-g {Mf amrfl aiso<»« u 30 (i^rr3 (S6Dirg{y<s>i_ (SliitQ iij,

^ a f g s p ® ,  ^ 3rr0 d5ir«isnrL| Qfffflso ufrcoir&u <2«#ir- 
06O(y)SB7- ^ujir<*37 irg20 i^ j (53 u>«ar-cuso6D £>3^l|«d) <2uirQiu«aga«g)i

The girls are overjoyed with their good fortune and naturally 
become vain and proud of their good looks and power. They 
ask, who can equal us ? Even as Brahma was overcome by the 
beauty of his own daughter Sarasvati and Siva by the damsels of 
Daruka forest, Sri Krishna is today charmed by us.

Krishna thinks it is time to teach them a lesson. He dis­
appears. The skies become very dark and there is a large down­
pour of rain with thunder and lightning. The boat in which they 
are all going on the river develops cracks and water rushes in. 
The girls are in great distress and*realise their foolishness. Tbpy 
pray to Krishna for succour. Krishna appears before them and 
tells them what to do to overcome their predicament.

4. Mohana -  Misrachapu

(asu^gsuirsiuuissfl QiU6srdtiifl if - Qojasg^QfiOsbto 6n>u>u>£00̂ )if) | u I 
!T60sir«rflu_j s u £ 36\5)(0<^iflQujrB(2<sir-6ri5),£30 3  (S ^p sn n k ^ ;3 if)

iric ĝtniso ld̂ 3Q ld6060 Glggff)Qa36jpi viuTag-jrir^^i^isnf) u>$3& j  Q g jgji
r

They accept his advice as the Gospel. They overcome their sense 
of shame, close the holes of the boat with their garments, bow to 
Krishna naked and in entire submission seek succour. Krishna 
is pleased and sees them safely to the banks of the Yamuna. 
Tyagaiaja’s idea we may say is principally that the Lord is the 
one sought after, whether in love or in distress, rather than the 

. seeker.
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THE SPREAD AND DEVELOPMENT OF TYAGARAJA 
KIRTANAS IN MYSORE 

By Asthana Vidvan N. CheSHiakesaviah

Sri Tyagaraja who was born in 1767 was about forty when he 
obtained the Ramataraka Mantrasiddhi. Though during this 
period lie had composed several Kirtanas, as the Mysore 
country was going through troubled political conditions through 
the wars waged by Hyder Ali and his son Tippu Sultan with the 
British, there was no opportunity for cultural exchanges between 
Mysore and Tanjore. With the defeat and death of Tippu in 
1799 conditions steadily became more stable and with the assump­
tion of ruling powers by Mummadi Krishnaraja Wodayar in 1811 
artists began to travel to and from Mysore.

Vioa Venkatasubbaiya of Kapisthalam in Tanjore District 
who was appointed as music tutor to the young Ruler during the 
Dewanship of Purnaiya, was a contemporary of Tyagaraja, 
perhaps his senior by four or five years. He settled down in 
Mysore in the prime of his life and was appointed as Vina 
Bakshi and became a great power in the court, after Purnaiya’s 
retirement, but as he left Tanjore District early in life there is no 
reason to believe he knew Tyagaraj’a’s compositions.

Tradition has it that a well known musician Sonti Venkata- 
ramana Pantulu came to Mysore and through Venkatasubbaiya 
approached the Maharaja and pleased him with his great exposi­
tion of Dvijavanti Raga and became a Palace Vidvan. He is 
stated to have died at Mysore and a Samadhi near Paschima- 
vahini is identified as his. Some identify him as the guru of 
Tyagaraja. But as Prof. Sambamurti says that the Samadhi of 
Sonti Venkataramanayya, guru of Tyagaraja, is by the side of 
the Saint’s Samadhi in Tiruvaiyar, the identification does not 
appear to be correct and in any case we have no reason to believe 
that he played any part in the spread of Tyagaraja kirtanas.

Mummadi Krishnaraja Wodayar, though, divested of ruling 
powers in 1831, maintained a fairly elaborate court and continued 
his patronage of music. When Tyagaraja left on his pilgrimage 
tour it is believed that an invitation had gone out to him from the 
court to visit Mysore, but there is no evidence to say that he
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either visited Mysore or composed any of his Kshetra Klrtanas 
in Mysore. If he did visit Mysore, his own grand-disbiple, 
Mysore Sadasiva Rao, who composed a song in Todi on the 
saint’s visit .to Walajapet: "  Sri Tyagarajasvami Vedalina ” , 
would have had another Klrtana on the subject, or at least 
mentioned it somewhere.

Sadasiva Rao came to Mysore in his thirtieth year, obtained 
Court patronage and settled down in Mysore till he died at eighty. 
He would have come to Mysore in 1832. Venkatasubbaiya died 
in 1838 and his adopted son Dodda Seshanna and nephew Chikka- 
ramappa became Court Vidvans. Their sons Vina Subbanna 
and Vina Seshanna became disciples of Sadasiva Rao. Vidvans 
Mugur Subbannah, Ganjam Surappah, Anekal Chtdambariah, 
Chikkanayakanahalli Venkateshiah and Bettada Pervada 
Shamanna were also the disciples of Mysore SadasiVa Rao* 
Thus Sri Sadasiva Rao started a tradition of disciplehood of the 
Saint at Mysore and we can definitely say that the spread of the 
Saint’s klrtanas in Mysore began with Sadasiva Rao, the grand 
disciple of Tyagaraja. Kangari Radhakrishnaiya who, according 
to Prof. P. Sambamurthi, hailed from Chittur, is believed to 
have been a Mysorean or to have lived in Mysore. While Tyaga­
raja visited Conjeevaram to meet Upanishad Brahman he pleased 
him by his Kanjira playing and became his disciple. He was with 
the Saint till the conclusion of the tour and is stated to have 
returned to Mysore where he named a son of his after the Saint. 
He is stated to be responsible for the spread of some Klrtanas of 
the Saint.

Lalgudi Rama Iyer, a direct disciple of Tyagaraja, persuaded 
his Guru'to visit Lalgudi when he came to Srirangam. The Saint 
has composed five Klrtanas which are styled Lalgudi Pancha- 
ratnams. Some time after the return of the Saint to Tiruvaiyar, 
Rama Iyer visited Mysore during the course of his travels and 
pleased the Maharaja by singing Pallavi and was named Pallavi 
Rama Iyer. He stayed in Mysore till 1867 when he died. His sons 
Guruswami Iyer and Radhakrishna Iyer became Court Vidvans, 
and, when his brother died, Radhakrishna Iyer is said to have 
returned to Lalgudi. There is a portrait of Rama Iyer in the 
Jaganmohan Palace. The father and sons were responsible for 
the spread of some of the Saint’s Klrtanas*



Ayyavaiyer or Ayyaswami, a direct disciple of Tyagaraja is 
believed to have been a Vidvan in the Court of Mummadi 
Krishnaraja Wodayar but it has not been possible to trace any 
evidence of this legend, partly because some Palace records were 
destroyed in the fire which broke out in the Palace in the eighties 
and several more were destroyed in recent years as they were 
believed to be unimportant.

Mysore Ramalingaiya, a noted Pallavi singer, in the course 
of his travels met Manambuchavadi Venkatasubbier, learnt some 
Klrtanas of the Saint from him and returned to Mysore. He 
started a tradition of Saturday Bhajana in his house and he used 
to sing with his children on Sri Rama as well as on Tyagaraja. 
He also composed some Klrtanas in Kannada with the Ankitam 
of Ramalinga. He is stated to have been responsible for the 
spread'of some Klrtanas. His grandchildren who are living in 
Mysore gave this information.

Mummadi Krishnaraja Wodayar passed away in 1868 and 
when his adopted son Chamaraja Wodayar ascended the throne 
in 1881, court patronage of music was extended in an even 
greater measure and several noted Vidvans of Madras province 
began to visit Mysore and naturally more and more Klrtanas of 
the Saint became popular. In a collection of Klrtanas written by 
my father Vidvan Keshavaiah in July 1882 there were 40 Klrtanas 
in vogue at the time. When Parameswara Bhagavatar of 
Travancore visited Mysore he is stated to have greatly appreciated 
the singing of the Klrtanas Varanarada and Evarani by Asthana 
Vidvan Sangita Subba Rao. Vina Vidvan Padmanabhiah and 
Asthana Vidvan Karigiri Rao were the disciples of Sangita Subba 
Rao. My guru Vasudevachar used to imitate the way in which 
the Arabhi Kriti Namoralanu was being sung by Bhikshandarkoil 
Subba Rao, who visited Mysore. Tiruvotriyur Vina Kuppier 
had come to Mysore and had composed a Kirtana on 
Chamundesvari. Fiddle Muniswamappa of Bangalore was a 
disciple of Walajapet Krishnaswami Bhagavatar, and Channap* 
pachar, another musician of Bangalore, was a disciple of Umayal- 
puram Krishna Bhagavatar. Asthana Vidvan Bidaram Krish- 
nappah, a disciple of Karigiri Rao, used to collect klrtanas from 
Umayalpuram Krishna Bhagavatar. Pallavi Sesha Iyer, a grand* 
disciple of Tyagaraja, had also visited Mysore. Venkatram
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Bhagavatar (Pattinool Bbagavatar) of Walajapet and Tiruvaijar 
Subramanya Iyer came to Bangalore and stayed here. All these 
were responsible for the spread of the Saint’s Klrtanas.

In more recent years Maha Vaidyanatha Iyer, Pattanam 
Subramanya Iyer, Tirukkodikaval Krishna Iyer, Periya and 
Chinna Vaithis, Coimbatore Thayi, Conjeevaram Dhanakoti, 
Veena Dhanam, Sabhesa Iyer and other celebrated Vidwans 
visited Mysore, some of them fairly frequently, and sang in 
Mysore. Anantarama Bhagavatar was an Asthana V id wan. 
Muthaiya Bhagavatar was an Asthana Vidwan and stayed in 
Mysore. All these have been instrumental in spreading Tyaga- 
raja Klrtanas.

Two of the disciples of Pattanam Subramanya Iyer, a grand- 
disciple of the Saint, Vasudevacharya and Bhairavi. Kempe 
Gowda, were Mysoreans. A third, Tiger Varadachar, stayed in 
Mysore for fairly long and Ramnad Srinivasa Iyengar, another 
disciple, was a frequent visitor. Chintalapalli Venkata Rao, a 
disciple of Pallavi Sesha Iyer and the celebrated devotee of the 
Saint, Bangalore Nagaratnamma, were Mysoreans. All these in 
their time spread many of the Saint’s klrtanas.

Ramaswami, a Vidwan from Karur, had settled down in 
Mysore, and trained Karur Krishna Rao, Pakka Hanumantacharya 
and Rudrapatna Thammappa- Sundara Sastri an Asthana Vidwan 
of Mysore was celebrating the weekly Saturday Bhajana in the 
Bhajana Paddhati ofTyagaraja. Veena Subbanna, who was also 
a celebrated host, used to collect Klrtanas from his musician 
guests and teach them to his disciples. All these have been res­
ponsible for the spread of the Saint’s klrtanas in recent years.

During the rule of Krishnaraja Wodayar IV the encourage­
ment to music reached unprecedented heights, and every year 
during the Birthday and Dasara celebrations, musicians from all 
over India used to assemble in Mysore. The residents of Mysore 
used to have, so to say, two annual musical festivals. The 
Maharaja also conducted in the Palace a music school for training 
junior Vidwans. His court had Vidwans from all over India, 
North as well as South.

We may therefore say that the Klrtanas of the Saint have 
been spre&ding in Mysore for 130 years now. In this period they
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have reached even in vilaees. While it may be that in the popu­
larisation some Klrtanas have lost their original form, there is 
no doubt that the spread has been extensive. Time has also 
wrought its changes in the manner of the teaching of the Klr­
tanas and in their singing and liberties are being taken even in 
matters of raga and tala. Less attention is paid tosahitya, prasa, 
bhava and purity of the Svara Sthanas. Intensive practice and 
proper exposition of the smaller number of Klrtanas is aban­
doned in favour of hasty learning of a larger number. The 
accompaniments who were originally intended only to help the 
musicians are assuming more and more independent roles. 
Klrtanas composed for propagation of Bhakti are being used for 
demonstration of the musician’s or the accompaniment’s power. 
Many times performances become duels. It is high time we 
remembered the ideal placed before us by the Saint in his Todi 
Kriti

uv~nsjt gfsmu>6iir wsrsrore- *(o^ t 6TC—”6r06U!r(y>(2<sit 

*->&>,g)le gjUUiS ”

and begin to sing his klrtanas with real devotion and greater 
attention to sahitya and ragabhava and achieve our own good.



COMPOSITIONS OF SRI TYAGARAJA AND THEIR 
TRADITION AND VOGUE IN ANDHRA DESA 

By Vidvan Nori Nagabhushanam Pantulu

We are celebrating this year Sri Tyagaraja Bi-centenary along 
with the annual Music Academy Conference. Dr. V. Raghavan 
has asked me to speak on “Sri Tyagaraja’s compositions, their 
vogue in Andhra, the persons responsible for their propagation 
in Andhra and any special tradition or variants and specific tech­
niques in rendering them that may be seen in Andhradesa” . I 
present before you, as much as I know, the materials I have beep 
able to gather on this subject.

Tyagaraja was a divine incarnation born to uplift the art of* 
music. He used to compose spontaneously Namavalis of Sri 
Rama, e.g. Namo namo Raghavaya during and after the daily 
worship by his father, at the time of the routine upachara 
"Ganam avadharaya, bahu parak”. Wondering at their perfection 
his father showed them to renowned pandits. The latter too 
wondered at their divine quality and advised Tyagaraja to perse­
vere in composing them.

According to his preceptor’s direction, Sri Tyagaraja per­
formed Tarakamantropasana and did 96 crores japa of Sri Rama- 
nama. The very first song he composed on attaining siddhi and 
sakshatkara of Sri Rama, is Balakanakamnyachela sujanapari- 
pala with antyanuprasa- Everyone kuows that it is an unpa­
ralleled piece. Just ponder over how beautiful is its musical poesy. 
"The poet sees that which even the Sun does not” goes the saying. 
The poet is Krantadarsi and Sarvadrik. “ Naannshih kurute 
kavyam” (One who is not a sage does not compose) is another 
dictum. Rishi means one having brahmanishtha. According to 
the song ‘ Sem  echatajucinanu nival yumadi Rama (Cf. Anta 
Ramamayam eejagamanta Ramamayam of Bhadradri Rama- 
dasa, i.e. Kancherla Gopanna), the Param Brahma is Rama 
Brahma. Tyagaraja attained self-realization. The Sruti says 
"Angushthamatrah purusho’nlaratma sada jananam hridaye 
sannivisthah” (Kathopanisat). Cf. Srivasudeva sarvamanuchunu 
chhintimchara, Tyagarajanuta (Chede buddhi-Athana); Ika kavala-
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sinademi, in Balahamasaraga charana, Akhilandakoti-brah- 
manda-nayakudu, antarangamuna nelakoni yundaga. Such people 
as these are sages. They possess the knowledge of past, present 
and future. Just observe their words:

“ Laukikanam hi sadhunam artham vag anuvartate, 
Rishinam punaradyanam vacham arthonudhavati.” .

The words of Sri Tyagabrahma are such. His words are called 
Tyagopanishat, as they are perfect and clear, and endowed with 
the essence of Upanishats. They have unequalled greatness. Here 
is an example : It is said that a brahmin family was traversing a  
dense forest; for fear of wild animals, the head of the family led 
it to a temple which was closed ; he attempted to open the 
gates himself by jumping the outer wall and as ill-luck would 
have it, he fell into a well and succumbed. Tyagaraja who was 
nearby came to know of this mishap and rendered first-aid to 
that person, and sang of Lord Rama with sincere devotion—Na 
Jivadhara in Bilahari and the deceased came to life. So the 
effect of the greatness of that Sound and the perfection of his 
words were never futile. The Music Trinity is endowed with 
such great powers.

It is generally believed that Tyagaraja was the incarnation of 
Maharsi Valmiki. The Seven Rishis initiated Valmiki in Sri 
Ramadbyana and he absolved himself by his unstinted and irrevo­
cable meditation in the deep forest, to such an extent that he 
was insensible even to the growth of an ant-hill over his 
body. Having been prompted by Narada, Valmiki composed 
Ramayana—“ Samamadhuropanataarthavakyabaddham.” Tyaga­
raja did 96 crores of Ramajapa. Here also Narada was his 
preceptor and Tyagaraja sang Ramayana in songs. There need 
be no doubt regarding Narada being his guru.

There are a few personages endowed with long life— 
Chiranjivis.

“  Asvatthama Balir Vyasah Hanumanscha Vibhishanah, 
Kripah Parasuramascha saptaite sthirajivinah.”

If Narada also is added, they will be eight. The divine sage 
Narada descended to earth and heard the music of Tyagaraja and
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was immensely pleased; be told Tyagaraja that he would accept 
his bhiksa after the bath in the holy Kaveri and disappeared. 
Later in the night he appeared in Tyagaraja’s dream and present­
ed the text “  Svararnava”. Thus Tyagaraja’s words and music 
became divine. Every one knows about this. So Tyaga­
raja’s Ramayana kritis have equal efficacy and power like that 
of Valmiki’s Ramayana.

Tanjore is the birthplace for this high-tradition and perfect 
music. We must accept the truth here: the Tamilian fraternity 
is especially to be congratulated as they had the opportunity 
of becoming the first disciples of Tyagaraja, whose composi­
tions, though they are not in their own mother tongue, were 
dipped in the nectar-like honey of music. They are responsible 
for preserving the high standards of tradition and their efforts are 
praiseworthy. They are very fortunate that they were the first' 
to listen to Tyagaraja and enjoy his compositions.

I will now tell you as far as I know how Tyagaraja’s music 
came to be propagated in Andhra Desa.

During Tyagaraja’s times, people from North, East and 
West used to travel in pilgrimage to far South, to Ramesvaram. 
Devotees came in mutual contact with each other during their 
pilgrimage. Gopinath Bhattacharya, the famous North Indian 
* Gavay musician ’ wanted to go to Ramesvaram. In a dream 
he was directed to visit Tyagaraja when he went South. He 
was received very courteously by Tyagaraja. Gopinath told 
him that he keenly wished to meet him, when he heard other 
great musicians who came to Banarasand other places sing Tyaga­
raja’s compositions. Tyagaraja was very much moved by this and 
immediately sang of Lord Rama: “ Dasarathe, ni rinamu dirpa 
na tarama, asadira duradesamulanu prakasimpa jesina rasika- 
siromani,” meaning that Rama alone was responsible for his 
renown. Gopinatha Bhatta was pleased to stay with Tyagaraja 
for some time.

Andhra Desa was fortunate in having great musicians and 
devotees, the Rajatraya-Bammera Potaraja, Kamcherla Goparaja 
(i.e. Bhadradri Ramadasajand Kakarla Tyagaraja ; Tumu Narsim- 
badasa, Narayana Tirtha, Subrahmanya Kavi (author of Adhyatma



Ramayana compositions). Tyagaraja was born on 4-5-1767 in 
Tiruvarur. Tumu Narasimhadasa was born in 1790, in Guntur 
Dt. (Andhra), of Parasara gotra, as son of Venkamamba and 
Appayya mantri. He was named after Lord Narasimha of 
Mangalagiri-kshetra, near Vijayavada. He was employed in 
Guntur Dt. He was a staunch devotee of Sri Bhadradri 
Rama. He travelled in pilgrimage all over India. In 1821 he 
undertook a pilgrimage to Ramesvaram. He dedicated all his 
compositions to Bhadradri Rama and he composed “ Bhajana- 
paddhati” with Shodasopachara pujas; 1 Avahana 2 Simhasana 
3 Padya 4 Arghya 5 Achamana 6 Snana 7 Vastra 8 Yajnopavita 
9 Gandha 10 Pushpa-akshata 11 Dhupa 12 Dipa 13 Naivedya 
14 Tambula 15 Nirajana 16 Mantrapushpa; Pradakshina, Namas- 
kara, Ekanta-seva, Pavalimpu-seva, Palaragimpu, Lali songs of 
the cradle, Prabhata-seva, Dantadhavana etc. He celebrated 
kalynotsavas to Sri Bhadradri Rama and expended all his 
earnings towards this end. During his Ramesvara pilgrimage 
he visited Tyagaraja and listened to the Bhajanas performed 
there. He was overjoyous and at the request of Tyagaraja he 
sang his compositions.

1 Sankarabbarana — Aditala: Emarakumi manasa, 
Raghuramuni.
Cf. Tyagaraja: Manasa Sri Ramachandruni maravake, 
emarake.

2 Saurashtra-chaputala: Bhajana chesevidhamu teliyandi 
narulara miru nijamu ganugoni modamandandi.
Satyam, Sivam, Sundaram.

3 Bilahari -  Atatala: Manujadhamula vedavalena ;
Avamanamunaku norvagalana.

Thus Narasmihadasa composed many kirtanas in different kinds 
of Ragas, verses in Telugu and Sanskrit, and Toharas. There is a 
book, "Tumu Narasimhadasu-charitramu” wherein are recorded 
his pilgrimages and his worship and service to Bhadradri Rama. 
He worshipped Lord Parthasarathi and Vedavalli of Triplicane in 
Madras. He composed many songs in Nata, Saurashtra, Revagupti, 
Punnagavarali, Bilahari, Mohana, Darbar, Sankarabharana, 
Kaiyani, Surati etc. to the joy of m usicians.
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1. Inchukaina nabhimanamu leda, idi samayamu gada: Punnaga-
varali.

2. On Ranganatha at Srirangam: Kaveti Ranga nanu gavavera:
Yamuna Kalyani.

With ' sva-nama-mudra ’ :
1. Kanchi Varada, ninu gantini: Sahana 
2 Vasiga Narasimhadasa hridaya nivasudai bhadracha- 

lambuna bhusutasahitudaina ramuni podimi talchi 
pomduga vemcheyu

3. Vasiga Narasimhadasa hridaya nivasudai Srinivasuni 
pai pulu challare. (P. 61 of Tumu Nrisimhadasa 
Caritra). Cf. sompaina manasuto, impaina bangaru 
gampalato manchi champakamulanu challare 
(Tyagaraja.)

Impressed by his great devotion, Sris Vaidyam Ramanayya and 
Adila Varadayya Pantulu of Madras, started for Bhadradri. 
Worshipping Lord Ranganatha at Nellore and Lord Nrisimha at 
Mangalagiri on their way, they reached Bhadradri with one and 
half lakh varahas (Rs. 6 lakhs) and spent the sum on mantapa, 
vahanas, pearl, diamond ornaments etc. to Srirama.

Tumu Narasimhadasa was extremely enthused with Tyaga- 
raja's music; his joy knew no bounds; he praised Tyaga­
raja as the incarnation of Narada and recorded his experience in 
a few verses,(Cf»-the book). Narasimhadasa stayed with Tyagaraja 
for some days, completed his pilgrimage to South and returned to 
Guntur. He spent his later life at Bhadradri and finally when 
he wished to leave his mortal body, we understand, there 
appeared a boat in the Godavari and beckoned Narasimha Dasa. He 
was taken on it and thus he disappeared. Bhadradri Ramadasa also 
attained salvation in the same way, in a pusphaka vimana. 
Tyagaraja’s final journey is well-known : he too got svacchanda-
marana : Cf. paritapamu gani yadina palukulu marachitivo......
Fadiputalapai nanuchu.

Narasimhadasa constructed a choultry at Bhadradri where 
people are generously fed even today especially on every dvadasi 
day. There is a statue of Narasimhadasa at Bhadradri.

Tyagaraja used to spend away his daily income on guests, as 
Sri Ramadasa did.
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“ Annadanat param nasti, vidyadanam tato* dhikam, 
annena kshanatriptissyat, yavajjivam tu vidyaya.”

1. Narasimhadasa learnt Tyagaraja’s compositions and spread
them in Andhra Desa.

2. When Tyagaraja went to Tirupati, some of the musicians there
recorded the compositions and propagated them.

3. Sri Tyagaraja’s disciples and their disciples like Akumadula
Venkata Subbaiah of Manambuchavadi, Patnam Subra- 
manya Aiyar, Vina Kuppayyar, Susarla Dakshinamurti 
Saslri of Krishna Dt., Mutyalapet Tyagayya etc., 
Sri Hari Narasayya, father of Hari Nagabhusanam, 
Phiratla Sankara Sastri (who participated in the Music 
Academy Conferences), Dhenuvakonda Chinnayya Pan- 
tulu and Mainampati Narasinga Rao learnt most of the 
texts of Tyagaraja and propagated them.

4. Varanasi Ramasubbaiah, the great musician from Ponnur in
Guntur Dt., was an ' ekasandhagrahi’; he learnt music in 
the South and taught his disciples: unfortunately, he 
died at the early age of 35.

5. D. B. Kommireddi Suryanarayana Murti organised Sarasvati
-Gana Sabhas at Kakinada during Devi Navaratras and 
invited and honoured famous musicians from the South.

6. Late Sri Hari Nagabhushanam, Vaggeyakarakaratna,
Advocate, Masulipatam was the first to celebrate 
Tyagaraja-aradhanotsavas in Andhra. He was respon­
sible for the propagation of Tyagaraja’s songs.

Variants

Tyagaraja had a great number of disciples who were 
very much devoted to him. They belong to three groups: 
1. Wallajahpet, 2. Umayalpuram, 3. Tillaisthanm. They were 
mainly responsible for the preservation of the compositions 
of Tyagaraja.

Gandharva Veda, i. e. music, should be studied and 
practised at the feet of a teacher as is the case with Vetjadh'
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yayana. But it should never be learnt from books ; this alone is 
responsible for the many (changes and) variants that have crept 
into the tradition. Without proper understanding (Vyutpatti), and 
out of laziness and ignorance, people brought changes in the 
language, Tala and Raga of tbe compositions. They still 
indulge in such practice, and pass off these as the original 
Patha.

1. Ni dasanudasundanani pere emi phalamu, in Hamir Kalyani
according to the old tradition, is now being rendered in 
simple Kalyani.

2. In the same way, Manamuleda tanavadani abhimanamuleda
is changed to Kalyani. Luckily; it is again being rendered 
in its original traditional raga.

3. Nityarupa! evari pandityamemi naduchura, originally in
Kapi; some render it in Darbar.

4. Chetulara sringaramu, originally in Kharaharapriya; now
rendered in Bhairavi.

5. Kanta judumi oka pari kri, some render in Vachaspati and
some in Latangi.

C. Ne pogadakuntenu nikemi koduvo, is in Varali, but should 
be in Subhapantuvarali.

7. Jnanamosaga rada is Shadvidhamargini. Many render this in
Purikalyani.

8. (Chinna) Natimata marachitivo—is found in Oevakriya. But I
remember to have heard it in my younger days, as 
Kharaharapriya janya. I have rendered it in the same 
raga a number of times. But some great scholars and 
experts of this Academy, who know the tradition 
well rendered it as a janya in Nata Bhairavimela, with 
Suddhadhaivataprayoga.

I record my gratitude to scholars like Dr. V. Raghavan 
who are trying to bring all these problems to the arena of 
discussion to arrive at the truth and thereby are rendering a real 
service to the world of music by bringing back the original 
forms of the compositions of Tyagaraja.
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TYAGARAJA IN HIS SIGNATURES 
Dr. Y. Raghavan

The wealth of religious and philosophical ideas and ethical 
and didactic teachings contained in Tyagaraja’s songs has been 
systematically expounded in the Spiritual Heritage o f Tyagaraja. 
The bearing of these songs on the life and mission of the Saint 
Singer has also been dealt with there. As outpourings of a soul 
which yearned, strove, suffered and triumphed, the songs are 
naturally an intimate record of the experinces that the composer 
lived through. While these extensive songs may be considered 
as the macrocosm of Tyagaraja’s personality, we have also a 
microcosm in which this personality is seen in two or three words 
or in a pithy expression referring to the author of the songs' 
the Mudra as it is popularly called, which appears mostly towards 
the end of a piece and, in the case of this composer, often crys­
tallises the ideas associated with him and present in an epithet or 
two, in Sutra-form, the different facets of his personality. A 
look, then, into these signatures in the compositions reveals as 
much of the composer’s personality as the whole songs do. Let 
us then press the  ̂ buttons of these Mudras and see the light that' 
they throw on Tyagaraja.

The Mudra in Tyagaraja is also an index in some measure of 
the skill with which he could use it in double meaning or work it 
into the main pattern of the running idea of the piece so that it 
would be an integral part of the Sahitya. There is only one 
instance where it stretches itself a little more to mention the com­
poser together with his father’s name Ramabrahmatanayudai Tyaga- 
raju (Dorakuna). In a great number of pieces expressing the com­
poser’s feelings in particular moods and phases of his address to 
his favourite Deity, his name-Mudra is worked into the Sahitya. 
Leaving such cases, we shall see mainly those in which the name* 
Mudra as such, together with a word or two or a few more, 
immediately before or after, forms a distinct and significant unit, 
adorning as it were, like a jewel, the finale of a kriti.

Following the practice of earlier composers, Tyagaraja signed 
all his compositions, thereby givi ng them the mark of authentic
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city. This signature or Mudra, which takes the form of his own 
name Tyagaraja is after the Deity at the great Siva temple at 
Tiruvarur where he was born. This came In handy as the bulk 
of his songs were on Rama, bis favourite Deity, Ishtadevata. For, 
according to the background of Rama-worship, as Tyagaraja 
himself sets forth in detail in his Kriti Saramegani, it is Siva who 
taught the efficacy of Rama-Nama. The bulk of the Mudras 
therefore take the simple form of addressing Rama as 'Tyagaraja- 
nuta’ or * Tyagaraja-sannuta meaning at the same time 'praised 
by Siva’ and 'praised by composer of that name’. In Sara• 
rnegani, referred to above, he makes it explicit by combining the 
Mudra-namc with Siva, ' Tyagaraja-Sivudu. * In Makelara, the 
composer-poet expands this Mudra into *Tyagaraja Girisa-vinuta' , 
explaining the above mentioned equation between Siva and 
himself, and pressing additionally into service, the second Name 
that he uses here, Girisa, which would mean Siva dwelling on 
Mount Kailasa as well as * a master of speech a poet. In one 
of the Siva pieces, sung at Lalgudi, the Mudra-name Tyagaraja 
stands alone, as it suffices here as an address to that form of God. 
Nor does this Mudra-name offer any problem to the poet-com­
poser when he sang on Devi. As Devi or Narayani stands in 
the relation of Sister to Vishnu and thereby to Rama, Tyagaraja 
could bring in his name and his address to Devi, as in the song 
Parasakti, as sister of Rama, the giver of auspicious things, who 
is adored by Tyagaraja or as in Vinayakuni, as sister of Rama 
abiding in the lotus of the heart of Rama.

It is clear from his songs that both literary and devotional 
traditions were native to his family and he inherited them from 
his father and ancestors (see p. 123, Introductory Thesis, The 
Spiritual Heritage o f Tyagaraja, 1966). In the Bilahari piece 
Neevegani, he mentions Rama as the treasure earned by his 
ancestors through their austerities ; Palukavemi in Purnacandrika 
says that his parents endowed Tyagaraja with Devotion. That 
Rama was his sole heirloom is the burden of a Byagada song Nee 
vera kuladhanamu. All these ideas spread over the body of several 
songs are reflected in some of the Mudras in which the Deity is 
spoken of in relation not only to Tyagaraja but his whole family, 
‘ Tyagaraja-kulapavana ’ (Rama Raghukula), Tyagaraja-kula- 
vibhusha ’ (Rama ni samand). The JlfWra-passage in Chakkqni



rajamarga describes Rama as the Qod who has stationed himself 
in Tyagaraja’s house,* Tyagarajintane nelakonnadi daivame’.

The forms of Bhakti - Sravana, Kirtana, Smarana, Sevana, 
Arehana, Vandana, Dasya, Sakhya, Atma-nivedana, these figure as 
the very themes of separate songs. But in a compact form, in a 
word or two, they figure also in the Mudras of several krttis, 
whatever the themes in the main part of those songs.

Mudras like ' Tyagaraja-geya ’ in which Tyagaraja mentions 
Rama ' as one sung by him ’ refer to Kirtana, ‘ Tyagaraja-geyudu ’ 
in Raksa betters and Sadhincene which has two Mudras. The 
bulk of the Mudras, which take the form ‘Tyagaraja-nuta’ refer to 
this Kirtana. The Mudra * Tyagarajuni-jihvapai rajillu the Lord 
who shines on the tongue of Tyagaraja ’ (Oorake) again underlines 
this same continuous Kirtana that Tyagaraja was engrossed in. 
The Mudra ‘Tyagaraja-cheyu namasmarane sukhamu’ (Smarane 
sukhamu) refers to the third form, viz. the continuous thought of 
the Lord.

Arcana or Pujana, Sevana and Vandana are the basis of Mudras 
like ‘ Tyagaraja-arcita ’ (often), ‘Tyagaraja pujita ’, Tyagaraja- 
sevitaya’ and ‘Tyagaraja-vandita’ or ‘Tyagaraja-vandaniya’. The 
Arcana form of devotion, Tyagaraja himself says, he did in the 
most sincere form, without any adventitous|circumstan<^vitiating 
it; in his ‘Tulasibilva’ he describes himselfi^s ‘ Tyagarajihsirupa- 
dhikudai archlnchu’. Tyagaraja did his Ptija of Rama in the best 
manner, ‘Tyagaraju anchitamuga pujinchu.*

Dasya is to be seen in those Mudras where Tyagaraja describes 
himself as servant of Rama, ' Dasa-Tyagaraja* or ‘Bhrityudaina 
Tyagaraja’- (Manamuleda ;Pattividuvaradu ; Atukaradani); Tyaga­
raja is not merely Rama’s servant, but also servant of servants of 
Rama ‘Ramadasa-dasa’ (Brindavanalola) and he is Rama’s own or 
true servant, * Nijadasudaina Tyagarajuniki ’ (Karmame and 
Kadatera).

The Dasya on the part of the devotee goes with the idea of 
God as Master. In a Mudra which appears in six pieces, Tyagaraja 
refers to himself as one whose Ruler is Rama, ‘Tyagaraja-raja’. 
In one song (Dinamani), the Mudra describes Rama as the 
sovereign over Tyagaraja ‘T y agaraj a- sarvabhauma’.
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la several Mudras, Tyagaraja loves to mention Rama as his 
friend:‘Tyagaraja-sak'ha* o r ‘Tyagaraja-mitra*. As against ooly 
four Mudras referring to Dasya, Sakhya figures in the Mudras of 
sixteen pieces. In one, the composer calls the Lord his best 
friend * Tyagaraja-varamitra' (Bhaja Ramam satatam in Sanskrit).

Like Sakha and Mitra, the term Apia also refers to one on 
whom one can rely or depend, a friend. In no less than eleven 
Mudras, Tyagaraja calls upon Rama in this way, *Tyagaraja*apta*.

Considering the several unsympathetic and inimical people 
and detractors around him, it is with some pointed relief that in 
one of the Mudras, Tyagaraja describes Rama’s friendship in its 
dynamic aspect as having blown off Tyagaraja’s enemies, even as a 
wind blows off clouds, ‘ Tyagaraja-ripu-jalada-samira ’ (Mamava 
satatam). The Lord always sided with Tyagaraja. An address to 
Rama, which occurs twice as Mudra is ‘ Tyagaraja-paksha ’ 
(Lakshanamula and Evldhamulaino). In fact in this and other 
respects, Tyagaraja relied solely on Rama, as another Mudra 
declares that Rama alone is Tyagaraja’s friend, ‘ Tyagarajuni 
celikadu neeve’.

The attitude of Sakhya is a higher phase than Dasya and 
shows the development of intimacy with and easy access to the 
Lord, iSaulabhya. In a rare Mudra in Vaddanunianade, Tyagaraja 
calls Rama ' Tyagaraja-sulabhudu ’.

As Lord or as friend, Rama’s duty is to protect and save the 
Dasa or Sakha. It is indeed the most common aim of approach to 
God, viz. that He should protect the devotee from distress and 
those that are responsible for it. Rama as ‘Tyagaraja - pala ’ • 
* Tyagaraja-palaka’ and ‘Tyagaraja-rakshaka’, (in the Tatpurusha- 
samasa or in its Bahuvrihi form as * Palita - Tyagaraja ’ or in 
Telugu words of this meaning) occurs in twenty-six Mudras, and 
Rama as the remover of Tyagaraja’s distress, * Tyagaraja-kheda- 
hara ’ figures in the Mudra of Etla dorikitivo.

Protection from distress and foe is one thing; it is the further 
duty of the Lord to help the devotee to prosper and flourish. In 
the Mangalam in Ghanta, and in Kshirasagaravihara the Mudras 
give expression to this aspect and mention Rama as * Tyagaraja’s



poshaka’, * Poshita-Tyagaraja ’ and * Tyagaraja-adi-bhakta-posha- 
ka \
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In fact, not only protection and sustenance, but anything that 
the devotee needs is bestowed on him by the Lord. The Lord 
as the bounteous giver of boons, Varada is one of His most 
popular and appealing aspects. Is he not the King of givers of 
boons, Varadaraja ? As many as fourteen songs have the Mttdra 
referring to Rama as ‘ Tyagaraja-varada * in its Sanskrit or Telugu 
form. In brief, Rama constituted all that Tyagaraja cherished or 
desired, his luck and fortune, Tyagaraja-bhagya as the Mudras of 
three songs say (Ra Rama inti, Ranidi, Sandehamunu). The Lord 
is the very embodiment of the boon and blessing that was Tyaga- 
raja’s : ‘ Tyagaraja-varamani ’ (Neevegani). In one reading, the 
Mudra of Dinamani-vamsa describes Rama as constituting every­
thing for Tyagaraja,' Tyagaraja-sarvasva’.

The act of protection or the expression of affection is seen in 
one taking the hand of the other; this may be a feature of Dasya, 
Sakhya and also of the still higher stage of Prema or Kantasakti. 
* Tyagaraja-cebatti’, ‘Tyagarajuni karambatti’ etc., sometimes 
preceded or followed by the idea of protection (raksinchi), is the 
form taken by the Mudra in seven pieces.

Whether it was in one mood or another, as servant, subordi­
nate, friend or beloved, Tyagaraja always had Rama filling his 
whole heart. In over a score of Mudras Tyagaraja mentions 
himself and his heart as the abode of the Deity ; the expression 
is uniform although the words sometimes vary (hrt, hrdaya, 
svanta and manasa being used for heart, and sadana, nivasa, alava 
and dhama for the abode). In four pieces, the composer refers to 
the Deity as moving about in his heart,1 Tyagaraja-hricchari’ and 
in two, in a more elaborate poetic way, as residing in the lotus of 
Tyagaraja’s heart (Vinayakuni) and the bee on the lotus of Tyaga- 
raja’s heart ‘ Tyagaraja-hridabjabhringa ’ (Epapamu). If sometimes 
the Lord moves about in Tyagaraja’s heart, at other times He 
rests there, and in a well-known Ritigaula piece, Tyagaraja invites 
Rama to lie down in his heart till he recovers from the fatigue of 
the arduous tasks achieved in his incarnation. God chose Tyaga­
raja’s heart because it was superior, ‘Tyagaraja-varahridayanivesa’ 
(Neevera and Sambho Mahadeva), superior because it was pure,



'  Nlrmala-Tyagaraja-hricchari ’ (Amba nim nammiti). According 
to O Rangasayi and Namakasuma, the Lord was an adorment of 
Tyagaraja’s heart, * Tyagaraja-hridMtu/iana’. If the Lord loved 
to abide there, His presence there not only illumined Tyagaraja’s 
heart, like a jewel, but was also congenial and beneficent to it,
‘ Tyagaraja chitta-hitudu ’ (Undedi) and made it bloom: Rama 
was a sun to the lotus of Tyagaraja’s heart, ‘Tyagaraja-hridvarija- 
mitra ’ (Challaga nato), Tyagaraja-manasa-sarojakusuma-dinaraja’ 
(Ramaninne) and a moon to the lily of Tyagaraja’s heart: 
Tyagarajahridaya-kumuda-jalaja ’ (Saranu saranu).

The next stage of offering oneself to God, Atma-nivedana 
takes the form of a devotee declaring himself to the Lord, 41 am 
yours*,‘ Tava asmi ’; this feeling of * I am yours ’, * I belong to 
you ’, figures, as we shall see below in two Mudras, ’ Tyagaraju 
neevadu.’

That Tyagaraja practised true devotion, that he knew that he 
was not only on the right path but also on the best path and the 
worship that he did was sincere—all this could be seen as much in 
the pithy words of the Mudras as from whole pieces of his. In the 
Mudra in Nivu brovavale, Tyagaraja counts himself among the 
foremost men of God, ‘ Tyagarajadi-paramabhagavata’. His 
archana of the Lord was free from any adventitious motive, 
‘ Tyagaraju nirupadhikudai archinchu’. That Rama, his name and 
worship, was Taraka and supreme means of welfare here and in 
the hereafter, Tyagaraja knew, ‘ Tyagaraja telusukonna Tarakam 
iha-parasadhanam ’ (Rama Rama ifriffAna-Gaulipantu). Tyagaraja 
who prays to Rama knows that the Bhakti-marga is a full and 
complete path, an all-satisfying one, Paripurnamu bhaktimarga- 
meyani bhavinchina Tyagarajuni (Palinluvo in Kantamani). The 
Mudra-passage in Evaramadugudura refers to the path betaken by 
Tyagaraja as the ‘Raja-marga*, an idea with which the composer 
opens a whole piece in his own Raga of Kharaharapriya Chakkani 
rajamarga.

The intimacy of the Deity and the devotee is recorded in two 
Mudras, in Ennalluni trova and in Inta-kanna-delpa. In the former, 
in a mood of depression, Tyagaraja complains: The impression 
among people thatTyagaraja is yourman is only in name, ‘Tyagaraju 
neevadani pere’, but in the latter, in self-assurance, he declares

fa s . i-ivj tVagaraja in iiis signatures



that it is well-known that he was Rama's man, ‘Tyagaraja 
neevadani kirti*. This idea condensed in the Mudra opens a song 
in Saranga (Neevada ne) and is expatiated upon in the piece 
Sitamanohara (in Ramamanohari) where in the first charana 
Tyagaraja says : I feel blessed to hear people say that I am your 
own (neevadu). Pula pampu with which Tyagaraja lays the Lord 
to rest and sleep registers a higher stage of the feeling of Tyagaraja 
belonging to the Lord, for the Lord would go out to approve of 
and applaud what Tyagaraja had done, 'Tyagaraja kirtanamulella 
satyamani santoshinchi’.
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Some of the Mudras give expression to Tyagaraja’s mastery 
of music. In the Mudra*passage at the end of Svararagasudharasa, 
he refers to himself as the knower of the science of music taught 
by Siva to Parvati and that the world might learn it from him. 
Similarly, at the end of Ragasudharasa, the Mudra says that Tyaga­
raja knows that those who knew the Svaras, their source Pranava, 
its source Nada and its ultimate source Siva were Jivanmuktas,
' Sadasivamayamagu, nadomkara svara vidulu jivanmuktulani 
Tyagaraju deliyu’. Tyagaraja had a true understanding of both 
melody and rhythm, says the Mudra to one of the songs on the art. 
of music, Ananda sagara meedani • Bhavinchi raga-layadula 
bhajiyinchu Sri Tyagarajanuta’. But the music that Tyagaraja 
knew is one that was not divorced from devotion; he had learnt 
that if it was so divorced, it would not conduce to good life, 
'Tyagaraja nercina sangita jnanamu bhakti vina’ etc.

It is well known that Tyagaraja composed many songs on the 
art of music and on music as a Sadhana of Bhakti. It is not so 
well known that in the A/udra-passages of some songs, these ideas 
are expressed in a compact way in such a manner that they reveal 
Tyagaraja’s own idea of his compositions. In Vadera, he describes 
Rama as clothed in fine drapery of Tyagaraja’s songs, ‘Tyagaraja* 
vak-chelavrita.’ The Deity is fond of the devotional singing of 
Tyagaraja, ‘Tyagaraja-bhajana-sakame’ {Bale balendu bhushani.) 
In Elavatara, Tyagaraja says that of all the ostensible purposes for 
which Rama might have incarnated, the last but not the least was 
to bless Tyagaraja who had strung for Rama a jewel-necklace of 
•ongs in numerous Ragas ‘ Ragaratnamalikalu rachinchina Tyaga*
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rajulu vara mosagutanduka*. In Chintistunnade, the God of Death* 
Yama, is represented as plunged in anxiety that he could no 
longer claim his usual victims as they had all now started singing 
the meritorious songs of Tyagaraja. The Mudra-pmagt here 
shows the high notion that Tyagaraja had of the value of his 
songs, 'Saramani Tyagaraju sankirtanamu paderanuchu’. This, 
Tyagaraja expresses in a more explicit way in the Mudra-passage in 
Ragaratna malikache where he refers to his compositions as songs 
composed for the salvation of humanity, 'Tyagaraju kadatera 
tarakamani cesina’ etc. In his thanks-giving song Dasarathi nee 
rinamu teerpa, he qualifies himself as one who had taught people 
songs which bestow on them enjoyment here and salvation in the 
hereafter, 'Bhakti-mukti galgunani kirtanamula bodhincina 
Tyagarajarcita’. All this wonderful tone-poetry that came out of 
him, Tyagaraja was conscious, was a manifestation of Goddess 
Sarasvati Herself. Taking the accepted triune conception of 
Devi as Durga, Lakshmi and Sarasvati, Tyagaraja, in the Mudra 
to the song sung on Nilayatakshi at Nagapatnam, speaks of Her 
as the poetry that Tyagaraja was incessantly pouring forth, 
‘Santatamu Tyagaraju balkina vani \

In two songs, Rama neepai and Nammina varani, Tyagaraja 
says that even in his material enjoyments, it is Rama that he 
sees. This idea, referring to a still higher stage of realisation, is 
compressed in the Mudra to a Lali song Rama Sri Rama, which 
describes Rama as the embodiment of Tyagaraja’s joy, 'Tyagaraja 
modarupama’.

While there are a few pieces depicting Tyagaraja'sJove of 
God in the image of the love of a beloved for a lover, tHbe are 
three in which this bhava is seen in the Mudra which describes 
the Lord as the incarnation of Tyagaraja’s love, ‘Tyagaraja-pre- 
mavatara’ (Jesinadella, Isa pahi mam, and Patiki in Arabhi).

The Tadatmya-bhava or complete identification of the Deity 
and devotee is the theme of some of the songs, as has been shown 
in the Spiritual Heritage of Tyagaraja. What is specially striking 
is that in five songs, this highest state of identity iMondensed in 
the A/wdra-phrase which usually takes the form of the Deity 
being described as of the very form of Tyagaraja’s heart: ‘Tyaga- 
raja-hridayakara’ in Sanskrit; in one song Mucchata, the idea
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is couched in Telugu, ‘ Tyagaraju tananuchu vacchu’. In 
another, it comes as a question ‘ Is Tyagaraja and his Ishtadaiva 
different ?' ‘ Ishtadaivamu neevera ilanu Tyagaraju vera’ (Syama- 
sundaranga).

We shall now come to a set of Mudras in which the name 
Tyagaraja is preceded by an epithet disclosing 1o us what Tyaga- 
raja thought of himself as a person, as a musician and as a 
devotee. There are two kinds here, one in which the immediately 
preceding epithet appears to be placed, by intention, in such a 
manner that it may go either with Rama himself or with Tyaga- 
raja. Thus in Vachamagocharame and Orajoopu, the epithet 
' Ganalola ’ meaning ' delighting in music ’ and ‘Susvaraloludanu’. 
* delighting in tuneful notes ’ (Sitavara) placed just before the 
word Tyagaraja, may go with both Rama and Tyagaraja. So also 
the epithet ‘ Nadatmaka’, 'embodiment of Nada’, before Tyaga­
raja in Nee bhakii bhagya and ‘ Bhavuka ’ before Tyagaraja in 
Varanarada and Karunojaladhe. But there are epithets before 
Tyagaraja where there is no such ambiguity and these are large in 
number. 1 hey cover the whole of the many-sided personality of 
the poet, saint and singer, Tyagaraja. Although we have a 
considerable number of pieces in which the composer runs himself 
down and lets himself go in his depression, these Mudras we are 
now referring to give a totally different picture of him. Except 
in only one in which he calls himself an ‘Aparadhi’ Tyagaraja 
(Appa Ramabhakti) referring to his shortcomings, in the rest, he 
uniformly gave himself choice epithets revealing to us a Tyaga­
raja established on the foundational qualities of confidence, 
strength and exultation which only men of realisation could give 
expression to with felicity, propriety and effect. In Epaniko 
janminchiti and Daya juchutaku, he leaves us in no doubt as to his 
realisation of the mission of his life. That in all aspects of one 
born to the successful discharge of this mission, in every quality 
required for this, Tyagaraja knew that he was up to the mark, is 
seen in these epithets with which he qualifies his name in these 
Mudras.

In Raksha bettere, he describes himself as a lover of music 
' Sangitapriya-Tyagaraja’. In Paramatmudu and Bhajana seyu- 
marga, he calls himself the good Tyagaraja, 'Sadhu-Tyagaraja’.
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That what he did was always good is seen from ‘Subha-Tyagaraja’, 
the Mudra in Sobhillu. Both these in Sanskrit Sadhu and Subha 
have their Telugu counterpart in the Mudra in Enduko baga where 
he calls himself ‘ Manchi Tyagaraju’. His freedom from desiies 
for the evanascent things is conveyed by the Afudra-phrase 
' Nishkama-Tyagaraja’ (Kattujesinavu) and ‘Ragavirahita-Tyaga- 
raja’ (Sri Rama Sri Rama-Sahana). That he was possessed of 
Vairagya, detachment from and aversion to worldly possessions, is 
seen from his reference to himself as 'Viraktigalgu Sri Tyagaraju’ 
(Sakshi ledanuchu). In fact Tyagaraja was free from all faults, 
‘Nirdosha-Tyagaraja’ (E Ramuni) and was thus pure, ‘Nirmala* 
Tyagaraja’ (Ambaninu). In all respects, he was an integrated 
person, true in every respect, ‘Nijamaina-Tyagaraja’ (Ramabaaa 
and Endu kaugalintura). He was a man of real wisdom ‘Sumati- 
Tyagaraja’ (Nidhi tsala) and being gifted with this correct 
perception of the comparative values of things, he had no doubts 
and could make his proper choices, ‘Nissanka-Sarasa-Tyagaraja’. 
(Deva Rama Rama). All this gave a maturity and perfection to 
him which could only be conveyed by describing him as an 
aesthete of a superior plane, Sarasa-Tyagaraja’ (Kalalanerchina, 
Dev a Rama Rama and Paluku khanda sakkeranu). Looking down 
upon those obsessed with astrology in Grahabalamemi, he counts 
himself in the Mudra of this piece among the foremost Rasikas 
' Rasikagresarulu’, who knew who was more reliable or helpful, 
astrologers or Rama. The descent of grace and enlightenment 
on one rids one of the sense of being weighed down, and makes 
him light, lustrous and joyous, all of which Tyagaraja compresses 
in the simple epithet ‘Rajillu-Tyagaraja’ which occurs as Mudra 
in a number of songs (Sripate nee pada, Induka i tanuvu, Narada- 
muni, Srirama Jayarama, Sarasiruhanayana, Enta papinaiti). It is 
by reason of all these qualities that he becomes a ‘Dhurina- 
Tyagaiaja’ (Chanitodi), one capable of carrying a burden, ihe 
burden of leading, educating and uplifting us.



Dr. V. Raghavan

Tyagaraja was a flower that blossomed in the Bhajana 
tradition, the mother of SoDg in the North as well as in the 
South. Among the pioneers of this movement in the South is 
counted Tallapakkam Annamacharya, to whom the Bhajana- 
paddhati now in vogue beginning with the Todaya-Mangalam — 
which has taken into its fold the dance-drama traditions too — is 
traced. The creative activity of the Tallapakkam poets embraces 
four generations and two centuries of unbroken output on a pro­
digious scale. The first of these dedicated minstrels of Lord 
Venkatesvara at Tirupati is Annamacharya, A.D. 1408-1503, who 
started composing in 1424 A.D. when, as a boy of sixteen, he 
was blessed with a vision of Lord Venkatesvara ; for eighty years, 
till he passed away in 1503, he went on singing, believing with 
the Tamil Nayanar-psalmist that the day barren of the Lord’s 
Sankirtana was a day on which he might as well have been either 
not born or not alive.1 In the heaps upon heaps of copper plates 
preserved at the Tirupati Devasthanam, on which the songs of the 
Tallapakam composers are engraved, three works of Annama- 
charya are found. Although all these centred on no other subject 
except Lord Venkatesvara, each work adopts a different mode of 
approach : The Srngara Samkirtana is a collection in which the 
Lord and the poet-devotee are figured as Nayaka and Nayika. In 
the Adhyatma-samkirtanas the poet expatiates on Bhakti and 
Virakti. The Smgara-manjari is a love poem on a maiden’s love 
and longing for God Venkatesvara and her eventual success in 
attaining him. Although all these are in Telugu, there are in the 
second collection songs in which the poet handles the Sanskrit 
language.

Indeed Annamacharya was a Sanskrit writer as well. He 
wrote a fourth work, a treatise on the art of composing Adhyatma-

•A paper read at the Tyagaraja Bicentenary Celebrations of the Madras 
State Sangita Nataka Sangham on 9-12-67.
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kirtanas, devotional and spiritual songs. This text has not come 
down to us but Annamacharya’s grandson, China Tirumala listen* 
ed to his father Peda Tirumala’s exposition of it, and rendered 
it into Telugu and fortunately through this Telugu version,1 
Annamacbarya’s Sankirtanalakshana has come down to us.

In all this great output of the Taliapakkam composers, there 
is, for the student and lover of Carnatic music, a wealth of 
precious material for study and research. The Taliapakkam 
Samkirtanas form a significant part of the heritage to which 
Tyagaraja was heir and which, like those that he received from 
Bhadrachala Ramadas and others, moulded him, his life and his 
mission and the art which was the medium of his contact with the 
Infinite.

It is the Samkirtana of Annamacharya which crystallised into 
the Kirtana and kriti of the Great Trinity. Annamacharya was a 
path-maker in this field, pada-kavita-marga-sarvabhauma as his 
grandson describes him in the Telugu Sankirtanalakshana.

Between the Srngarasamkirtanas and the Adhyatmasamkirtanas, 
it is the latter that offer prototypes and parallels for Tyagaraja’s 
compositions. The Samkirtanalakshana defines an Adhyatma- 
samkirtana as that which has as its motive force the knowledge of 
discrimination (viveka) as to body, soul and God, and embodies 
similarly the sense of the comparative values of the world and 
the scriptures, of Dharma and Adharma:

Deha - Atma - Isa - Vivekotsahambunu
Loka - Veda • Dharmaadharmadi - uhapohambulu
galaya Harisamkirtanambul Adhyatmambul.

(P. 148, verse 61).

One will immediately be reminded of Tyagaraja’s definition 
of a Kriti in his Sriranjani piece — Nigamasirorthomugalgina
nijavakkulato..........sadbhaktivirakti..........kritice bhajiyincu and
again in the Ritigaula song: Naigama-shatsastra-purana-agamar- 
thasahitamata.

If a composer is endowed with such qualities and qualifica­
tions, it lifts his contributions to the plane of Veiattantri.

2. See The Minor Works, T. T. Devasthanam Taliapakkam Telugu 
Works Vol. I, Tirupati 1933.
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Sampradayagata-jnana-sahitudaina manuju 
sat-kaoitayu Veda-mantra samanamu.

(Sankirtanalakshana, p. 141, verse 23).

The mention here of Sampradaya may be noted. Tyagaraja 
mentions Sampradaya at more than one place and in the Todi 
kriti Kaddanu, he expressly states that there should be no devia­
tion from the path of tradition: Paddu tappaga bhajiyincu.

It goes without saying that as an artistic creation, the Samkir- 
tana should possess all its requistie qualities on the literary side 
including those of prosody ; Yativisrama, it may be remembered, is 
included by Tyagaraja in his description of the Kriti. Annama- 
charya says that the songs of one ignorant of the proper style and 
pattern of pada-composition including its prosody, would be worth­
less : Andarilo padamarga-cchandomoodhatmu kavita etc. (p. 140/ 
verse 19). This is of course taken for granted, but what should not 
be lost sight of is the devotion and dedication which are to be the 
main inspiration. It is this spiritual quality which endows the 
Samkirtana with a higher value. In the same place, the Tallapa- 
kkam composer continues: Govindapada-bhakti-rirahitamanduni- 
dharmakriyakramambu nadangun.

The same call from the top of the Seven Hills is heard in 
clearer tones on the banks of the Five Rivers : Sangitajnanamu 
bhaktivina sanmargamu galade (Dhanyasi).

Displaying his easy artistry with words, the Tirupati poet- 
composer drives home the idea that such song comes to one who 
has transcended his limited self and its mundane interests, its 
mamatabandhana. The kriti, he says, should no doubt have 
Alamkriti and Camatkriti but what it should never have is 
Ahamkriti. Songs prompted by the last instinct would be 
ridiculous.

Kriti ceppina ya/aialam-kritiyu camat-kritrya galga kirtinci- 
naco-kritiyagunatugaka Ahamkrti kriti seyamga migula gelimba- 
dade. (P. 40. verse 20).

A few typical pieces from Annamacharya’s Adhyatmasamkir- 
tanas* may be taken and with them we may juxtapose some of 
Tyagaraja’s and note the kinship.



In his Adhyatmasamkirtanas (p. 65, song 98), Annamacharya 
has a song in Raga Samanta which has the burden " Yenta cesina 
tanakeii tuda cinta Sri Haripaim jikkute calu," saying that what­
ever one might do, it is of no avail if one’s thought is not on 
Hari; and the Charanas which elaborate the idea point out that 
even good deeds, penances and achievements of learning are futile 
without devotion to the Lord and His grace. Tyagaraja’s Todi 
piece “Emi jesite nemi Sri Rama karunalenivarilalo ” is on the 
same idea and in the same strain.

In the same collection is another song of Annamacharya in 
Nata (p. 125, song 187) “ Tanakeda caduvulu tanakeda sastralu 
manasu cancala buddhi manena?” - “ Wherefore learning and the 
Sastras to one whose mind has not ceased to be fickle?” which has 
its echo in Tyagaraja’s Abhogi piece “ Manasu nilpa sakti leka 
pote madhura ghanta virula puja emi jeyunu ?” - ‘‘ If one is unable 
to control and make his mind steady, will any amount of worship 
with sweet bell and flower be of any avail ?” and in “ Manasu 
svadhinamaina ” (Sankarabharana). As for the futility of barren 
learning, Tyagaraja emphasises it in very many songs, the most 
telling ones being “ Kshinamai tiruga" (Mukhari), • Kalala 
nercina ’ (Dipaka) and ‘ Padavini sadbhakti ’ (Salaga Bhairavi). 
In a Bauli Samkirtana (p. 21, song 32) ‘ Rama Rama Rama Krishna 
Rajivaiocana nivu dimuvanti bantanane tejame nadi,’ Annamacharya 
humbly represents to the Lord that he may not be equal to any 
kind of service to Him before such great servants of His as 
Hanuman who can cross an ocean for Him; like Sabari who 
can pre-taste and select the fruits for Him and so on. Varying 
the idea somewhat Tyagaraja in his ' Upacharamu chesevarun- 
narani.maravakura' (Bhairavi), pleads with the Lord that because 
He has servants like Anjaneya to keep watch at the gate and 
His own three brothers nearby to do any bidding, He should 
not feel that there was no need for others and forget Tyagaraja, 
Of course, for feeling jealous of Sabari, Tyagaraja has a full 
separate Kriti.

Describing true worship Tyagaraja elaborates in his Ritigaula 
song ‘ Paripalaya ’ the idea that one’s own body is the Lord’s 
temple, the steadfast mind the Lord’s golden seat and so on. 
” Tanuve nikanuvaina sadanamaura Raghunatha; sthira cittamu 
vara camikara pithamu Raghunatha." In ‘ Namakusumamulace' 
Sri Tyagaraja describes his mind as the golden seat on which
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he has installed the Lord, ‘ Sriman-manasa-kanaka pithamuna * 
etc. Addressing Lord Venkatesvara in Kedaragaula (p. 239, song 
355 * Nivunna cote ’) Annamacharya said, * Devuda na dehame niku 
Tirumalagiripattanamu, bhavimpa hrdaya kamalame bangaru meda" 
- “ Lord ! my body is itself the Tirumala hill for you, the lotus of 
my heart is itself the golden abode for you and my mind is itself 
your gem-set couch.”

There are three complete songs of Aonamacharya singing the 
glory of the Lord’s Name, ‘ Sakalasamgrahamu ' in Lalita (p. 225, 
song 334) ‘Tatigoni yemaraka ' in Dhanyasi (p. 195, song 289) and 
‘ Japiyimcare sarvajanulu yi namamu ' the last one on Ramanama 
itself. These may be compared with the several Kritis of Tyaga- 
raja on Nama. In the first Annamacharya describes Hari-Nama 
as the essence of all Vedas, Sastras and Puranas and as the King 
of all Mantra?, Mantra-raja. In the second one in Dhanya^j, 
Annamacharya has a precious idea which Tyagaraja also has in a 
song of his. In the first Cbarana of this piece, Annamacharya 
says that the Lord’s Name is to the devotee what the Mangala- 
sutra is to a Pativrata: * Kappi pativrataku mangalasutramuvale. ’ 
Pressing before Rama that although there are several Gods, Rama 
was his Ishta-devata, Tyagaraja compares the former to different 
kinds of ornaments that a woman wears and Rama to her Mangala- 
sutra :

‘ Paradaivamulu bagu sommulu 
Suranuta! Mangalasutramulauna!”

(Raghuvara nannu, Pantuvarali)
' Sri Rama padama ’ of Tyagaraja in which Ahalya figures 

prominently may be considered an offspring of Annamacharya’s 
Samkirtana on the Lord’s feet in Mukhari * Brahma gadigina 
padamu’ where Ahalya’s purification occurs as one of the' several 
wonders.

Not only does Annamacharya frequently speak of Rama in 
his songs, although they are mainly addressed to Lord Venkates­
vara, he has also songs on Rama Himself, on Rama-Nama, on 
Sita, Anjaneya etc. in all of which the leading ideas of Rama 
bbakti, such as the belief in Siva imparling Rama-Nama, which 
are met with at every step in Tyagaraja, are seen also in Annama­
charya; in these songs, Annamacharya too, like Tyagaraja later, 
used the entire Rama-milieu as found in the different Ramayanas 
in addition to that of Valmiki.
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One of the special features of Tyagaraja's compositions haa 
been held to be the songs he has composed on the art of music it­
self as Sadhana to Bhakti and as a Yoga in itself and on Nada as 
an easy means of attaining Brahman and Brahmananda. These ideas 
are of course part and parcel of the ideology of our music as 
handed down from the times of Samaveda and the Upanishads. 
Classical treatises on music, like the Sangitaratnakara speak of 
the greatness of Nada and Gita, but among composers, Tyagaraja 
had been considered the only musician to have devoted many 
songs to this idea of Nada and Nadopasana and as singing or 
Kirtana as conferring on one all that one desires here and in the 
hereafter. “ Ragaratnamalikace ramjillunata, Hari, Sata; baga 
sevinci sakala bhagyamandu damu r a r e (Ritigaula). The 
manifold benefits of a Lord’s Bhajana or Kirtana are set forth by 
Tyagaraja in his ‘ Paraloka sadhaname ’ (Purvakalyani). Anna- 
macharya, before Tyagaraja, gave articulation to this idea of the 
all-round efficacy of singing the glory of the Lord in song, 
Samkirtana, and in a long piece in Samanta (p. 221, song 328), 
enumerates in its twenty-two lines, the numerous beneficial fruits 
of Samkirtana. Two ideas cf Annamacharya are here which may 
be especially noted with reference to Tyagaraja who gives a 
more pronounced expression to them, namely that Samkirtana 
is in itself Brahman and is greater than Sama-veda. “ Calada 
Brahma miti samkirtanam miku ” and “ Samamunaku ekkudi 

- Samkirtanam.”
Genius is defined as infinite capacity and Kshetrajna, Puran- 

dara, Annamacharya and Tyagaraja had all been prodigious in 
their output.

More than all the explicit and implicit parallels in the songs 
of Annamacharya and Tyagaraja, it is the style and technique of 
the making of the Sahitya that shows Annamacharya as a forerun­
ner and model for Tyagaraja. The enunciation of a central idea 
in the Pallavi, and developing it or reinforcing it in a series of 
supporting or enriching ideas, illustrations, analogies etc., all this 
so patent in and characteristic of Tyagaraja, one already comes 
across in the Samkirtanas of Annamacharya. No wonder his 
grandson, in a prophetic tone, hailed him as the Sovereign of the 
art of composition : Pada-kavitamarga-sarvabhauma.

•For Adhyatmasanklrtanas referred to above on p. 103, see Tallapakant 
Telugu Works, Vol. II, T. T. D ., Tirupati, 1936.
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plT26l0lr6ŝ !)lb, 6T6&Tpi L|63r(0S6U!rTsrf)u9sb r̂rixunrarimnuu uir@a£)0 if.

@6̂ i_sir>ff>6UiL, cPipeir ibitldit ^ 6U5i9<r6iior6ir)i_iqu) ot(5>^0 j«  

G®/r6nG6ii(nii. iriTLDrBirifljj^sor 0 ^ l6y>uj<s ^liuirajrirggir 

«T6tJCU6rr6i| j§lsiruu>rr6BrQffi6srff Qfffrroro (ymjiqioir ? ’ a f ir p i  p a ir  «irij)  

« 0^ 1  ‘ (g /ip  Os^06^D^^Jl£l6̂ Ifl,  6T6orn)^la3 (2<sil(5l d il il® , ‘ 

j§l«nffQ uj6p ib  cp i( ip p p <p i'i(3 j u  G>uirili_ ffrfsscinrr’ er«wr<gji ,£j(3 ff> 

« 0 ^)uSlsb (3u>(3ro 6U(rsajfl«<s0 0 rr. Q iiff, e_6ucnu>(Si(jir(p<sb.i_ L o p p it i 

U 60 t ^ 6u6n w a & n p  p i i p i ,  uj(ip(sa)<966bujrr6)roflu5l6b <96ir6troruu@ti> 6^0 

» _ 0 uuiij.uSla3— tririD, if ibtld C i£t/>1 0 ^ 1rrir’ sre irp i ^)ujirff(rir^6in jL i 

OuirroOsu (2ff«Tr6iS)iqi_65r ^ ir i i i S I p p i ,  u /r il(5  (tp(t£6iipiii> ifiTwiBirUi 

0 <̂ 1s<niu(Suj rrmDpir6roir 6WT6irsf)pprrr. rrmuiBirioffi^sir (3u><sr«nu>6iniuLi 

urf>n5l rriru5̂ ir 6TOif g lw rg ia j 6iSlifl«uiriu QffTro6iS)uSl0 u u 6<n£> jjr o ir  

kijTir6if)uSlro UTuj.u3 0 « 0 i i  ‘ y^irrr(y)60 ^Isiiiu ieitld 6T0Lcir<3Br(2ffiq<*6Br«iir 

g ir g ii ’ cr«Brn) uirilirj.ro aaranraDirii). ‘ffn|<TOrsim£>^l0«ir’ , ‘ piuirm CUD  

•uir«nu>ciir’ ,  ‘ u^6iSI if 6rt><$u<±<$’, ‘ ifiSBr6ro_*if)6bu’ , ‘ otib<5 (3n>frff^)(£t)*,

‘ u j « 0 ir0 ig)i’ (ippaS'uj ^lujiraBjrirgj ^ irffff66riE ia6rfl 6piOT6ir « 0 ffi0 ig  

sSeir Cluj6060mi) furarsi/ ifiru>pirsn>iflsir @mp roirireifl d iirp p fsrp jffm
«ir«HJr60TLE.

U 60 0 ^ iu 6kiiB ia ^cd Q 6ni_(3uj trmt>(ptb, tjiru>udif£lu-{ib p fs f l£

r f f l u y  m riu iip tn e u  t r a r p  * (p p ^ i «ir*wruu(Slui.



TYAGARAJA AND RAtlAbASA 109

«Fifiia{rTUirsMr£^)ro (riru>piraotr <£iipg>2sar g>ar mi 4 sriB(3g»T u amirg i  

Liir6k|i_sy if Q suibS ^ t  ss s s o f)  (S^afi—stf yiriDir’ srsir ifliffiasdQing i . 

§ l^ s ir  u n u ib ,  £jl^6 0  £ rB ^ 0 <±0 t i  *_£T(r«ninBi<s6rr jrirutiriuonr <s<arr 
UT^jriBia«rr srsbsoirsu^sm jDiqLO j^tiunsjrTggiflsir u iigiQ ipirafl S 0 ^ )  

‘ «£|l iu  !Tiru> stibS ^ it Q siruug-ir’ srsir^p^lsb lS(t^ Iusi5)£^|0,±<sQ

drjpfsr. ‘ srosuirifl mani r&nfiiuCSaiiSl’ ctsst mi 6io-°irq-u3  tpisiror uTilttj.ro 

ITTu>£Tsroii (ipsir ^ a s b s m u j ^gjirifleirM T, urrsrjnsoirasir, gjQjrsiru^l 

yp^srSluj u < i^ if <35(25*0 (SiBrfi6£) QiB0<s<siq.snuJs QsirsbsrS), u<s suit sir 

^jsiiT<s%ir<s dB/ruuirjpajssrsm^ sr®<3gi<s«Tili_T& O sT roaS^if. g)ri<s 
mT^lffliUTsir (Lp&mi!DuSi_&CiiLjiii, (yissr ussurr(SB)6b s t u u t ^jjd u u iI l -  

roiflsir Quujifa&Triqii>, ssn ^ a & rriq ii)  (oiririjSsrrsrrir* i^fflujTairTgpif 

£>ii if^^sarisj« 6rflso ss)«Mjrr(snj^)0if. ^ I ib^  sms«t9smiu (yrsuJLDiriii

(S^Tiij.uSI^!|sfrsrr 4 (ip sir g jjir  it «U(6OT)’ ciS I^ jlc,  (5« 6>i«TiBaiTif)it3 fflsrr6ir

‘ sn firsrD TSj-siu isj’siS)|pjii a s s e s s  sir smrroiru).

u s s u < 5  sm sr& j& rfiuu ) G lsiu tqL O  n Js^ u j< s< $ 4 b  £ s n r < £ 0  (Sujrr«uJST><a

uSro&o s rs iru 0 ilo, jssir sTLp<mmu-)Lfi? -a)<siOT)6b u s s u T spis ig s a s i r u T r i i
g>0 (o6u&n' srosnri£lsb250(3ujT srsir aj 6r  suin'srrar(y>Lo u i ^ 0 S 0  stil̂ oi^ i

gliu  i)sns(Siu . QsWsrrrrirs^i^rr^^ei) u t l j .iu  ‘ irirm sii^rr nsirQs<irco(5$uT' 

srsir tj u t l I uj-SO TTU)£>TS>Dii, V t id , s_sir U T0 i s»>ssmuj uif<Bsir (Sutso  

iFTsir Q ^Ttp (ipuj-iqinir?’ stssttu «y «o a ^  lessor sir, 0 £ia)sir,

ajtstSI, ^grjiBJs^sir, 6ro- "<*ifsusir, « 0 i_ s ir ,  sungnusTsir. aurfl, srfsmjS, 

gji_iriqsfo, ggTteusuTsir, A&iSsi^sssrsir £»jluuq. gpsbQsuT0SU0tii Glaiug; 

^ $ iiQ s u T 0  usnsfluSIspnf) 1 ^ s u s s r ju  (Suitto iBTsir Q a iiiiu  (yricjiqmx?’ 

srsir ay ( S a i l<30011. g lrfe^i <350 <5 SD<S a n js y  aSibuj it sroii> Q a iu ^ y

^luj/rairrrgjif srnuirsiSluSl^jsrrsir ‘ a_uax!T(y> (5<r(o6rosuT0«ir(sn)!rssfl injsn  

01/ t ’ ‘ a -so ra g ) ^ jiB ^ re ^  <Ka0SDS^6»->uja O s iiiu j .^(grjggCiBUJif, a_sir 

^ u iiS ssrr, an!) s d ^s (yrajsrSKSujinf @0<*<s00if«sir srsirxy 6rsir8ssr 

<Ssusosn_irQuDsir ny mjgiBjji srSt-irCS^' srsirxy (S«il(5<iQ «T 6fra00if.

u a ^ l  usogrsaar(Ssusir9Uij.uj (tpfmjd, u £< s0 ® @ j (§)0««(3susiiiirii|.iu 

0S!rarr£j<35«rr, sul̂ Iu Q u) a iisn s— j*jluunj.ijutLt_ siS)6>f lurBissrflro @ 0 S U 0  

sdi_ uj uT(l($<sssif)ro sxsssnjuQ ii>  sp0 (tp£u>Tssr a 0 £ jy £ * & i r u  

uxif& asoiub.

£>ifu>^sn^ c5)g u sfji£ j.u u ^T)ST« (*<SA^<D<5iqii>, uassuxSsor su^l 

u®st>£5 j ) 0  uso susd<s  ^ ,n )  n)£><s&iriL|U> UDSofl^gyigj c5 j« T f ) ^ i^ 0 « 0 li  

Q ux(ipxy, ^(susir sriTip'ET&TrQiusOsoini) u ir^l a /r< ia ^ jj5 ^ jL b f

u ir^l suutqtroTjy, <̂ l nj n js iru ii Qpro(y>tfi sff(^)i<s0<s O ® Tsird005s«r

Pt*. i-iv}



l i d  THB JOURNAL OP THB MADRAS MUSIC ACADBMY [VOL. m i k

srssr nj QuiflCSujirif su0®0|6uir. j § ® ® 0 £ g /  use onsuirrrsiu gireo

a aflap w  u ir il(5 « s if l^ iii)  ,£|i<).4ssi<). « J 0 i i .  g lu u u f.u u ili_  surryiasss® 

uSeir s=rfl0 ^ h r ^ s n 0  rriTLDfirrsmir glirswr© (y>(ipLiu/ril(5 ®«STflsb su/fsssfljS 

^)0S^l0(r—«jjti 6tflu36pi6tr6rr ‘ l̂ijujiuCSiuir (SiEQgg&so * gjs^wr^’ 
ototu ^ lgiiLb sujtrsrfluSI 6£jsrrsrr ‘ srssrssfl gjsarmssMQsp®®®’ srssru

aOf f lip, (§ld ^  « 0 ® 0 J  (S^rru^uSl^errsir ‘ uGljrir^^ji (SuirGltugu’ srssrjp 

« 0 ^)u5lsb j^liurrarrirggir uiru).u9 0 « < £ 0 ir. '

(3iTSU0U^) rrir®£^lsb * a ir  6vdl/6o(3 idl£) irirmrrgpi®irnjnusB(2in 

u*0(Lp’ srssr.p (SsgTsiouj^sn^; (E(iiL|sij<in<saS)i— (rrrioSssr rEiin_|sujgi 

(Sun) srssr0) ^liuirarnrgj/f Lifriq.uj)0®d9(fljT. <^lujir«i£jiu0<s0 (i^ssr 
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KRITIS OF TYAGARAJA—AN ANALYSIS 

K. R. Rajagopalan, Christian College, Tambaram

Many have been the tributes paid to Saint Tyagaraja during 
this, the Bi-Centenary year of his birth. Many a learned paper 
has been presented in this Academy bringing into prominence the 
various aspects of Sadguruswami’s musical genius, philosophical 
outpourings, poetic exhuberances, mystic experiences, Bhakti 
aspects and the like. I am also tempted to add my respectful 
offering to his memory in this humble, by no means scholarly, 
classification of his songs. Being a statistician, my tribute will 
have something of “ the statistics” of the Saint’s numerous com­
positions. I am reminded here of the tribute that Mr. Kailasad, 
one of the greatest modern dramatists in Kannada paid to Mahatma 
Gandhi—he wrote a sonnet on Gandhiji likening him to an 
eatable! These are the ways in which a Bhakta can “ enjoy ” 
the Lord—the Nayaka-nayaki-Bhava, the Seva-Bhava, Vatsalya- 
Bhava etc. It would not be presumptuous, I hope, if 1 call this 
short classification to be in the Gaiiita-Bhava !

The first desideratum in any scheme of classification is a 
list of Tyagaraja’a Kritis. There have been many editions of 
his compositions and not all of them contain the same songs. 
There is also dispute about the authenticity of some of the pieces 
included in this or that edition. I have not gone into this 
question at all—I leave it to more scholarly minds. There has 
not been complete agreement with regard to the Raga and Tala 
of several available songs. Perhaps some idea of this might 
be got by a perusal of the long list of songs—labelled TABLE-1 
appended at the end of this paper.

Tradition has it that Tyagaraja composed 24,000 songs, but 
the number of songs that are available with the name of the 
Raga and Tila and the first words also is but a fraction of this— 
70S. I have compiled a list of them (TABLE-1) with the help 
of the following books ;—

I. List o f Tyagaraja's Kritis given in Chinnaswamy 
Mudaliar's book of the 1890’s—This list contains about 800 songs

I
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for which only the first words are given and in many cases, the 
Raga and Tala are not given. I have omitted the latter songs. The 
List has a number of repetitions—the same song being categorised 
underthe different letters of the English alphabet—e.g. 
gets listed with both C and Z !

II. Srinivasa Ayyangar, K. V . ; "Sri Tyagarajaswami Keerta- 
namulu ” (Telugu), 1930. In this book, the full text of 630 songs 
with their Tala and Raga are given.

III. Appa Rao, Vissa: " Tyagaraja Keertanalu", 1948. This 
contains 600 songs.

IV. Ramanujachariar and Raghavan: *' Spiritual Heritage of 
Tyagaraja ", 1957. This contains 365 Kritis all of which are 
available in II above. The emphasis in this book is only on the 
study of the “ Thought Content ” of the songs.

V. Rangaramanuja Ayyangar, R . : “ Kritimanimalai " Vol. 
1 and 2, 1965. Has 690 songs for which the musical scores and 
the meaning in Tamil are also available. This book has the 
largest collection of songs with musical setting of the songs. 
But some songs have been classified under different Ragas 
also—references to this could be seen in the Remarks column 
of the List in Table-1.

VI. “ Sree Tyagarajaswami Keertanaigal Published by 
the Sadguru Sangeeta Samajam, Madras, 1967. This book con­
tains 676 songs. Only the text of the songs with Tamil trans­
lation is given.

Besides the above I have also consulted some other books, 
notably—“ Rare and unpublished Kritis o f Tyagaraja ” by 
T. V. Subba Rao, 1951 and ** Sadguru Swami Keertanulu ” by 
T. Narasimha Bhagavataswami, 1908. The newly "unearthed” 
twentysix kritis which were rendered at the Academy this year, 
have not been included.

Though quite a number of songs are found in all the books 
(I to VI listed above), some of the songs are found only in one. 
The following are such Kritis

15
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1) Dalachinantane - Mukhari -  Adi
2) Desikavara - Devagandhari -  Adi
3) Eemahini - Saranga -  Chapu
4) Emanine pogadu - Kedaragaula - Chapu

5) Evidhamo - Kalyani -  Adi
6) Inavamsa - Kedaragaula -  Jhampa
7) Jalakmadu - Sowrashtra -  Chapu
8) Jayamangalam - Madhyamavati- Chapu
9) Kantakula - Saveri -  Chapu

10) Karunarasa - Ghanta -  Jhampa
11) Mandagamana - Kalyani -  Adi
12) Mangalamava - Nadanamakriya- Adi

13) Munumandara - Saurashtra -  Chapu
14) Neelaghanasyama - Ahiri - Tisralaghu
15) Raghunatha - Bhairavi -  Adi
16) Sandandiyani - Begada -  Rupaka
17) Sarivedalina - Todi -  Todi
18) Vadanadyuti - Pantuvarali -  Triputa

Note : Only the first words of the songs are available and 
not the text of the songs.

Found only in V :

1) Abhimanamennadu -  Kunjari -  Adi
2) Elara Krishna -  Kambhoji -  Rupaka
3) Evarunnaru -  Malavasri -  Adi
4) Ganamurte -  Ganamurti -  Adi
5) Garudagamana -  Gaureemanohari -  Rupaka
6) Kalasavarti -  Ratnangi -  Adi
7) Maravairi -  Nasikabhushini -  Rupaka
8) Mrdubhashana -  Maruvadhanyasi -  Desadi



1*TS. l-iv ] KRITIS O t TYAGARAJA— AN ANXLlSIS l l i

9) Natajana -  Simhendramadhyama-  Adi
10) Needucharana •  >• -  Triputa
11) Neesarisati -  Hemavati -  Adi
12) Paramukha -  Surati -  Adi
13) Paripurna -  Hamsabhramari -  Adi
14) Parulanuveda -  Balahamsa -  Adi
15) Ramanama -  Athana -  Adi
16) Ranganayaka -  Sankarabharana -  Adi
17) Raraphani -  Harikambhoji -  Rupaka
18) Sadamadindu -  Gambheeravani -  Adi
19) Sandehamu -  Kalyani -  Rupaka
20) Sarasanetra -  Sankarabharana -  Adi
21) Saraseeruha -  Amrtavarshini -  Adi
22) Sreegana -  Kanakangi -  Adi
23) Vanajana -  Kedaragaula -  Adi
24) Vedalanu -  Todi -  Adi

Note: Items No. 7 and 8 above were first brought to light 
from manuscripts by Dr. V. Raghavan1 and were incorporated in 
T. V. Subba Rao’s book.

Found only in V I :

Pahi Paramadaya -  Kapi -  Adi

Details regarding the names of the Ragas used (in Alpha* 
. betical order) and the number of songs in each are given in 

Table-2. It will be noted that as many as 212 Ragas have been 
handled by Tyagaraja. More than a dozen songs are found in 
the following, the figures in brackets indicating the number of 
songs:— Arabhi (14), Athana (14). Bhairavi (19), Devagan- 
dhari (13), Kalyani (21), Kapi (14), Kedaragaula (15), 
Kharaharapriya (13), Madhyamavati (15), Pantuvarali (13), 
Sankarabharana (30), Saveri (19), Sowrashtra (21), Todi (29) 
and Varali (14). Though it is generally known that Todi and 
Sankarabharana were Tyagaraja’s favourite Ragas, perhaps many 
do not realise that he has sung more than 13 Kritis in Aihana, 
Devagandhari, Kapi, Kedaragowla, Varali, Madhyama*

1. See J. of the Music Academy, XVIII, pp. 145-8, Two New Songs.



vati etc. Equally surprising to quite a few would be the fact that 
threei songs of Tyagaraja are mentioned in Anandabhairavi and 
Ahri (a Raga which is unfortunately becoming rare in today’s 
concerts 1). At the other end, there are as many as 121 Ragas in 
which only one song is available.

The Melakarta Ragas that Tyagaraja has used can also be 
listed and classified. Compositions are available from the first 
mela Kanakangi to the last mela Rasikapriya. Tyagaraja has 
shown a decided preference to Suddhamadhyama Ragas 
(608 songs) as opposed to Pratimadhyama Ragas (97). Ordinarily, 
it is only the former that are sung more in concerts and the 
Vaggeyakaras also have composed mostly in the Suddhamadhyama 
melas. Tyagaraja is thus no exception to this general tendency. 
More than a hundred pieces have been composed in Ragas under 
the Kharaharapriya, Harikambhoji and (Dheera) Sankarabha- 
rana Melas. Of the songs under Pratimadhyama melas, Varali 
(14), Kalyani (21) and Pantuvarali (13) are most numerous. Full 
details are presented in Table-4.

The Talas handled form the basis of Table-3. While 
nearly half the compositions are in the symmetric Adi Tala only, 
there are nearly a hundred songs each in Chapu, Desadiand 
Rupaka Talas. In Book V, all Madhyadi and Desadi talas are 
listed as Adi only, and all Chapu talas have been classified as 
Triputa. Other changes that have taken place could be observed 
by a detailed perusal of Table-1.

Considering both Raga and Tala, in nearly 400 songs 
(396 in fact) there has been no change at all, in either of them. 
If songs in Desadi and Madhyadi talas which have been in later 
books listed as Adi, and songs in Chapu, which are listed as 
under Triputa are also taken into account, as many as 587 songs 
could be taken to have come down without any appreciable change 
in either Raga or in Tala.

Of the Ragas, Subhapantuvarali gets listed in later wo.ks 
as Pantuvarali and vice versa ; Desya Todi gets listed as Todi; 
Suddha Dhanyasi and Udayaravicandrika are given for the same 

song ; “ Endundi Vedali ” has been listed both under Darbar 
and Dhanyasi; "Elavataramettu” is found in in Salagabhairavi
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in earlier books and in Mukbari in later ones. “ Gnanamosaga ” 
has been listed by different authors under Gamanasrama, 
Shadvidhamargini and Poorvikalyani. Attention is invited to 
Dr. V. Raghavan’s revealing article in the Tyagaraja Centenary 
Volume of this journal, (XVIII. 1947, pp. 133-148)«Two Msa. 
of Tyagaraja songs’ where this question of difference in Ragas is 
dealt with. Further instances of this phenomenon could be had 
from Table-1.
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The earlier way of classification of songs was into those on 
Vishnu deities, Siva deities, Diyanamas and soon. Book II follows 
that classification. Then there are the Divyanama Keertanas, 
Utsavasampradaya Keertanas (marked as V. S. K. in the 
Remarks column of Table-1) and the songs in the two Dramas 
—Prahlada bhakti Vijayam (P.B.V.) and Naukacharitam (N.C.). 
Full details are given below:—

Songs on Vishnu deities ... 447
Songs of Siva deities ... 48
Divyanama Keertanas ... 77
Utsava Sampradaya Keertanas ... 23
Prahlada Bhakti Vijayam 44
Nauka Charitam ... 21
e : The total will not be 705, as songs for which only

the first words are available, cannot be classified.

The next item of classification would be the “ structure ” of 
the composition. Some songs contain Pallavi, Anupallavi and 
one or more Charanas—these are usually referred to as 
"  Kritis ” ; there are other songs which contain Pallavi and a 
series of charanas—these were meant for group singing. All 
the Divyanama Keertanas belong to the second type, contain* 
ing no less than four charanas each. The last three [VSK, 
PBV and NC] contain both types. The full classification is given 
below:—

No. o f Songs
(A) Pallavi, Anupallavi and One Charana 326

Two „ 9
Three „ 184
Four „ 28
Five „ 18

» M
M ti
*1 it
It »>
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aa aa Six „
No. o f Songs 

11
•a at Seven „ 5
at ta Eight 5
it aa Nine „ 3
»i at Ten „ 3
M aa Twelve „ 1

at Fifteen „ 1
ay aa Seventeen „ 1

(B) Pallavi and One Charana 1
aa Two aa 1
yy Three at 3
aa Four ta 5
at Five aa 7

aa Six ta 13

at Seven at 16
a» Eight at 11
aa Nine fa 9
aa Ten aa 10
ai Eleven aa 4
aa Twelve 7
a» Thirteen aa 3
at Fifteen it 2
aa Sixteen at 1
as Twentyone „ 1

We could classify the songs with regard to their '• content" 
or sentiments expressed in them. IV gives this scholarly classi­
fication done by Dr. V. Raghavan for the 565 Kritis he has 
included- Many songs have been omitted in his classification as 
they contain only a stringing together of various epithets and 
names of the Lord. For one who seeks more information on 
this, I must refer to Book IV only. I may, say, broadly, that there 
are 117 songs dealing with Saadhana Sampat; Bhaktiyoga, in



general, gets treated in as many as 627 kritis ; N&da Yoga gets 
13; and there are 8 Mangalam pieces.

In conclusion it should be said that though there are nearly 
700 kritis of Tyagaraja available, hardly 2S0 to 300 kritis are sung 
in the concerts of today—in spite of the availability of Music 
Sabhas, All India Radio (various South Indian stations) and the 
like. Similarly, the number of Ragas usually handled goes rarely 
beyond 100. It should be interesting to find out how many •' new ” 
compositions were sung or re-introduced in this Bi-Centenary 
year—both at the Special Tyagaraja Festival at the Music 
Academy and at the Aradbana Festival at Tiruvaiyaru.
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TABLE-2
Alphabetical List of Ragas handled by Sri Tyagaraja and the 

number of compositions in each Raga.

1. Abheri 1 15. Bhairavam 1
2. Abhogi 2 16. Bhairavi 19
3. Ahiri 5 17. Bhavapriya 1
4. Amrtavahini 1 18. Bhinnashadjam 1
5. Amrtavarshani 1 19. Bhogavasantam 1
6. Anandabhairavi 3 20. Bhoopala 1
7. Andolika 1 21. Bhooshavali 1
8. Arabhi 14 22. Bilahari 10
9. Asaveri 9 23. Bindumalini 1

10. Athana 14 24. Bauli 1
11. Bahudari 1 25. Brndavana Saranga 1
12. Balahamsa 8 26. Chakravaka 2
13. Bangala 3 27. Chandrajyoti 2
14. Begada 11 28. Charukcsi 1
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29. Chayanata 1 69. Jayantasena 1
30. Chayatarangini 2 70. Jayantasree 1
31. Chenchukambhoji 1 71. Jeevantini 1
32. Chittaranjani 1 72. Jenjooti l
33. Darbar 9 73. Jhankaradhwani 1
34. Deepakam 1 74. Jingla 1
35. Desyatodi 4 75. Jujahuli 1
36. Devagandhari 13 76. Kalanidhi J
37. Devakriya 1 77. Kalavati 2
38. Devamanohari 4 78. Kalgada 1
39. Dhanyasi 7 79. Kalakanthi J
40. Dhenuka 1 80. Kalyanavaaanta 2
41. Divyamani 1 81. Kalyani 21
42. Eesamanohari 2 82. Kamalamanohari 1
43. Gambheeravani 1 83. Kamas 2
44. Ganamurti 1 84. Kambhoji 6
45. Ganavaridhi 1 85. Kanada 2
46. Gangeyabhushani 1 86. Kanakangi 1
47. Garudadhwani 2 87. Kannada 4
48. Ghanta 9 88. Kannadagowla 2
49. Ghoorjari 1 89. Kantamani 1
50. Gopikavasantam 1 90. Kapi 14
51. Gaula 1 91. Kapinarayani 1.
52. Gaulipantu 5 92. Kedara 3
53. Gauri 1 93. Kedaragowla 15
54. Gaureemanohari 2 94. Keeravani 1
55. Gundakriya 1 95. Kesari 1
56. Hameerkalyani 2 96. Kharaharapriya 13
57. Hamsabhramari 1 97. Kiranavali 2
58. Hamsadhwani 2 98. Kokiladhvani 2
59. Hamsanada 1 99. Kokilapriya 1
60. Harikambhoji 12 100. Kokilavarali 2
61. Hemavati 1 101. Kolahala 1
62. Hindola 2 102. Kunjari 1
63. Hindolavasantam 1 103. Kuntalavarali 3
64. Huscni 6 104. Lalita 1
65. Jaganmohini 2 105. Latangi 1
66. Janaranjani 2 106. Madhyamavali 15
67. Jayamanohari 3 107. Malavagrce 2
6*. Jayanarayani 2 108. Malavi 1
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109. Malayamarutam 1 148. Pratapavarali 1
110. Manavati 1 , 149. Punnagavarali 11
Ill- Mandari 1 150. Ragapanjaram 2
112. Manirangu 1 151. Ramamanohari 1
113. Manjari 1 152. Ramapriya 1
114. Manji 1 153. Ranjani 1
115. Manohari 1 154. Rasavali 1
116. Manoranjini 1 155. Ratnangi 1
117. Mararanjani 1 156. Ravichandrika 2
118. Margahindolam 1 157. Reetigaula 10
119. Maruvadhanyasi 1 158. Revagupti 1
120. Mayamalavagowla 4 159. Rishabhapriya 1
121. Mohana 11 160. Rupavati 1
122. Mukhari 9 161. Sahana 10
123. Nabhomani 1 162. Salagabhairavi 3
124. Nadanamakriya 3 163. Sama 2
125. Nadavarangini 1 164. Sankarabharanam 30
126. Nagagandhari 1 165. Saramati 1
127. Naganandini 1 16 0. Saranga 8
128. Nagaswaravali 1 167. Sarasangi 1
129. Narayanagaula 3 168. Saraswati 1
130. Narayani 2 169. Saraswatimanohari 1
131. Nasikabhooshani 1 170. Saveri 19
132. Nala 2 171. Shadvidhamargini 1
133. Natabhairavi 1 172. Shanmukhapriya 1
134. Natakuranji 2 173. Siddhasena 1
135. Navaneeta 1 174. Simhavabini 1
136. Navarasakannada 2 175. Simhendramadbyama 2
137. Nayaki 3 176. Sindhuramakriya 2
138. Neelambari 6 177. Sulini 1
139. Neetimati 1 178. Suryakanta 1
140. Pantuvarali 13 179. Saurashtra 21
141. Phalamanjari 1 180. Srce 4
142. Phalaranjani 1 181. Sreemani 1
143. Pharaju 1 182. Sreeranjani 5
144. Poornachandrika 3 183. Srutiraojioi 1
145. Poornalalita 1 184. Subhapantuvarali 2
146. Poornashadja 2 185. Suddhabangala 2
147. Poorvakalyani 2 186. Suddhadesi 2

16
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187. Suddhadhanyasi 1 200. Vakulabharana 1
188. Suddhasaveri 5 201. Vanali 1
189. Suddhaseemantini 1 202. Vanaspati 1
190. Suposhini 1 203. Varali 14
191. Supradeepa 1 204. Vardhioi 1
192. Surati 9 205.' Vasantabhairavi 2
193. Swarabhooshini 1 206. Vasauta varali 1
194. Swaravali 1 207. Veeravasanta 1
195. Takka 1 208. Vegavahini 1
196. Teevravahini 1 209. Vijayatree 1
197. Todi 29 210. Vivardhini 1
198. Umabharana 1 211. Yadukulakambhoji 10
199. Vagadheeswari 1 212. Yamunakalyani 5

Total 705

TABLE-3

Alphabetical List of Talas and the number of songs in each

Adi ... 333.' Jbampa 34
Ata tisra 1 ' Kbandalaghu 1
Ata 1 Madhyadi 10
Chapu ... 94 \ Rupaka 109
Desadi ... 93 Tisralaghu 7
Eka 2 4 Triputa 20

Total 705

TABLE-4

Number of Songs under the Melakarta Ragas

Mela Name 
No.

. No. of 
* Songs

Mela
No.

Name No. of 
Songs

1. Kanakangi 1 8. (Hanuma) Todi 76
2. Ratnangi !| 2 9. Dhenuka 2
3. Ganamurti 1 11. Kokilapriya 2
4. Vanaspati . r . v 3 12. Rupavati 1
5, Manavati, 2 13- Kalakanthi 3
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Mela Name No. of Mela Name No. of
No. Songs No. Songs

14. Vakulabharanam 3 41. Pavani 3
15. Mayamalavagaula 66 44. Bbavapriya 1
16. Chakravakam 7 45. (Subha) Pantuvarali 15
17. Suryakantam 3 46. Shadvid hamargini 2
19. Jhankaradhwani 3 48. Divyamani 2
20. Nathabhairavi 49 51. Kamavardhini 2
21. Keeravani 6 52. Ramapriya 2
22. Kharaharapriya 115 53. Gamanasrama 2
23. Gaurimanohari 2 56. Shanmukhapriya 1
24. Veeravasantam 1 57. Simhendramadhyama 2
25. Mararanjani 2 58. Hemavati 2
26. Charukesi 1 59. Dharmavati 1
27. Sarasangi 3 60. Neetimati 1
28. Harikambhoji 129 61. Kantamani 3
29. (Dheera) Sankara- 62. Rishabhapriya 1

bharanam 116 63. Latangi 1
30. Naganandini 2 64. Vachaspati 10
33. Gangeyabhooshani 1 65. (Mecha) Kalyanl 28
34. Vagadheeswari 2 70. Nasikabhooshani 1
35. Sulini 2 72. Rasikapriya 1
36. (Chala) Nata 2 —
39. Jhalavarali 14 Total 705
40. Navaneeta 2 .
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TABLE—1: Giving details of 705 Kritis regarding their Ragas and Talas as

Name of the Song

Book I

Chinnaswamy Mudaliar

Book II

K. V. S. Ayyangar

Raga Tala Raga Tala

Abhimanimenna — — —

Abhimanamu Manji Chapu • • • • • •

Adamodi Charukesi Desadi • • • Adi
Adavaramella Yadukulakambhoji Chapu • • •

Adaya Sri Raghu Ahiri Adi • • •

Adigi sukhamu Madhyamavati Chapu Rupaka
Adikadu Yadukulakambhoji Adi • • • • M
Adugu varamula Arabhi Chapu • • •

Alakalalla Madyamavati Tripura Rupaka
Allola kallola Sowrashtra Adi • • •

Amba Ninnu Arabhi Adi • • • • • •

Amma Dharma Athana Adi

Amma ravamma Kalyani Jhampa •

Anandam ananda Bhairavi Adi • • • • ••

■■ Ananda sagara Garudadhvani Desadi i • • • • •

s  Anathudunu Jingla Adi
Andundakane Subha pantuvarali Chapu Pantuvarali Triputa
Anupamaguna Athana Jhampa . . .

Anuragamule Sarasvati Roopaka • ••

*  Anyayamu seya Kapi Adi • • • • • ♦

Aparadhamula 
^  Aparadhamulanu

Darbar Jhampa * «  •

Rasavali Adi Vanali
Appa Rama Subhapantuvarali Roopaka Pantuvarali M l

Aragimpave Todi Roopaka . . .

Atade dhanyu Kapi Chapu' • •• • • •

Atta balukudu Athana Adi . . .

Atukaradani Manoranjani Adi . . . • ••

Badalika Reetigaula Adi • • •

Bagayanayya Chandrajyoti Adi • • • Desadi
Balamu kulamu • Saveri Roopaka

■ ■ / Bale balendu Reetigaula Adi • •• • • •



given in Books I to VI

fcis.l-tv) iNDtx 6f tyagAraja kritIs liS

Book III Book IV Book V

Vissa Appa Rao V. Raghavan R. R. Ayyangar Remarks

Raga Tala Raga Tala Raga Tala .

— — — — Kunjari Adi
Andhali MS ■. Andhali Triputa

• • • . . . Adi . . .

. . . . . . . . . Triputa (N.C.)

. . . Ml

... Chapu Rupaka Triputa
. . . . . . . . .

. . . • M Triputa (PBV)

. . . Rupaka . . . Rupaka Rupaka
. . . •  it . . . . . . (N.C.)

• • • Ml . . .

Ml • • •  •• on Dharma* 
samvardhani 

at
Tiruvaiyaru

•  • • • • • . . . . . . . .  . . . .

. . . .  »• • •• . . . . . . . . . (PBV)

. . . Adi • • • Desadi . . . Adi
. . . . . . . . . . . . *««

Pantuvarali Triputa Pantuvarali Triputa Pantuvarali Triputa (PBV)
. . . . . . . . . . . . . . . . . .

. . . . . . . . . . . . . . . . . .

• ♦ « . . . . . . . . . . . .

. . . . . . • • • • • . . . . . .

Vanali . . . Vanavali Rasali
Pantuvarali Ml Pantuvarali • •• Pantuvarali' . . .

. . . . . . • •• . . . . . .

• • • • • . • • • Triputa
. . . . . . »-•« . . . . . .

• •• M • Ml . . . . . . Ml

Ml Ml . . . . . . • •• (U.S.K.)
*• • . . . • • ■ Desadi Adi
»•« MO • •• • .  • • ••

Ml “ Ml . . . . . . on Dharma* 
samvardhani

a t
Tiruvaiyaru
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Name of the Song

Book I

Chinnaswamy Mudaiiar

Book II

K. V. S. Ayyangar

Raga Tala Raga Tala

Bantureeti Hamsanada Desadi
/

• ••
Bhajanaparu Surati Rupaka ... • ••
Bhajana seya Athana Rupaka • • • • • •
Bhajana seyave Kalyani Rupaka • •• • ••
Bhajana seyu Narayani Desadi • • •
Bhaja Ramam Huseni Adi • ••
Bhajare bhaja Kannada Chapu ,,,
Bhajare Raghu Kalyani Adi
Bbakti biccha Sankarabharanam Rupaka
Bhaktuni Begada Adi • .  • • ••
Bhavanuta Mohana Adi • ••
Bhavasannuta Varali Adi
Bhuvinidasu Sriranjani Desadi
Brndavana Todi Rupaka ... • ••
Brochuvarevare Sriranjani Adi • ■ •
Buddhiradu Sankarabharanam Chapu • •• ...
Brova bharama Bahudari Adi

4 Chakkani Kharaharapriya Madhyadi Adi
Chalakalla Arabhi Adi • •»

Chalamela Margahindolam Desadi • ••
-  Challaga nato Vegavahini Adi • • • •• ■

Challare Ahiri Chapu *«•
Chalu chalu Saveri Chapu •  • • Roopaka
Chani todi Harikambhoji Adi •  M

Chede buddhi Athana Adi
Chelimini Yadukulakambhoji Adi •  • •

Chentane sada Kuntalavarali Desadi •  • i

Cherarava Reetigaula Desadi
Chesinadella Todi Adi
Chetulara Kharaharapriya Adi ...
Chinnanade Kalanidhi Desadi •  •  •

Chintistunnade Mukhari Adi
Choodare chelu Pantuvarali Chapu f r a a

Chootamurare Arabhi Rupaka • a * M l

Chootamu rare Yee Kapi Chapu • M



Book m  

Visaa Appa Rao 

Raga Tala

Pts. I-IVj INDEX OF TYAOARAJA KRITIS

Book IV 

V. Raghavan 

Raga Tala

Book V 

R. R. Ayyangar 

Raga Tala

— Adi

Remarks

127

Adi Adi

Triputa

Adi Adi

Triputa

Adi

Adi 
• ••
• ••

Adi

Triputa (PBV) 
Triputa (N.C.)

Adi
Adi

(PBV)
Adi
Adi

Bhairavi
Adi

Triputa (N.C.)
... at Srirangam 

Triputa (N.C.)
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Nam* of the Song

Book I

Chinnaswamy Mudaliar

Book II

K.V. S. Ayyangar

Dachuko

Raga

Todi

Tala

Jbampa

Raga

• a a

Tala

11a
Dalachinantane Mukbari Adi in „ -
Dandamu betta Balahamsa Adi • a • aaa
Daridapu Saveri Desadi aa a • aa
Darini Suddhasaveri Adi aaa aaa
Darsanamu Kedaragowla Jhampa Narayanagaula ...
Dasaratha Asaveri Adi . • • • aaa
Dasarathee nee Todi Desadi aaa Adi
Dasarathe Kokilapriya Desadi • • • aaa
Dayachoochutakidi Ganavaridhi Adi aa i aaa
Dayaleni Nayaki Jhampa aad aaa

v Dayarani Mobana Adi • • • aaa
Dayaseya Yadukulakambhoji Adi . . . aaa
Deenajanavana Bbupala Chapu aaa • ••
Dehi tava pada Sahana Adi . . . aaa
Desikavara Saranga Chapu — —

Devadideva Sindhuramakriya Desadi #«a ■  a a
Deva Ramaramana Saurashtra Rupaka aa a . . .

Devasree tapas Madhyamavati Triputa aaa -aa
Devi sri Tulasi Maya malavagaula Adi aaa • aa
Dharanu nee Varali Atatisra aaa Adi
Dharmatma Kedaragaula Jhampa . . a aaa

Dhyaname Dhanyasi Adi . . . • ••

Dinamani Harikambhoji Adi aa* a a a

Dorukuna Bilahari Adi a • * . . .

Dorukunayani Todi Jhampa a** Rupaka
Dudukugala Gaula Adi aa* • aa

Durmarga Ranjani Rupaka aa# .  a .

Dvaitamu Reetigaula Adi aaa Desadi
Edari sanchri Srutiranjani Desadi Kantamani • a .

Edi nee bahu Darbar Adi aaa • ••

Eduta nila Sankarabbarana Adi aaa •  ••

Ee mahini Devagandhari Adi — —

Eemenu Varali Adi a.* . . .

Eeia pahi Kalyani Rupaka • • • •ft



P f » .  M V )

B o o k  I l f

INDBX OF TYAGARAM KRITIS'

B o o k  IV  B o o k  V

1 »

V is s a  A p p a  R a o V . R a g h a v a n R . R . A y y a n g a r R e m a rk s

R a g a T a la R a g a T a la R a g a T a la

. . . . . . . . . • aa . . . • ••
— — — — — —
... . . . aaa a.a aaa
. . . A d i • aa aaa A d i

. . . ..a aaa • aa aaa a t  T iru v o t r iy u r

• a • aaa N a r a y a n a g a u la N a ra y a n a g a u la  . . .

• •* . . . • •• • a. . . .
• a • A d i aaa A d i • •• A d i

a a a A d i — — ... A d i
a a a a •• . . . • ••

. . . • a. . . . . . . aaa

• aa . . . • aa aa a (P .B .V .)

a a a • •• . . . aaa aaa (P .B .V .)

— — B a u li T r ip u t a

. . . . . . . . . . . .

— — — — — —

... A d i . . . . . . — A d i

• a. a.. — — • •a a ••
. . . aaa .. . ... a t  L a lg u d i

• a a . . . . . . . . .
aaa •a a . . . • a* . . .
a aa • aa . . . • a a .. . • aa

aaa • aa . . . . . . . . . aaa

aaa • •• . . . . . . . . . a a a

• a. aaa . . . . . . . . . • ••

. . . R u p a k a  — — ... R u p a k a (P .B .V .)

. . . ••a aaa . . . • a*

. . . . . . a aa aaa ... • ••

• aa . . . »•• Desadi aaa

. a a A d i K a n ta m a n i • aa aaa A d i

aaa . . . K a p i . . . K a p i • aa

r a aa . . . . . . • a. .. . • ••

. . . — — — — —
— • aa • aa • •• • a a

aaa ... aaa • a. a t  L a lg u d i

17
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Book 1 Book ,11

Name of the Song Chinnaawamy Mudaliar K. V. S. Ayyangar

Raga Tala Raga Tala

Be varaku 
Be vasudha 
Ehi trijagadeesa

Sankarabharanam
Sahana
Saranga

Adi
Adi
Chapu

•••

•••

•••

Ela needaya Athana Adi • a* • ••
Slara kriihoa — _ — _

Elateliya Darbar Chapu • ••

Elavatara Salagabhairavi Adi • •• «« •

Emanaticche Sahana Rupaka • »«

Emandune Srimani Desadi • • • •  • •

Emani mata Todi Adi •  •• • • •

Emani neranammu — — Saurashtra Chapu
Emani pogadu Veeravasanta Adi • • • • • •

Emani vegintu Huseni' Adi • • •

Ememo teli — — Saurashtra Chapu
Emidova Saranga Adi
Emi jesite Todi Chapu
Emi neramu Sankarabharana Adi • •• • «»

Enati nomu Bhairavi Adi • « • • • •

Endaro Sri Adi • • • • • •

Endubayara — — — —

Endu daki Todi Chapu • • • •  • •

Endukeechala Sankarabharanam Triputa • • • ' • • •

Enduko baga Mohana Adi • • •

Enduko neemanasu Kalyani Adi »»• • •e

Endukowga Suddhadcsi Adi • t* M l

Enduku daya Todi Triputa •  e« • • •

Enduku nirdaya Harikombhoji Desadi • ••

Enduku peddala Sankarabharana Desadi • •• • • •

Endundi Darbar Triputa •  00



fcrs. i-iv) ‘ INDEX OF TYAdARAJA KRrtlS lM

Book HI Book IV Book V

Visa* Appa Rao V. Raghavan ■> R. R. Ayyangar Remarks

Raga Tala Raga Tala Raga Tala

IM • •• • a. aaa aaa aa.
• •• ' . . . . . . aaa • a. on Kovur
• •• a • a Triputa On Pancha- 

nadeesvara 
at Tiruvai- 
yaru.

• •• . . . . . . . . . • a.
Kambhoji Rupaka Also found in 

T. V. Subba 
Rao’s Book

• •• Triputa . . . . . . . . . Triputa
. . . . . . Mukhari . . . Mukhari . . .

• • ■ . . . •aa aaa a a a . . .

Adi a a . aaa aaa Adi
« •« ... • a. aaa aaa aaa
• •• ... . . . . . . aaa Triputa (N.C.)

. . . • a. aaa . . .

Ml • •» . . . • aa . . . a a  . (P.B.V.)
••• — — Triputa (N.C.)

• •• . . . aa • . . . . . . aaa
. . . • • • a a a . . . aaa Triputa
I l l . . . . a • a a . . . . a a a

• •• Ml a- -a a a a . . . (P.B.V.)
Ml • •• . . . . . . . . . a a a

Saurashtra Rupaka — — Dhanyasi • a a

• • • Triputa a a a . . . Triputa
M« a a a a a . . . . . . . . . a

•♦a »«• a .  • . . . . . . a a a

a a  . a a a . . . . . . a a a

I I I • a • a a . . . . . . . a a a

• •• . . . a  a . . . . . . .

I I I Adi a a a . . . . . . Adi
Adi ■ a. a.a • a . Adi

Dhanyaii • a . • a. . . . a a a a a a
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Namo of the Song

Book I

Chinnaswamy Mudaliar

Book U

K. V. S. Ayyangar

Raga Tala Raga Tate

Ennado Saurashtra Triputa e e e Adi
Ennaduchootu Kalavati Adi
Ennaga manasu Neelambari Adi e e e e e e

Ennalludirige Malavasri Adi e e e

Ennallu nee Kapi Cbapu M O e e e

Ennalluyuraka Pantuvarali Chapu » # • • M

EnomunocM Punnagavarali Rupaka e e e e e e

Entabbagya Saranga Desadi e e e e e e

Entamuddo Bindumalini Adi e e e e o «

Entanerchi Suddbadbanyasi Desadi Udayaravi- e e i

Entaninne Mukbari Rupaka
chandrika

e e e e e e

Entanuchu Saurashtra Chapu e e e e e e

Entanuchu saiHOtn Y adakulakambhoji Adi e e e . . .

j Entapapi Gaulipantu Chapu e e e e e e

1 Entaraneb Harikambhoji Madhyadi . . . Adi
Entavedu Saraswatimanobari Desadi e e e e e e  *

Epaniko Asaveri ’ Rupaka e e e Adi
Epapamu Athana Triputa • « e e e e

E Ramuni Vakulabharana Triputa e e e e e e

Etavurranefchitivo Yadukulakambhoji Adi e e e Desadi
Etavunara Kalyani Adi •  e e e * .

Etijanma Varali Chapu e e e e e  •

Etiyocbana Kiranavali Desadi * e e e e e

Etla dorakiti Bhogavasanta Adi Vasanta . . .

Etulaina Sam a Cbapu • e e e e e

Etla kanu Ghanta Chapu e e e • ee

Etulabrotu Chakravaka Triputa e e e e e e

Etula kapadudu Ahiri Triputa e e * e e e

Evaraina Siddhasena Desadi e e e e e e

Evaramadugu Kalyani Rupaka • a e e e

Evarani Kbarabarapriya Adi e e e ee t f



Book m  

Vissa Appa Rao 

Raga Tala

... Adi

f r t t .  i- iv j iNDBX OF TrAOARAJA KRlTlS

Book IV 

V. Ragfaavan 

Raga Tala

... Adi

Book V 

R. R. Ayyangar 

Raga Tala 

Adi

Remarks

(P.B.V.)

Triputa

Adi

Triputa 
Subhapan* Triputa 
tuvarali

Adi. (N.C.) 
Tisragati 

... Adi

Udayaravi-...

• ••
chandrika 
• •• « • •

■ • • 
• • • • • • ••• • ••
• •• • ■ • • »» i n

• • ■ Adi • • • Adi
Adi • •• Adi

. . . Adi Adi

Udayaravi- Adi 
chandrika
•  M  I t *

... Triputa (P.B.V.)
••• •••

... Triputa (P.B.V.)
Adi

... Adi
Adi

Desadi

Vasanta
Adi

Vasanta ...
< M  • • •

• • • m

... Triputa

... Adi
Vasanta

... Triputa
Triputa (P.B.V.)

... Adi ... ...
... Adi ... ...

Devamrita* ... Devamri- ...
varshini tavarshini

Adi
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Book I Book II

Name of the Song Chinnaswamy Mudaliar K. V. S. Ayyangar

Raga Tala Raga Tala

Evaricchiri 
Evarikai 
Evarimata 
Evarito ne 
Evarunnaru brova

Madhyamavati
Devamanohari
Kambhoji
Manavati

Adi
Chapu
Adi
Desadi

• • •  • • •  

• • •  • • •  

• Ml

Evarura Mohana Chapu • •• i n

Evaru teliya Todi Rupaka . . . M«

Evaru teliyanu Punnagavarali Chapu aaa

Evidhamu Kalyani Adi —

Evidhamulai — — Sankarabharana Adi
Evvare Rama Gangeyabhushani Desadi • ••

Evaru manaku Devagandhari Adi • • • • • •

Ganamurte — — — —
Gandhamupuyyaru Punnagavarali Adi • • • »• •

Garavimparada Ghanta Rupaka *«•

Gatamoha Sankarabharana Rupaka i n • • •

Gati neevani Todi Adi a « a • ••

Gattiganu Begada Rupaka aaa III

Geetarthamu Surati Madhyadi . . . Desadi
Ghumaghuma Saurashtra Chapu Adi m

Giripai nela Sahana Adi Desadi • • •

Girirajasuta Bangala Desadi • •• • • ■

Grahabala Revagupti Desadi Ml

Guruleka Gaurimanohari Jhampa • • •

Haridasalu Yamunakalyani Adi • ••

Hari Hari Punnagavarali Adi • ••

Hariyanu Todi Adi • ••

Heccharika Yadukulakambhoji Jhampa . . . III

Ide bhagyamu Kannada Triputa • ••

ldi neeku Punnagavarali Adi • • •

Idi samayamu Chayanata Adi a • •

Ika gavala Balahamsa Adi aaa • ••



PTS. I-1V] INDEX OF TYAGARAJA KRITIS 135

Book III Book IV Book V

Vissa Appa Rao V. Raghavan R. R. Ayyangar Remarks

Raga Tala Raga Tala Raga Tala

• •• ... ... ... ...
• •• ... ... ... ... Triputa
• •• M. ... ... ...
• •• Adi ... ... ... Adi

Malavasri Adi on Pancha- 
nadeesvarar of 

Tiruva’iyaru
• • • • •• ... ... ... Triputa
• • • • •• ... ... at Nagapat- 

tinam
• •• ... ... ... ... Triputa
— — — — —
• •• •*• • ... ... ...
• • • Adi ... ... ... Adi
• •• ... — — (N.C.)
— — — — Ganamurti Adi
M4 ... — — (N.C.)
•M ... ... ... ...
• •• ... — — — Adi-tisra^.

... ... ... ... y at Lalgudi
Triputa ... ... Adi-tisra

• •• Adi ... Desadi Adi /
Adi — — Triputa (N.C.)

• mm • •• ... Desadi ... •••
• •• Adi ... ... ... Adi
• ••
...

Adi ... Adi

... ... ...
... — — (N.C.)
... ... ...
• •• ... ... ... (U. S. K.)

M •
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Name of the Song

Book I

Chinnaswamy Mudaliar

Book II

K. V. S. Ayyangar

Raga Tala Raga Tala

Ilalo Pranatartihara Athana Adi •  • •

Inavamsa Kedaragaula Jhampa
Indukabutti Bhairavi Adi • •a • ••

Induka yee Mukhari Chapu Ml • ••

Induka yeetanu Punnagavarali Chapu • •• • • •

Indukemi Varali Chapu M l m i

Inka daya Narayanagaula Adi I I I • • ■

Inka yochana Ghanta Adi • • • • • •

Innallavale Desya Todi Chapu «•« • • •

Innallu daya Narayanagaula Chapu III

Innallu nanne Ghanta Triputa M l • ••

Inta bhagya Punnagavarali Chapu III

Intakannadelpa Saveri Chapu •  • • Ml

Intakannananda Bilahari Rupaka •  • •

Intanuchu Gundakriya Adi • • •

Inta saukhya Kapi Adi • « • • * •

J  Inta tamasa Saveri Atta Chapu l««

lpudaina Arabhi Chapu • • • . . .

Itaradaiva Chayatarangini Rupaka • • • • • •

Jagadananda Nata Adi Ml

Jalaka maduvela Saurashtra Chapu — —

Janakaja Asaveri Rupaka . . .

Janakeenayaka Dhanyasi Adi M l • • •

Janakeeramana Suddhaseemantinl Adi Ml

Jaya Jaya sri Gauri Adi • • • •  • •

Jaya Mangalam Mohana Jhampa . . . M l

Jaya Mangalam — — Ghanta Jampa
Jaya Mangalam Madhyamavati Chapu — —

Jaya Mangalam — — Nadanamakriya Adi
Jeje Seetaram Saveri Chapu • M • ••

Jnanamosaga Shadvidhamargini Rupaka » l l i n

Jo jo Rama Reetigaula Adi . . .

Kadaluvadu Narayanagaula Adi IM • •0

Kadatera Todi Desadi III f ••



P m  m v )

Book m  

Vissa Appa Rao 

Raga Tala

INDEX OF TYAOAIAIA CHIT IS

Book IV Book V

V. Raghavan R. R. Ayyangar 

Raga Tala Raga Tala

13 >

Remarks

... On Panchanadees* 
vara Thu- 
vaiyaru.

... Triputa (P.B.V.)
Triputa
Triputa (N.C.) 
Rupaka

Todi Triputa at Tirvayyaru 
Triputa

Triputa
Triputa

Chapu Chapu Triputa
Triputa (P.B.V.)

Gamana-
srama

Purva-
kalyani

Triputa

(U.S.K.)

(P.B.V.)
(P.B.V.)

(U.S.K.)

(U.S K.)

Adi Adi
18
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Book I Book n
Name of the Song Chlnnaswamy Mudaliar ' K. V. S. Ayyangar

Raga Tala Raga Tala

Kaddanuvarikl Todi Adi •  • • • • •

Kalaharana Suddhasaveri Rupaka —

Kalalanerchina Deepaka Desadi •  • •

Kalasavardhijam — — — —
Kalikiyunte Keeravani Adi •  • •

Kalinarulu Kuntalavarali Desadi •  • • Ml

Kaluguna Purnalalita Adi •  • •

Kamalabhavudu Kalyani Chapu • • • . . .

Kamalapta Brindavanasaranga Desadi •  • • •  • •

Kanakana Varali Adi •  •  •

Kannatalli Saveri Adi . . . •  • •

Kannatandri Devamanohari Desadi ■ •  • •  • •

Kantajudu Latangi Desadi •  •  • M l

Kantakulanamma- Saveri Chapu — —
□era

Kanugonti , Bilahari Adi •  •  ■ Desadi
Kanugonu Nayaki Rupaka •  • • M l.

Kanulu takani Kalyanavasanta Rupaka a « «

Karmame Saveri Chapu •  •V •  • •

Karubaru Mukhari Adi •  • •

Karuna ela Varali Adi •  • • •  • •

Karunajaladhe Nadanamakriya Adi
Karunajaladhi Kedaragaula Chapu •  • • I I I

Karuna judavamma Todi Adi •  • • . . .

Karuna judavayya Saranga Adi •  • • 0 * 0

Karuna rasa Ghanta Jhampa - —

Karunasamudra Devagandhari Adi •  •  •

Karuvelpulu Kalyani Adi •  • • I H

Kasicchedi Gaulipantu Adi • • •

Kattujesi Athana Adi •  • • •  ««

Koluvaiyunnade Natabhairavi Adi •  M I M

Koluvaiyunnade Devagandhari Adi Ml M l

Roluvamare Todi Adi e e a H I  . _ .
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Book IV Book V

Vissa Appa Rao V. Raghavan R. R. Ayyangar Remarks •

Raga Tala Raga Tala Raga Tala

•  • • •  • • •  • • •  i i • • I  •

i n i n M l ■ • • • • I

»ii Adi •  • • •  I * .  Adi
— — — — Ratnangl Adi
• • • • • • M l •  • • •  • •

•  • • Adi •  •  * •  I I h i Adi
•  « • M i •  • • I I I •  • •

•  • • — — •  • • Triputa (P.B.V.)
•  • • Adi m •  # • •  •  • Adi
•  • • •  • • m « I I I •  • • H I

•  • • •  • • •  • • ... •  • • •  •  • at Tiru-

m Adi •  • • •  I I •  • • Adi
votriyur

•  • • Adi •  • • M - l •  • • Adi
— — — — — —

Adi •  • « Deiadi . . . M l Adi
•  •  • •  • • •  i » •  • • I I I Ml

I M •  • • — — I I I M l

•  « • •  « • •  • • •  I I Triputa at Naga.

— — • M •M • M Ml

pattinam

•  I I •  • • •  • • •  • • •  I I •  • •

•  • • •  • • •  • • I I I •  l l •  .  .

•  I I •  • • Ml •  • • Triputa
M l hi •  • • •  l l •  • • . . .  on Dharma.

M l •  • • M l •  l l i l l

samvardhani 
at Tiruvaiyaru 

. . .  at Srirangam
• “ — — —

• Ml M l •  • • Ml •  • •

Ml I I I I I I I I I I I I •  •  •

I I I •  • • •  • • •  • • •  • • •  • •

Ml I I I •  I I I I I Ml •  • •

airavi I I I Bhairavi •  I I Bhairavi •  • •
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Book I Book II

Name of the Song Chinnaswamy Mudaliar K. V. S. Ayyangar

Raga Tala Raga Tala

KoniyadeSu Kokiladhvani Adi •  • • •  • •

Kori sevlmpa Rharaharapriya Adi a a a

Korivacohitl Bilahari Adi . . . •  •  •

Kotinadulu Todi Adi •  • •

Krpajuchuta Chayatarangini Adi •  •  •

Krishnamakemi Punnagavarali Chapu . . .

Ksheenamai Mukhari Madhyadi •  •  • Adi
KsheerasagaTa Devagandhari Adi •  • • •  • •

sayana
Ksheerasagaravi Anandabhairavi Jhampa a a a •  •  *

Kulabirudu Devamanohari Rupaka •  •  •
s

a a a

Kuvalaya Natakuranji Adi •  •  • •  •  •

Lakshanamulu Suddhasaveri Adi a a a . . .

Lali lalayya Kedaragaula Jhampa a a a a a  •

Lali lali Harikambhoji Adi . . . a a a

Lalite Sri Bhairavi Adi a a a a a a

Lali yugave Neelambari Rupaka •  • • a a a

Lavanya Rama Poornashadjam Rupaka Rudrapriya •  • •

Leelaganu Divyamani Adi . . .

Lekana ninnu Asaveri Adi • • • •  • •

Lemi del pa Navaneeta Adi Mt a a a

Lokavana chatura Begada Adi • • • a a a

Madilona Kolahala Desadi ,,, •  • •

Mahimatakkinchu — — —

Mahitapravriddha Kambhoji Chapu
Ma Janakee Kambhoji Desadi . . . • • •

Makelara Ravichandrika Desadi . . . a a a

Makulamu Surati Chapu • • • a a  *

Mamavasata Jaganmohini Adi •  ■ • a a a

Mamavaraghu Saranga Rupaka •  •  • •  • a

Manavamuleda Hamirakalyani Adi
Manasa manaaa Vardhini Rupaka • • • a a a

Manaaa sanchara Punnagavarali Chapu . . . a a a

Manasa srirama Essamanohari Adi • M



Book III 

VisSa Appa Rao 

Raga Tala

P m . w v )

Book IV Book V

V. Raghavan R. R. Ayyangar 

Raga Tala Raga Tala

INDEX OF TYAGARAJA KRITIS

Triputa
Adi

• •

Dundubhi
Rudrapriya ... 

• •• ••• Dundubhi

• •• •• •

... Adi
Rishabha- Adi

priya

Adi
Adi

Adi

Triputa
Adi
Adi

Triputa

Triputa

141

Remarks

at Kovur

(N.C.)

(U.S.K.)

(U.S.K.) 
(U.S.K.) • 

at Lalgudi 
(U.S.K.)

Also in 
r . V. Subba 
Rao’s book 
at Lalgudi

(N.C.)

ft*
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Book I Book II

Name of the Song Chinnaswamy Mudaliar

Raga Tala

Manasa sriramuni Mararanjani Adi
Manasa yetulo Malayamarutam Rupaka
Manasu loni Hindola Desadi
Manasu nilpa Abhogi Adi
Manasu svadhina Sankarabharana Rupaka
Manasu vishaya Natakuranji Adi
Manavini Jayanarayani Madhyadi
Manavyala Kokilavarali Desadi
Mandagamana Kalyani Adi
Mangalamavanisuta Nadanamakriya Adi
Mapalavelasi Asaveri Adi
Marachevada Kedara Adi
Marakatamani Varali Adi
M aramachandruniki Kedaragaula Adi
Maravairi — —

Maravakara Devagandhari Adi
Marimari Kambhoji Adi
Mariyadagadayya Bhairavam Desadi
Mariyadagadura Sa nkarabharanam Adi
Marubalku Sriranjani Adi
Marukelara Jayantasri Desadi
Matadavcmi Neelambari Desadi
Matimatiki Mohana Chapu
Meevallaguna Kapi Jhampa
Meluko Sauraihtra ' Rupaka
Melukovayya Bauli Jhampa
Melumelu Sowrashtia Adi
Menujuchi Sarasangi Desadi
Merusamana Mayamalavagaula Madhyadi
Mitribhagya Kharaharapriya Adi
Mohana Rama Mohana Madhyadi
Mokshmu galada Saramati Adi
Mosaboku Gaulipantu Adi

K. V. S. Ayyangar 

Raga Tala

Nalinakanti

•••

Desadi
Adi



Book IQ 

Vissa Appa Rao 

Raga Tala

&TS. Mv)

Book IV Book V

V- Raghavan R. R. Ayyangar Remarks

Raga Tala Raga Tala

Index of tYAoxiiAU xritIs l4 i

•  • •

M i • • •  • • • •  is

M S  

•  • •

• •• 
Adi 
• • •

•  • •  

•  •  •

«  « •  •  « •

Adi
•  i i

•  M

« « •

•  •  •

Adi
•  •  •  •  ♦ •  

■ • •  • • •

« • •

Adi
Nalinakanti Adi •  • • Nalinakanti Nalinakanti

Rupaka Nasika- V- R. in Aca- 
bhushaoi demy Journal.

Also included 
in TVS’s book

•  • • S M I I I •  s .

* » « •  • • M l

• M Adi Bhairavi •  •  • Bhairavi Adi
— •  • • — •  • •

. . . •  ■ • •  •  ■ . . .

•  • • Adi •  •  • Adi
•  • • Adi •  •  • •  • • • • • Adi

o o o Triputa
•  • •

•  • •  

•  •  •

•  •  • Triputa 
■ • •

M S •  •  • M l i i * (U. S. K.)
•  •  • •  • • s • • •  I S •  I S . . . (U. S. K.)
•  • • •  •  • • • • M l I M

•  • • Adi i i i •  •  • . . . Adi
•  s • Adi Desadi •  • • Adi
. . . M i . . . •  * s . . . •  I S

• • • Adi •  • • Adi •  • • Adi
S M » • •  • • . . .

M l •  • • M l m i M l H I
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Name of the Song

Book I

Chinnaswamy Mudaliar

Book U

K. V. S. Ayyaogar

Mridubhashana

Raga Tala Raga Tala

Mucchata Brahma Madhyamavati Adi IM . . .

,Muddu momu Suryakanta Adi • • •

jMummurtulu Athana Madhyadi »«• Adi
Munduvenuka Darbar Adi •  • • Ml

Munnu Ravana Todi Jhampa •  •• • • •

Munu mandaragiri Sauraihtra Chapu — —

Munupe teliyaka Ban gala Desadi m

Muripemu Mukhari Adi . . . Ml

Nadachi nadachi Kharaharapriya Adi • • • ***

Nadadina Janaranjani Chapu • • • • ••

Nadaloludau Kalyanavasantam Rupaka • •• • ••

Nadasudha Arabhi Rupaka
Nadatanum Chittaranjani Adi • • • • ••

Nadopasana Begada Desadi « •« • ••

Nadupai Madhyamavati Jhampa • • •

Nagumomu Abheri Adi • • • • ••

Nagumomugala Madhyamavati Adi • •»

Najeevadhara Bilahari Adi • • «

Nalinalochana Madhyamavati Chapu • • • • ••

Namakusuma Sri Desadi • • • M l

Nammakane Asaveri Rupaka • ••

Namminavari Bhairavi Adi • • • III

Nammivacchi Kalyani Rupaka • • • III

Namonamo Desikatodi Tisralaghu • •• • • •

Namoralagimpa Devagandhari Rupaka • • • • • •

Namoralanu Arabhi Desadi • • • ••a
Nannubrovaka Sankarabharana Triputa • • • • • •

Nannubrovani Abhogi Desadi • •• • ••

Nannukanna K̂ esari Desadi • • •

Nannupalimpa Mohaoa Adi >M Ml
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Book in Book IV Book V

Vissa Appa Rao V. Ragbavan R. R. Ayyangar Remarks

Raga Tala Raga Tala Raga Tala
See V. R. in this

Maruva- Journal, 3£VIII. 
dhanyasi Adi p. 148; also inclu­

ded in TVS book; 
Tala Desadi there.

»«• • •• H I . . . • •• . . . on Dharma- 
samvardhani 
at Tiruvaiyaru

• •• • •• . . . ... ft**
. . . Adi . . . Adi • • • Adi
. . . . . . . . . . . . . . .

. . . . . . . . . . . . in
— — — — — —

. . . Adi — — . . . Adi

. . . • • • . . . . . . . . . • • •

. . . . . . . . . . . . . . . •••
. . . Triputa . . . . . . . . . Triputa
. . . . . . . . . . . . . . . • • •
. . . ••• . . . . . . . . . • ••
. . . • • ■ . . . . . . . . .

... Adi . . . . . . — Adi

■ ■ •
... Ml 
... ... ... ... ... (V.S.K)

IH ... * * * ... ... ...
• 1 • ... ... ... Triputa
... Adi ... ... ... Adi
... ... ... ... ...
... ... ... ... ...
... ... ... ... ... at Kovur
... — — Punnagavarali Rupaka
• •• ... ... ...
• •• Adi ••• ... ... Adi
... Chapu ... ... . (P.B.V.)

Adi ... ... Adi
Sindhu-
kannada

Adi ... ... Adi

• a* ... ... •** ?♦*
19
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Book I Book II
Name of the Song Chinnaswamy Mudaliar K- V- s * Ayyangar

Raga Tala Raga Tala
Nannu vidachi Reetigaula Chapu • ••

•  • •

Napali sri Sankarabharana Adi •  •

Naradagana Athana Rupaka ••*

Naradaguru Darbar Adi • • •

Naradamuni Pantuvarali Rupaka
Narasimha Bilahari Triputa . . .

Narayana Hari Yamunakalyani Adi •  •• • • •

Natajana pari — — — —

Natha brova Bhairavi Adi
Nati mata Devakriya Adi M«

Nayeda vanchana Nabhomani Adi Ml

Nee bhajana Nayaki Adi • ••

Nee bbakti Jayamanohari Rupaka . . .

Nee chittamu Dhanyasi Chapu
nirmalame 

Nee chittamu Jeevantini Desadi Vijaya- **•

nabhagya vasantam

Nee dasanu Hamirkalyani Desadi a c e

Nee dayache Yadukulakambhoji Desadi IM

Nee dayakalgu Reetigaula Adi » • «

Nee dayaradu Vasantabhairavi Rupaka * 9 * • * «

Nee dayaravale Todi Adi » « e •  • •

Needu charana — — — —

Neeke daya Neelambari Triputa Ml •  • •

Neeke teliya Auandabhairavi Adi i n

Neekevari Suddhasaveri Adi •  • • •  • •

Neeku tanaku Begada Triputa •  e e

Neela ghanasyama Ahiri Tisralaghu — —
Nee muddumomu Kamalamanohari Adi •  e e

Nee namarupa Saurashtra Adi M l

Nee padapankaja Begada Adi Ml •  e e

Nee sarisati — — *
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Book III Book IV Book V

Vissa Appa Rao V. Raghavan R. R. Ayyangar Remarks

Raga Tala Raga Tala Raga Tala

• •• • •• • • • • •• ... Triputa (P.B.V.)
»-• • . . . . . . . . . Navaroz 1 Jhampa (U.S.K.)
»»• . . . • •• ... ••• »•»

... M • •••
• ■ • Cbapu — — — Triputa (P.B.V.)

... • •• • • •
««• Adi ... • •• ••• ««*
— — — — Simhendra- Adi

♦«« • • • ...
madhyama

•••
• •• • •• ... ••* •••
»*■ • • • ... • • ■ • ■ ■
— • •• ... ...

• •• • • • • • ■ ...
... ... ... Triputa

Vijaya- Adi Vijaya- or Vijaya- ...
vasantam vasantam vasantam,

another
name

Adi
• •• Adi • • • ••• ... Adi

... ««• • •• M«
• M • •• — • •• • •• •««
• •• • •• • •• »• • * M*
— — — — Simhendra- Triputa

•M Chapu »-• •

madhyama

• •• • • •  • • • • Ml

— • ■ • •*« H* III Ml

(M ... ■ • • • • •• M«

— — — — —

•Csi • • • • • • . . . • M

• • • • • • •«« . . . • ■ • • I • (P.B.V.)
*** . . . . . . • II  • • •

— — — — Hamavati Adi
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Book I Book U

Name of the Song Chinnaswamy Mudaliar K. V. S. Ayyangar

Raga Tala Raga Tala

Neevadane Saranga Jhampa • ••

Ncevanti daivamu Bhairavi Adi . . . • ••

Neevantidaivamunu Todi Adi . . .

Neeve gani Bilahari Chapu
Neeve nanneda Saurashtra Chapu
Neevera kula Begada Chapu • ••

Neevu brova Saveri Adi • •• . . .

Nemurabetti Rupavati Triputa ... /...
Nenaruncha Simhavahini Desadi ... ...
Nenarunchi Malavi Adi ... Desadi
Nenendu Harikambhojl Adi • • •

Nepogada Desyatodi Jhampa ...
Nerama Rama Saurashtra Desadi ...
Nidhi chala Kalyani . Chapu ... ...
Nijamaina Bhairavi Chapu ...
Nijamarma Umabharana Adi ...
Nijamuga Sahana Desadi ... ...
Ninnadanela Kannada Adi ... ...
Ninnanavalasi Kalyani Chapu ...
Ninnebhajana Nata Adi ... ...
Ninnenera Pantuvarali Rupaka ... •••
Ninnenera Arabhi Chapu ...
Ninnubasi Balahamsa Adi ... ...
Ninuvina nama Navarasakannada Rupaka ...
Ninuvina sukha Todi Rupaka
Niravadhisukhada Ravichandrika Adi Ml
Nityarupa Kapi •Rupaka ... m
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Book III 

Vissa Appa Rao 

Raga Tala
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Book IV Book V

V. Raghavan R. R. Ayyangar Remarks

Raga Tala Raga Tala

Behag

Adi

Adi
Triputa

Adi

Desadi

at Seergazhi
Triputa
Triputa
Triputa

On Dharma- 
samvardhani at 
Tiruvaiyaru

Todi

Karnataka*
behag

Varali

Adi

Adi
Triputa
Triputa

Adi

Triputa

Triputa

(P.B.V.)

Listed some* 
times under 
Darbar raga
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Book I Book 11

Name of the Song Chinnaswamy Mudaliar K. V. S. Ayyangar

Raga Tala Raga Tala

Noremi Sri Varali Adi • •• • ••
Nripa(Kripa)lavala Nadavarangini Adi ... ...
O Danujari Saranga Adi
O Jagannatha Kedaragaula Adi ... ...
Oka mata Harikambhoji Rupaka
Okapari Kalavati Adi
Oorakpe Sahana Chapu ...
O Rajeevaksha Arabhi Cbapu ...
Orajupu Kannadagaula Adi
O Rama O Rama Arabhi Adi ...
0  Rama Rama Nagagandhari Chapu ...
O Ramaramana Kedara Adi ...
O Rangasayi Kambhoji Adi
Orulanaduko Suddhsaveri Adi • • •
Padavi nee Salagabhairavi Adi
Pahi Kalyanarama Kapi Adi ...
Pahi Kalyanasundara Punnagavarali Chapu • • •
Pahi mam Hare Saurashtra Rupaka \... ...
Pahi mam sri Kapi Jhampa ...
Pahi pahi Saurashtra Jhampa ... ...
Pahi paramadaya — — — —

Pahi Paramatma Varali Adi . • • .«»

Pahi Ramachandra Yadukulakambhoji Tisralaghu . . . «•»

Pahi Ramachandra Sankarabhurana Adi . . . . . .

Pahi Ramaduta Vasantavarali Rupaka

Pahi Rama Rama Kharaharapriya Tisralaghu
Pahi Ramaramana Varali Adi . . . .,,
Pakkala nila Kbarahara priya Triputa . . . • • •
Palaya sri Oevagandhari Adi . . . . . .
Palintuvo Kantamani Desadi
Palukavemi Purnachandrika Adi . . .
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Chapu

Book IV 

V. Raghavan 

Raga Tala

Book V 

R. R. Ayyangar 

Raga Tala

Remark!

Shadvidha-
margini

(N.C.)
(P.B.V.)

Triputa
Triputa

Triputa (P.B.V.)

... on Srirangam

(P.B.V.)
Triputa

Triputa

— Kapi — Adi— 
Found only in 
Book VI lift* 
ed above.

• ••
Rupaka

AdiAdi
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Name of the Song

Book I

Chinnaswamy Mudaliar

Book 11

K. V. S. Ayyangar

Raga Tala Raga Tala

Palukavemi Arabhi Tisralaghu •••
Paluku kanda N avarasakannada Desadi ...
Paraku jesina Jujahuli Adi • • • • ••
Paraku neekela Kiranavali Desadi • •• • ••
Paralokabhaya Mandari Desadi ••• • ••
Paraloka sadhana Purvakalyani Desadi »•«
Paramatmudu Vagadheeswari Adi • • • • ••
Paramukha — — — —
Parasakti Saveri Adi • •• • ••

t

Paripalaya Darbar Chapu • •• • • •
Paripalaya dasa Sankarabharana Chapu • » # • ••
Paripalaya pari Reetigaula Adi • «« • ••

Paripurna kama Purvakalyani Rupaka • • • *«•
Paritapamu Manohari Rupaka • ••
Pariyachaka Vanaspati Rupaka ••• • ••
Parulanu — — — —
Patiki harati Surati Adi • ••
Patiki mangala Arabhi Adi • •• ...
Patitapavana Pantuvarali Adi — —
Patti viduvaradu Manjari Adi • ••
Peridi ninu Harikambhoji Desadi — —

Perugupalu Ghanta Adi • •• . . .

Phauipatisayi Jbankaradhvani Adi »»*

Poola pampu — — Ahiri Tisralaghu
Prananatha Sulini Desadi • ••

Prarabdha mittundaga Svaravali Jhampa « ■ •

Proddu poyyenu Todi Chapu . . . . . .

Ragaratna Ritigaula Rupaka . . . • ••

Ragasudha — — Andolika Desadi
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Book m  

Vissa Appa Rao 

Raga Tala

Book IV 

V. Raghavan 

Raga Tala

Book V

R. R. Ayyangar Remarks

Raga Tala

... Rupaka 
Adi

Adi
Adi
Adi

Adi
Adi
Adi

Surati Adi
... ... on Dharma-

samvardhani 
at Tiruvaiyaru

Triputa 
... Triputa

Balahamsa Adi
(U.S.K.)
(U.S.K.)

... Triputa

Kharahara- Adi Also found in 
priya T.V.S.’s book

in Kharahara* 
priya and Adi

••• ... (N.C.)

Adi
(U.S.K.)

Sankarabharana Adi
••• ••• 

••• Triputa

Adi Adi R a g a  alio 
mentioned as 
Mayuradh- 
vanL

20
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Name of the Song

Book I

Chinnaswamy Mudaliar

Book II

K. V. S. Ayyangar

Raghunandana

Raga

Suddhadesi

Tala

Desadi

Raga

•  aa

Tala

•  V, .

Raghunandana — — — —

Raghunayaka Hamsadhvani Desadi •  • a •  a a

Raghunatha Bhairavi Adi — —

Raghupate Sahana Rupaka ««• a a a

Raghuvara Pantuvarali Adi •  • • . . .

Raghuvira Kharaharapriya Rupaka •  a a

Rajuvedela Desyatodi Rupaka •  a a a a a

Raka sasi Takka Adi » • « •  a a

Raksha betta Bhairavi Adi •  a a •  a a

Rama bana Saveri Adi •  a a a a a

Rama bhakti Suddhabangala Adi •  • • •  a a

Ramabhirama Dhanyasi Adi •  a • a a a

Ramabhirama Darbar Chapu •  • • •  • a

Ramabhirama Raghu Saveri Jhampa •  a a a a a

Ramachandra Surati Desadi a a  a •  a a

Rama daivama Surati Rupaka a a a •  • •

Rama katha Madhyamavati Madhyadi a a  a Desadi
Rama Kodanda Sri Chapu Kharahara­ MS

Rama Kodanda Bhairavi Adi
priya

a a a

Rama lobha Darbar Adi a a a a a a

Ramam bhaje Saveri Adi a a a a a a

Rama namam Madhyamavati Adi a a a a a a

Rama namamu — — — —

Rama nannu Harikambhoji Rupaka a a a • a a

Rama nipai Kedara Adi a a a

Rama ni samana Kharaharapriya Rupaka a a a a  a a

Rama ni vadu Kalyani Adi a a a a  • a

Rama nive Narayani Adi a a a . . .

Rama niyeda Kharaharapriya Madhyadi a a a a a a

Ramani maravaka Kedaragaula Adi a a a a a a

Rama ninne Huseni Adi a a a a a a

Rama ninu Mohana Adi a a a • • a

Rama ninuvina Sankarabharana Rupaka a a a aaa
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Book IV Book V

155

Vissa Appa Rao V. Raghavan R. R. Ayyangar Remarks

Raga Tala Raga Tala Raga Tala

Adi . . . . . . . . . Adi
• •• . . . — — Kedaragaula Rupaka
• • • Adi . . . • • • . . . Adi
— — — — — —
• ••  

. . .

• ■ •
. . .

. . . . . .

Huseni . . . . . . . . . Huseni . . .

. . . . . . . . . . . . Todi . . . at Srirangam
•  •• . . . . . . . . . . . .

. . . . . . . . . . . . . . . • . .

Ml . . . . . . . . . . . .

• • • . . . . . . . . . . . .

• • • . . . . . . . . . . . . . . .

. . . . . . . . . . . . . . . Triputa
• • • . . . . . . . . . . . (P.B.V.)
. . . Adi . . . . . . Adi
. . . . . . . . . . . . . . . . . .

. . . Adi . . . Madbyadi Adi
Kharahara* . . . Kharahara- . . . Kharahara- Triputa

priya
. . . • •

priya
. . .

priya
• .  •

. . . • • ■ . . . . . . i n

. . . . . . — — . . . • ••

!•« . . . . . . . . . . . . . . .

— — — — Athana Adi
«»« . . . . . . . . . • • •

• •• . . . . . . . . . . . . . . .

. . . . . . . . . Ml . . . . . .

. . . . . . . . . . . . . . . . . .

. . . . . . . . . . . . . . . . . .

Dilipakam Adi . . . . . . . . . Adi
. . . . . . — — . . . . . .

. . . . . . . . . . . . . . .

• •• . . . . . . . . . . . .

Ml • M Ml Ml
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Book I Book II

Name of the Song Chlnnaswamy Mudaliar K. V. S. Ayyangar

Raga Tala Raga Tala

Rama pahi 
Rama Raghukula 
Rama Rama

Kapi
Kapi

Chapu
Rupaka

••• • •• 

. . .  • ••

Ramarama Govinda Saurashtra Adi •  • • . . .

Ramarama Krishna — — — — ■ ■

Rama ramana bharama Vasantabhairavi Adi •  • • . . .

Rama ramana rara Sankarabharana Adi •  • • . . .

Rama ramana nivara 
Rama Rama Rama-

Andandabhairavi Adi . . . . . .

chandra Ghanta Adi . . . Jhampa
Rama Rama Rama lali Sahana 
Rama Rama Rama na-

Chapu . . . . . .

pai
Rama Rama Rama

Kalyani Chapu . . . . . .

Rama
Rama Rama Rama

Mohana Adi . . . Chapu

Rama rara 
Rama Rama Rama

Jhenjhuti Rupaka — —

Sita Huseni Rupaka . . . . . .

Rama samayamu Madhyamavati Adi * •  •

Rama Sita Rama Balahamsa Adi . . . •  • •

Rama Sita Rama Sankarabharana Adi . . . * « •

Rama Srirama Sankarabharana Adi
Rama Srirama Varali Adi — —

Rama eva Balahamsa Rupaka . . .

Raminchuvarevaru Suposhini Rupaka ■ •  • . . .

Ranganayaka — — — —

Ranidi radu Manirangu Adi •  • •

Ra ra mayinti Asaveri Adi . . . Desadi
Ra ra nannelu Saurashtra Chapu . . . . . .

Ra ra Phani — — — —

Rara Raghuveera Athana A d i • f t
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Book III Book IV Book V

Vissa Appa Rao V- Raghavan R. R. Ayyangar Remarkt

Raga Tala Raga Tala Raga Tala

• •• ... Triputa
• •• Chapu • •• ... ...

Yamuna- Adi ... ... Book VI lists
kalyani

...

two entries, one 
with 3 Chara- 
nams and ano­
ther with 5 more.

Gaulipantu Adi ... ... • ... • ••
... — ...

... ... ... ... ... • • •

... • •• ... . . . . . . . . .

Jhampa • • • Jhampa . . . ... Jhampa
. . . . . . • •• . . . . . . Triputa (U.S.K.)

. . . • •• . . . . . . Triputa

. . . Chapu • • • Chapu . . . Triputa

—. . . . — — . . . ...

— — ... ... ... ...
— — -• ... ...
■ » • ... ... ... ... ...
M • • • • ... ...

• •• ... ... (U.S.K.)
• • • • • • ... ... ...
... ... ... ... ...

• • • • « • — — Ml ...
• •• ... ... Sankarabharana Adi
... ... ... • • • ...
Adi ... Desadi • • • (P.B.V.)
• •• . . . . . . Triputa

— — — — Harikambhoji Rupaka
?»• f ff »»* *•»
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Book I Book II

Name of the Song Chinnaswamy

Raga

Mudaliar

Tala

K. V. S. Ayyangar 

Raga Tala

Rara Sita Hindalavasantam Rupaka •  •• •  ••

Re manasa Todi Rupaka • M • ••

Rukalu padi Todi Adi Desyatodi • • •

Sada madin — — — —
Sadhinchene Arabhi Adi •  •• . . .

Sagarundu Yamunakalyani Rupaka . . .

Saketaniketa Kannada Rupaka • • • •  ••

Sakshi ledanuchu Bangala Desadi tM

Samajavara Hindola Adi • •• • • •

Samayamu Kalgada Adi • ••

Samayamu delisi Asaveri Chapu « •• • ••

Sambho Mahadeva Pantuvarali Rupaka *«• . . .

Sambho Siva Sankarabharana Rupaka • • • • ••

Samiki sari Begada Rupaka • •• • ••

Samsarulaite Saveri Adi • •• • ••

Samukhana Kokilavarali Desadi • ••

Sanatana Phalamanjari Desadi
Sandadiyani Begada Rupaka — —

Sandehamu elara — — — —

Sandehamunu Ramapriya Desadi •  • • • ••

Sangita jnana Dhanyasi Adi • • • •  ••

Sangita sastra Salagabhairavi Desadi • •• • ••

Santamu leka Sama Adi •*» • « •

Saramegaai Pantuvarali Chapu • • • • ••

Saranu sarana Madhyamavati Adi •  •• • ••

Sarasanetra — — — —

Saraiarasamaraika Kuntalavarali Adi Ml • • •

Sarasa sama Kapinarayani Desadi •  •• • ••

Sarasiruhanana Mukhari Desadi •  •• . . .

Sarasiruhanayana — — — —

Sarasiruha Bilahari Chapu • ■ • • ••

Sarijeii Teevravahini Desadi »•« »•«

Sarivaralona Bhinnashadjam Desadi • •• • « •

Sari vedalina Todi Jhampa — —
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Book UI Book IV Book V

Vista Appa Rao V. Raghavan R. R. Ayyangar Remarks

Raga Tala Raga Tala Raga Tala

• • •

• • • • • • • • 

•m

• ••

Desyatodi Desyatodi • • •

•  • • • •• . . . Gambhiravani Adi
• ••  

• • •

•  ••  

• ••

• • •

Ml

• ••  

• • • • • • (P.B.V.)
•M  

• • •  

• • •

• • •

Adi
*•*

• ••

• • •

M« 

• ••

• ••  

• • •  

• ••

Adi
M l

»!•  

• • •

. . .

• • •

• • • • ••

Triputa
— • •• • • • • •• ... at Kovur
• • • • • • — — • •• • ••

— Chapu Ml Ml • • • •*•

»•«

• ••

Adi
M« 

• ••

M l  

• • •

M l • • •

Adi
• • • Adi M l . . . Adi

Mt • • • — — Kalyani Rupaka
• • • Adi • • M l . . . Adi
Mt • • • • • • • •• Triputa

Mukhari Adi • • • Mukhari Adi
m  

• • •

M« 

• • •

• ••  

»M

• ••  

• •

• • •  

• •• Triputa
• •• • • • — — ft* • • •

— — — — Sankarabharana Adi
M l M l

Adi
• • •  

•  • • • ••

• • •  

• • • Adi
M l Adi M« M l i n Adi
— — — — Amritavarshini Adi

• • M l M l • • • Triputa (P.B.V.)
• • • Ml Adi Ml Adi

•  • • Adi • •• IM Adi
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Book I Book 11

Name of tbe Song Chinnaswamy Mudaliar K. V. S. Ayyangar

Raga Tala Raga Tala

Sari vedalina Asaveri Adi • «* • ••- •

Sariyevvare Sreeranjani Desadi • • • M,

Sarvabhauma Ragapanjaram Jhampa Desadi
Sarvaloka Huseni Tisralaghu . . . Ml

Sarvantaryami Bhairavi Adi • • •

Sasivadana Candrajyoti Adi • • •

Sattaleni Naganandini Adi .M MV *
Sitakalyana Sankara-

bharana
Khanda

laghu
Sitamanohara Ramamanohari Adi
Sitamma Lalita Rupaka . . . •  • •

Sitanayaka Reetigaula Chapu . . . • ••

Sitapati Kama* Desadi
Sitapati — — — —

Sitavara Devagandhari Adi
Siggumali Kedaragaula Jhampa » • • Adi
Siva Siva Siva Pantuvarali Adi »«• • ii
Sive pahi Kalyani Adi • • •

Smarane sukhamu Janaranjani Desadi in • • •

Sobhane — — Pantuvarali Triputa
Sobhillu Jagunmohini Rupaka . . . • ••

Sogasuga Sriranjani Rupaka • • • .. .

Sogasu juda Kannadagaula Rupaka Ml Desadi
Sri Gananatham — — — —

Sri Ganapati Saurashtra Adi • ••

Sri Janaka Kalakanthi Adi
Sri Janaki Isamanohari Desadi • • •

Srikanta ni Bhavapriya Desadi • ••

Srimanini Purnashadjam Desadi • • • • ••

Sri Narada Kannada Rupaka • ••

Sri Naradamuni Bhairavi Adi • • • • ••

Sri Narasimha Phalaranjani Desadi • •• in



tors, wvj 

Book III 

Vissa Appa Rao 

Raga Tala

INDEX OF TYAGARAJA ERITIS HI

Book IV Book V

V. Raghavan R. R. Ayyangar Remark* 

Raga Tala Raga Tala

Adi ... ••• »■« Adi
Adi ... Desadi ... Adi

■ . . . *** . . .

— — . . .

. . . I l l . . . —

. . . «-. • . . . . . .

. . . • •• . . . . . .

Adi Ml . . .

Sankara- Adi — —

bharana
• • • . . . . . .

. . . Adi . . . . . .

M l • • • . . . . . .

• •• i n . . . . . .

. . . Adi . . . . . .

• • •

» .  • . . . . . .

. . . . . . . . .

»•« Ml Desadi . . .

— — — —

M l . . . . . .

IM . . . . . . . . .

» . . Adi . . .

Ml Adi Ml M .

Adi ~ . . .

•  • • M« . . .

MW . . . . . . . . .

•M Adi — —

Vasanta
... Triputa
... Adi

Adi

... On Dharmasam- 
vardhani of Tiru- 
vaiyaru 

Adi
Rupaka (U.S.K.)

Kanakangi Adi

•  • •  • • •

... Adi

... Adi
Adi

Adi
21
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Name of the Song

Book I

Chinnaswamy Mudaliar

Book II

K. V. S. Ayyangar

Raga Tala Raga Tala

Sripapriya Athana Adi f* « • • •

Sri pati ni Nagasvaravali Desadi Adi
Sri Raghukula Hamsadhvani Desadi
Sri Raghuvara dasa Sankarabharana Adi ... Rupaka
Sri Raghuvara karu Devagandhari Adi •  • • • • •

Sri Raghuvara pra Harlkambhoji Adi Kambhoji • • •

Sri Raghuvara sugu Bhairavi Adi •  • •

Sri Ramachandra Saveri Adi • • • • • •

Sriramadasa Dhanyasi Chapu •  • •

Srirama Jayarama Madhyamavati Adi . . .

Srirama Jayarama Varali Chapu •  • •

Srirama padama Amrtavahini Adi » •« •  • •

Srirama Raghu Yadukulakambhoji Jhampa • • •

Sriramarama Poornachandrika Jhampa •  • • •  • •

Sriramarama jaga Saveri Chapu Adi
Sriramaramarama Neelambari Jhampa — —

Sriramarama rama 
sri Gopikavasanta Adi

Srirama rama srita Saveri Chapu . . . •  « •

Srirama srirama 
jita Varali Adi

Srirama srirama 
sri Sahana Adi •  • •

Sriramya chitta Jayamanohari Adi •  • •

Sritulasamma — — Devagandhari Adi
Sringarinchu Surat! Adi . . .

Sudhamadhurya Sindhuramakriya Adi • • • »««

Sugunamule Chakravaka Rupaka . . . M*
Sujanajivana Kamas Rupaka •  • •

Sukhiyevvaro Kanada Desadi . . .

Sundara Dasaratha Kapi Rupaka . . . Adi
Sundara tara Pantuvarali Adi •  • • • • •

Suudaresvaruni Sankarabharana Adi •  • • • • •

Sundari Begada Rupaka • • • • • •

Sundari ni — — Kalyani Adi
Sundari ninnu Arabhi Chapu . . . . . .

Svara raga Sankarabharana Adi •  • •

Syama sundaranga Dhanyasi Rupaka • • •
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Book lit Book IV Book V

ViBsa Appa Rao V. Raghavan R. R. Ayyangar Remarks

Raga Tala Raga Tala Raga Tala

• ••
««•

IM
Adi

...
Adi Adi

Adi — — Adi
• • • • •• — — ... Adi Tisra
• •• • •• — — • ••

Kambhoji 
• • •

• • • 
• •• ...

— Kambhoji ...

• « • 
• ••

...

...
...

Triputa
Mt • • • ... ... ... (P.B.V.)

... ... ... ... Triputa
... ... ... ... ...

• • « • . .. — — ... • » •
... • •• ... ...
• • • Adi ... Adi ... Adi

• •• — (V.S.K)
... ... ... ... Triputa

• ... ... ... ... ...

... ... ... ... ...
• •• 
• •• ... ... ... ...

... — — ... (N.C.)
... 
• ••

• . .
Ml ... ... ... ...

• •• 
• • •

• ••
Adi I .#• ... Adi

... Adi ... Adi ... Adi
_ ... ... ...

• • • ... ... • • • ... at Kovur
• •• ... • •• ... ... at Tiruvotriyur

• • « ... ... at Tiruvaiyaru

««• ... • « • • •• ••• Triputa at Tiruvotriyur
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Book I Book 11

Name of the Song Chinnatwamy Mudaliar K. V. S. Ayyangar

Raga Tala Raga Tala

Talachinintane — __ Mukhari Adi
Talavari Begada Desadi • * • • ••

Tallitandru Balahamsa Adi ... * * *
Tanalone Devagandhari Adi
Tanamidane Bhushavali DeBadi • •• • • •

Tanayande Bhairavi Chapu • •• • ••

Tanayuni Bhairavi Adi • ••

Tappagane — — Suddhabangala Rupaka
Tappibradiki Todi Rupaka *v

...

Tatvameruga Garudadhvani Rupaka • ••

Tava dasoham Punnagavarali Adi ... ...

Tirana naloni Saveri Jhampa • • •

Teliai Rama Purnachandrika Adi ... ...

Teliyaleru Dhenuka Desadi ... ...

Tera tiyarada Gaulipantu Adi • ...

Tolijanma Bilahari Jhampa • ■ • ...

Toli ne jeaina Suddhabangala Adi ...

Toll nenu Kokiladhvani Desadi • •• Adi
Tulaaibilva Kedaragaula Adi ...

Tulaaidala Mayamalavagaula Rupaka • •• ...

Tulaai jaga Saveri Rupaka • M

Undedi Ramu Harikambhoji Rupaka • ••

Unnatavuna Ghantaj Chapu • • • ...

Upacharamu Bhairavi Rupaka ... • ••

Upacharamula Bhairavi Adi ... •••

Uyyala luga Nilambari Jhampa ... ...

Vachamagochara Nitimati Desadi Kaikavasi ...

Vachchunu Hari Kalyani Adi • ••

Vadadadyuti Pantuvarali Triputa ...

Vaddanevaru Shanmukhapriya Adi MS

Vaddanunde Varali Chapu ... • ••

Vadara daivamu Pantuvaeali Adi ... •••

Vallagadanaka Sankarabharana Rupaka ... • ••

Vanajanayanu — — — —

Vandanamu Sahana Adi • •• • ••

Varada navanitata Ragapanjaram Chapu ♦to
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Book III Book IV Book V

Vissa Appa Rao V. Raghavan R. R. Ayyangar Remarks

Raga Tala Raga Tala Raga Tala

• • • . . . . . . . . .

• •• . . . . . . Adi
. . . • • • . . . . . . ». . . . .

• • • ». • . . . . . . . . . (P.B.V.)
. . . Adi .  .  * . . . Adi
•  • • . . . — — . . . Triputa (N.C.)
>•« . . . . . . . . . . . . . . .

• • • . . . . . . . . . . . . . . .

. . . .  *• . . . . . . . . . . . .

. . . . . . . . . . . . . . . . . .

. . . • • • . . . 'Ml M* . . .

• • • • •• . . . . . . . . . . . . (P.B.V.)
. . . • •• . . . . . . . . .

■ • • Adi . . . . . . 1 . ' Adi
. . . . . . . . . . . . ... at Tirupati

• • • . . . . . . . . . . . . . . .

• •• . . . . . . . . . . . .

. . . . .  • . . . . . . . . . . . .

. . . Adi . . . Adi . . . Adi

. . . • • • . . . . . . . . . . . .

• • • . . . M . . . . . . . . . .

. . . . . . . . . . . . . . .

. . . . . . — — . . . Triputa (N.C.)
. . . . . . . . . . . . *•*

. . . . . . . . . . . . . . .

... . . . . . . . . . . . . . . . (U.S.K.
Kaikavasi Adi Kaikavasi Adi Kaikavasi Adi

. . . . . . . . . (P.B.V.)
— — — — — —

. . . ••a — — . . .

. . . . . . ••• . . . . . . Triputa (P.B.V.)
» . . . . . . . . . . .

. . . . . . . . . . . . . . .

— — — — Kedaragaula Adi
. . . . . . . . . . . . . . . (P.B.V.)

♦ ♦♦ « • * — Triputa at Kanchi* 
puraiq
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Name of Song

Book I

Chinnaswamy Mudaliar K. V.

Book 11 

S. Ayyangar

Varadaraja
Raga

Svarabhushini
Tala
Rupaka

Raga Tala 
••• •••

Varalandu Ghurjari Adi • • ■

Varalila Sankarabharana Adi
Varamaina Pharaju Chapu •••
Vara Narada Vijayasri Adi • ••
Vara raga Chenchukambboji Desadi III • ••
Varasitbivahana Supradeepa Adi ...
Varidhi niku Todi Chapu • ••
Varijanayana Kedaragaula Adi • ••

Vasudeva Bilahari Eka
Vasudevayani Kalyani Eka Adi
Vedalanu — —
Vedavakyamani Mohana Chapu M. • ••
Venkatesa Madhyamavati Adi • ••
Venugana Kedaragaula Rupaka . . .

Verevvare Surati Desadi • ••
Vidalajadura Janaranjani Adi • • •

Vidamuseya Kbaraharapriya Adi »•«
Vidhisakra Yamunakalyani Rupaka • • • •««

Vidulaku Mayamalavagaula Desadi *•«
Vinanasakoni Pratapavarali Adi • • •
Vina rada na Devagandhari Desadi M l

Vinatasuta Huseni Adi Ml

Vinatasutavahana Jayantasena Desadi Ml

Vinave o manasa Vivardhini Rupaka • • •
Vinayakuni Madhyamavati Adi
Vinayamuna Saurashtra Chapu . . . • • •
Viraja turaga Balahamsa Adi • ••
Vishnuvahanundu Sankarabharana Rupaka • i i

Yajnadulu Jayamanohari Adi . . . Ml

Yocbana Darbar Adi HS

Yiiktamukadu Sri Adi IM

Footnotes'.—(1) N-C- refers to “ Nauka Charitam
(2) U.S.K. * “ Utsava Sampradaya Kirtanam ”,
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Book III Book IV Book V

Vissa Appa Rao V. Raghavan R. R. Ayyangar Remarks

Raga Tala Raga Tala Raga Tala
... . . . . . . . . . . . . ... at Kanchipuram

. . . ... . . .

«. • Tisralaghu — — Tisralaghu
. . . . . . . . . . . . Triputa (P.B.V.)
M . m . . . . . . . . .

. . . . . . . . . . . . Adi
«•« • • • . . . . . .

• • • . . . — — . . . Triputa (P.B.V.)
. . . • •• M . . . . . . . ... Book III lists

. . . *«• . . .

two songs under 
this title, with 
slightly different 
sabityas. (P.B.V.)

Adi
. . . Adi — — ... Adi (P.B.V.)
— — — — Todi Rupaka
• • • • ■ • — — . . . Triputa (N.C.)
. . . • •• . . . . . . . . . . . . at Tirupati

Adi . . . . . .

. . .

. . .

. . .

Adi
. . . . . . .« . . . . . . . . . .

— — . . . . . . . . .

• •• . . . . . . . . . . . . on Dharma*

• • • Adi . . . . . . . . .

samvardhani at 
Tiruvaiyaru 

Adi
M l . . . . . . . . . . . . . . .

• • • Adi . . . . . . . . . Adi at Srirangam
. . . . . . . . . . . . . . . (P.B.V.)
M l Adi . . . . . . . . . Adi

* . . . . . . . . . . . . . i .

III • • • . . . i». ... ... at Kanchipurm
... ... ... ... Triputa

M l ... ... ... M. ...
III •.« — — ... ... (P.B.V.)
M l ... ... ... ...
M l mi ... *-« . ... ...
• •• ... ... ... ... Triputa

(3) P.B.V. -  “Prahlada Bhakta Vljayam” .
(4) The mark ... indicate! that the Raga (or the Tala) remain!

the same as in the previous book.



BOOK-REVIEW

DIVYANAMA KIRTANAS OF TYAOARAJA. PARTS 
I & II — Tyagaraja Bi-Ccntenaiy Commemoration Volume. 
Compiled and edited by Sri Sangita Bhushanam Sri S. Ramanathan 
and published by Kalaimagal Isaikkalluri, 59A, T. P. Koil Street, 
Triplicane, Madras-5. Price Rs. 2/-.

Some of the Divyanama Kirtanas of Tyagaraja are fairly 
popular. However an authentic collection of all the songs of this 
group with their original musical setting had not been made so far 
and published in separate book form. Vidvan Sri Ramanathan 
has now published thirty songs in each part, thus offering us sixty 
of them. The tunes were collected from the traditional exponents 
like Pudukottai Sri Gopalakrishna Bhagavatar, the veteran 
exponent of the Bhajana tradition. Since the music of the 
Utsava Kirtanas is designed to be simple and attractive, these 
songs form excellent material for cultivating and propagating 
authentic Karnataka music in the form of congregational singing 
such as has been practised for centuries in Bhajana Goshtbis.

S. Srinivasa Rao.






