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that only very few of his compositions are currently available.

Subbarama Diksitar, the author of “sangita sampradaya pradarsini” (telugu edition) gives a brief bio-
graphical sketch of Sesayyangar, and states that he was known by the title “margadarsi”, since his works
were a beacon light, or path finder for future composers. According to him, Sesayyangar was a vaisnava
brahmin, a devotee of Lord ranganatha, and a profound scholar of sanskrit language and music. He used
the mudra “kosala” in all him compositions, and the reason may be that he hailed from ayodhya. Most of
his compositions are on Lord ranganatha, but a few are also on Lord varadaraja of kaficipurarh, Goddess
laksmi, rama, sita, and saint ramanuja. It is believed that he collected all his compositions in a palm leaf
manuscript form, and one day, left it at the feet of Lord ranganatha during the arddha yama pdja. The next
morning, when he went to the temple, he found, to his surprise, that only sixty songs were left in tact, and
the remaining were obliterated. According to Subbarama Diksitar, these sixty songs, perhaps accepted by
Lord ranganatha, are supposed to be in vogue.

But, contrary to this observation, till recently, only three of these songs were either well-known, or sung
by musicians. These three are listed in the mammoth index to south Indian songs, complied by Profes-
sors Gowri Kuppuswamy and Hariharan. Earlier, in 1902, nine kirtanams of Margadarsi Sesayyangar were
published in “gayaka locana” by Singaracharyulu, but the book was not readily available. Two specimens
of his compositions appear in the “Oriental Music in European Notation” by A.M.C. Cinnayya Mudaliyar.
In the Palace Library at Trivandrum, there is a paper manuscript known as “Sesayyangaru kirtanar”, con-
taining 19 of his compositions. Also, there is a palm leaf manuscript in the Kerala University collections
procured from the Cirakkal Palace, containing 13 of Margadarsi Sesayyangar kirtanams. This manuscript
has a remark in malayalam, stating clearly these are the compositions of Sesayyangar. All these kirtanams

bear the mudra, “késala”. But there is an overlap of 8 songs among these manuscripts. What happened to



the remaining songs?

The Manuscript

By a turn of luck, things became a bit rosy. A saurastra brahimin, by name Ananthu Gopala Bhagavathar,
who lived in Madurai, had in his possession, a manuscript of Sesayyangar compositions. This was passed
on to him by his grandfather, who learned them from his guru, Wallajapet Venkataramana Bhagavathar,
the famous disciple of Saint Tyagaraja. He prepared them in a manuscript form, and worshipped it in his
daily pujas. This manuscript was later passed on to his grandson, Ananthu Gopala. Again, after keeping
it in his puja for many years, in 1978, Anathu Gopala Bhagavathar handed over this manuscipt to one T
. R. Damodaran, a Sanskrit scholar at the Tanjore Maharajah Serafoji Saraswati Mahal Library. Since the
script was in telugu, he sought the help of Dr. Kothandaramiah, a telugu professor at Madurai Kamaraja
University. He read the entire work, and presented the material in a paper at the Music Academy’s Annual
Conference.

The manuscript has 114 folios, each folio containing half a dozen lines, and contained many interesting

and rare material. The following were discovered in the manuscript:

o A long list of sahityams that were popular during his lifetime, along with the names of the various

COMpOsers.

o Text of 36 kirtanams of Walajapet Venkataramana Bhagavathar (these are in telugu, sanskrit, and his

mother tongue saurastra).

e Commencing with a title “Sesayyangaru Kirtanalu”, a collection of twenty six compositions, with
the attestment , “Sesayyangar Sahityarn at the top, and concluding with the note “kosalam kiratanlu

Sampurnam.
e some of the Koyampurivaru sahityams.
e three kirtanams in saurastra bhasa of Kavi Venkatasuri.

e seven of Sadasiva Brahmendra krtis in Sanskrit.

The kirtanams of Walajapet Venkataramana Bhagavathar were published in 1981 by the Ayyampettai
Venkataramana Bhagavathar Jayanthi Committe, and again re-issued in 1983 with corrections. The 26 com-

positions of Margadarsi Sesayyangar that appear in this manuscript (along with an additional five songs



by him) are also published in 1983 by the Tanjore Maharaja Serafoji’s Sarasvati Mahal Library (series No.
197). The songs appear in both Sanskrit and Tamil.

From one of the folios, the date of the manuscript was deciphered as sukla year, avani month, dasami,
utrasada star, Wednesday. The date roughly corresponds to 1869 AD. Sesayyngar lived several years before
the trinity. In Sangita Sampradaya Pradarsini, Subbarama Diksitar places his biography after Jayadeva, and
before Giriraja Kavi and Shahaji. He lived before Ghanam Seenaiah, and was perhaps a contemporary of
Shahaji. who ruled Tanjore during 1684-1710. His style resembles very much that of Shahaji in the usage
of prasam, thythm etc. His fluency in Sanskrit, and devotion to the Lord are both landmarks in all his
compositions. Later on, perhaps, Muttusvami Diksitar and Tyagaraja adopted his style, as is evident from

many of their compositions.

Margadarsi Sesayyangar’s mudra

The mudra (signature) “kosala” was used by Sesayyangar in all his compositions, with the variations
kosalapurisvara, kosalapuranilaya, kosalapurisadana, and so forth. Regarding his mudra, “kosalam”, even
though Subbarama Diksitar suggests that he hailed from ayodhya, there is no reference to this city in any
of his compositions. He mentions Vipranarayana in one of his songs, and Vipranarayana definitely lived in
South India. Further, he was a staunch follower of Ramanuja, and mentions about Nammalvar and other
vaisnava saints in his work. Some of his songs are on Varadaraja of Kafici. So one tends to believe that he

may not have any association with ayodhya, and there may be other reasons to adopt the mudra “késalarm”.

Svati tirunal and Sesayyangar

There is an interesting relationship between Margadarsi Sesayyangar and Svati tirunal. Attracted by the
style of the compositions of Margadarsi Sesayyangar, Svati tirunal wrote a treatise in Malayalam, known
as “muhana prasanantya prasa vyavasta”’, dealing with the principles of proper usage of sabdalarikara,
mubhana, prasa, antyaprasa in musical compositions in Sanskrit. Svati tirunal points out at the commence-
ment of this work that he gathered the material for this work from the compositions of Sesa Ramanuja and
Sesayyangar. There are two manuscripts of this work, both in Malayalam, in the Palace library in Trivan-
drum. In the Kerala University manuscript collection, there is a Sanskrit version of the same work. Some
of the quotations of this work can be traced in the manuscript, “Sesayyangar Kirtanarh”, mentioned earlier.
While the Malayalam version of Muhana Prasanantyaprasa Vyavasta clearly reveals that Svati tirunal was

the author, there is some doubt as to whether the Sanskrit version was his work. There is no mention of



him anywhere in this version. The fact that several musicians from Tanjore lived in his court might explain
the existence of such a manuscript.

Svati tirunal followed the compositions of Margadarsi Sesayyangar as a model for composing, and
for introducing embelishments like muhana, prasa, antyaprasa and antarukti. Muhana is a sabdalarikara
by which the same letter in the beginning of an avarta, (or any of its substitutes in according to some
definite rules) occurs in the beginning of the next avarta. Prasa is the repetition of the second letter (or a
group of letters) in the first avarta in the same position in the subsequent avartas. Antyaprasa is a prasa
that occurs at the end of the avartas. Antarokti is the usage of one or more syllables between two words
which are in muhana or prasa for the sake of tala. Svati tirunal’s compositions abound in these verbal
embelishments (Most of Diksitar compositions have these features). The similarity of the compositions
of these two personalities is so striking that a few compositions of Margadarsi Sesayyangar have crept
into some of the editions of Svati tirunal. As examples of this, the kirtanam “jayasugunalaya” in bilahari
appears in the “Svati tirunal Sangita Kirtanaikal”’, compiled by K. Chidambara Vadhyar (1916). But Svati
tirunal himself cites this as a work of Margadarsi Sesayyangar, in his Muhana Prasanantyaprasa Vyavasta
, Another example is the kalyani kiti “yojaya padanalinena” found in the same book. It does not bear the
mudra of Svati tirunal, but included the phrase “kosalam”. The kiti “kosléndra mamava” in madhyamavati
is found in the Sarasvati Mahal Library Publication. By a strange coincidence, the same krti appears in the
collection of Svati tirunal compositions, complied by Semmangudi Srinivasayyar. I am unable to decipher
the correct authorship. It has the mudra “késalarh”, and not padmanabha! (This krti is featured in the
recent Malayalam Film, “Svati tirunal”, and was rendered by Neyyatinkara Vasudevan. It is available in
one of the Tarangini Cassettes.)

Perhaps, the Margadarsi Sesayyangar kiti “srirangasayinam sakalasubhadayakam” was an inspira-
tion for Svati tirunal to compose his “bhogendrasayinam kuru kusalsayinam” in kuntalavarali. Again,
Margadarsi Sesayyangar has a lengthy ramayana kiti, “pahi mam sriramacandra” in punnagavarali. May
be Svati tirunal followed this idea, and composed his famous ramayana krti, “bhavayami raghuramam in
saveri

The association of Svati tirunal with the works of Margadarsi Sesayyangar was through Satkala Govinda
Marar, a great name associated with Svati tirunal’s patronage of music. He was adept in such percussion
instruments like cenida, maddalam, edakka, timila, but above all, he had the remarkable ability in singing
a pallavi in six degrees of speed, which earned him the title satkala. It was Maraf who brought to the
court, a vast number of Tanjore compositions, that also included Margadarsi Sesayyangar’s. The structure,
language and theme associated with these kirtanams attracted Svati tirunal, and he adopted them as models

for his own compositions.



A list of available kitis

The following is a complete list of all the 31 kirtanrs that are featured (in both Sanskrit, and in Tamil)
in this Sarasvati Mahal Library publication of 1983. Those kirtanams that appeared in the 1902 edition
of Singaracharyulu are identified with an asterik symbol (*). The list contains songs on anjanéya, kanci
varadaraja, govindaraja, srirangam ranganatha, sita, rama, visnu, kisna, and the saint ramanuja. The
ragarhs employed are majestic rakti ragams. There is no mention of any tala structure for many of these

compositions. Each has a pallavi, followed by lengthy caranams, numbering anywhere from 3 to 8. None

has an anupallavi segment.

afijaneya paripalaya mohanam afijjanéya
kamalanayana yaduvara purvikalyani kisna
kalaye tavakina caranam saveri ranganatha
kalayami dasaratha* surati rama
kosalendra mamava madhyamavati | rama
gopala pahi* dhanyasi kisna
jayajaya Srirangésa bhairavi ranganatha
janakimanoharaya dhanyasi rama
devadevanupamaprabhava | bhairavi kisna
nathavanasmin todi ranganatha
pahi gopavesa harée kalyani kisna
pahimam sri raghunayaka* | bégada kisna
pahimarm sri ramacandra punnagavarali | rama

pahi sri raghuvara todi rama

pahi $ri ramaramana* athana visnu
bhajéham viraraghavam* gaulipantu rama
mamava raghuvira asaveri rama
ranganayaka* kedaragaula ranganatha
rangapaté pahimam* darbar ranganatha
rama palayamam bhairavi rama

re manasa cintaya kalyani rama

— continued in the next page —




vande govindarajam* §ankarabharanarh | govindaraja
vande vakulabharanam mukhari ramanuja (?)
vandeham karisaila dvijavanti varadaraja f kafici
srinayaka mamava punnagavarali kisna

sri raghukula varasubha* | saveri rama

sri raghuvara sugunalaya | ghanta rama

11 rangasayi jaya kédaragaula ranganatha

Sri rangasayinam* dhanyasi ranganatha
sarasadalanayana surati rama

sité vasumati safijaté asaveri sita

I1lustrations — three selected kitis

In order to appreciate Margadarsi Sesayyangar’s style, we append below three of his kirtanams, one in
bhairavi, and the remaining two in asaveri, all decorated with various sabdalarikarams. The first one is
on Lord kisna. Here one can observe the rhyming and alliteration beauties of the first four letters (two
phrases) of each line. The second one on rama, is studded with dvitiyaksara prasam on each line. The third
one is a unique kiti, praising sita, and has plenty of anyaksara prasams. The simplicity of the expressions,
lofty ideas and anecdotes, and the usage of various types of prasams is a landmark in all his compositions.
Sometimes these krtis remind us of Gittukkadu Venkatasubba Iyer’s style.
According to a parampara tradition, even today, during the ékanta séva for Lord ranganatha in §rirangam

temple, we can hear a few selected songs on Margadarsi Sesayyangar.

1. devadevanupamaprabhava

ragar : bhairavi
pallavi

devadevanupamapra
bhavabhavatitanutida

devadevakipunyanidhe kisnamanavartpa



pavanagunambudhe
caranani

nilanilabhaktakalpa
salasalakanitila ér1
lolalolavanamalika rasakrida

tal datalavanavipalaka || 1 ||

sarasarasaksanirvi-
karakarakamsahara
Surasurakulagraganya yasodaku-

maramarakotilavanya || 2 ||

bhimabhimasamaravarakavi
ramaramanuja satya
bhamabhamajagatkarana yadavasarv

bhaumabhaumaghanasamirana || 3 ||

dhiradhirayitakesavi
daradarayita vallavi-
paravarasamraksanasarhsaraki-

parapara gamakaviksana || 4 ||

gopagopayitasritaka-
lapalapa istananda
gopagopala aradhana kosalapura

bhupabhiipodravasidana || 5 ||

2. sité vasumati safijate

ragam: asaveri
pallavi

sité vasumati safijjate



ramaniya guna jate
raksita sarva bhate

paripahimam ||
caranam

Syame lavanya vibhava same
vadana nirjita somé
asadanugata raghurame

paripahimam ||

dhire sanmuni hrdayakare
kara dhrta kalhare
aghanopamita kacabhare

paripahimam ||

dhanye vaidehirajakanye
parihrta bhakta dainyé
asannuta daiva manye

paripahimarm ||

sante karunyaptirna éante
$r1inidana locanante
kosala purl ramana kante

paripahimam ||
3. mamava raghuvira

ragar : asaveri talarh triputa
pallavi

mamava raghuvira manitamunivara
bhumisutanayaka bhaktajana-

kamitaphaladayaka



caranani

garvitasutramatanayavirama
nipatilalama dasaratharama samaroddhama

dasamukhasamajamigendra kosalapurindra || 1 ||

dinakarakuladipa dhitadivyasaracapa
vanajasannibhagatra yogivarya

sanakadinutipatra nabhomani || 2 ||

tanuja S$aranapavanaja mukhapari-
janajagadahitadanujamadahara

manujatanudharavanajadalanayana amitamuni$amana || 3 ||

bhandanoddhatadosa palitagautamayosa
danditamarica abdhigarva

khandakanaraca divyaratna || 4 ||

kundalakalitagandayugave
tandakarabhuja dandahimakara

khandadharakodandadalanayana aganitagunagana || 5 ||

ghatitananabhfisa kalitasritaposa
tatidhipamitavasana $rikosala

putabhedananivasana - (indranilabha) || 6 ||

kutilakacavita nitalatatamani
patulakhacitalanitalasatamidu
catulapitanatajatilamtilaghana

darahasitavadana || 7 ||
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