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Sankirtana Ratnavali is the Telugu work of Tiruvorriylir Tyagayyar, published in the
year 1907. It is an example of group krti-s. In this work, he has composed a group of one
hundred and eight krti-s in praise of Lord Vénugopala, his family deity (ista-daivam). They
are collectively known as Astottara Krti-s. Being the son of an illustrious father Vina
Kuppayyar, who was the direct disciple of Saint Tyagaraja, Tyagayyar devoted his entire life
to the cause of music and art. He has authored another work Pallavi Svara Kalpavalli, in
which he has given the compositions of his father Vina Kuppayyar in addition to some of his
own tanavarna-s. This book was published prior to Sankirtana Ratnavali, in the year 1900. It
also contains exercises for singing pallavi-s in different rdga-s and tala-s. He used the same
mudra ‘Gopaladasa’ as his father. Sankirtana Ratnavali is the sole repository of Tyagayyar’s
krti-s. Also, it is devoted exclusively to the compositions of Tiruvorriyiir Tyagayyar and does
not include his father’s compositions. Pallavi Svara Kalpavalli was republished in Tamil in
1971 by Terazhandiir Ranganathan, but not Sankirtana Ratnavali. Hence the compositions are
relatively obscure. The aim of this paper is to study Tiruvorriytir Tyagayyar’s compositions

as found in Sankirtana Ratnavali.

Significance of the Number One Hundred and Eight

Even though it is not clear why Tyagayyar chose to compose one hundred and eight
kirtana-s specifically, it is a fact that the number has religious as well as astrological
significance in Hindu tradition. It is the common practice of Hindus to chant the string of one
hundred and eight names of the Lord. Many explanations are given for arriving at this
number. There are twelve Zodiac Constellations, and nine arc segments called Candrakala-s;
nine times twelve is one hundred and eight. Candra' is moon, and kala-s are the divisions
within a whole. Also, there are twenty seven stars, having four pada-s each, thus resulting in
one hundred and eight.2 In astrology, there are twelve houses and nine planets which again
results in one hundred and eight. There are fifty four letters in the Sanskrit alphabet. Each has
masculine and feminine Siva and Sakti, resulting in the same number. In creating this garland

of one hundred and eight compositions in his unique, innovative style, in lieu of the
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customary nama-s, he has offered (arpanam) Astottara Sata Kirtanalu, each in a different

raga.

Meaning of SankirtanaRatnavali
For this, one needs to understand the meaning of kirtanam. According to Dr. Pappu
Venugopala Rao in his lecture on ‘Connotation of Kriti and Padam’ in the Journal of Music

Academy, Vol. LXXV, 2002, (pp138-139):

In the nine-fold Bhakti...

the second step or variety is Kirtanam, singing the praise of the Lord. The word Kirtana is
derived from the verbal rootKreetSamsabdane, singing the auspicious qualities of the Lord
isKirtana.Kirtanammunibhihproktamharerleelaapragaayanam ... say the ancient texts ...
Having understood the termkirtana, we are confronted with another term Samkirtana. The word
is just a more specific, comprehensive and complete form of Kirtana as the very derivation
indicates...

Samyakkirtanam = samkirtanam

It also means which is good for SaamoohikaKirtanam or group singsing.

Thus, Sankirtana means the praise of God where the devotional aspect is of primary
importance. The work Sankirtana Ratnavali by Tyagayyar comprises of his devotional
outpourings that shine like diamonds embedded in a necklace. In Sanskrit Ratna means

diamonds and avali row or line. Hence the nomenclature is quite apt.

Outline of the Work

The work begins with five tana varna-s in Adi tala. The actual Astottara Sata group
of krti-s is preceded by three benedictory krti-s; the first Kapadu Gananatha in Danyasi, set to
Jhumpe fdla on Lord Ganésa, then Sarasvati Nannepudu in Kalyani on Sarasvati in Riipaka
tala and finally, the Guru stuti, Tyagaraja Svami Guruni in Kharaharapriya set to Adi tala.
The epilogue for the work comprises of three krti-s; the first in Punnagavarali, Kastamulanu
Dirci Nanu. In this Tyagayyar dedicates the garland of one hundred and eight compositions to
his favourite deity Vénugopala with the words Astottara Sata Kirtanamarpana Jéyucu. This is
followed by Laksmi Stotra kirtana in Athana, for which the dhatu is also given. It begins with
the words Ksirasagara kanyaka. Finally the mangalam is given with notation in
Madhyamavati starting with the words Sri Vénugopalunaku Subhamangalam. The
compositions are not very heavy pieces. Since they are devotional in theme, more importance
is given to the lyrics. In the last page of the work, Tyagayyar has given a gadya or prose verse
which mentions the fact that the author is the son of Vina Kuppayyar born in the family

having Bharadvaja gotra.



Analysis of the Tanavarna-s

In Sankirtana Ratnavali, Tyagayyar has composed varna-s in the rdaga-s Kalyani,
Varali, Vasanta, Kédara and Surati. All the varna-s are in Adi tala and in praise of Lord
Veénugopala. These are not to be found in Pallavi Svara Kalpavalli, which was published
earlier. In Pallavi Svara Kalpavalli, the Adi tala varna-s composed are in rakti raga-s like
Keédaragaula, Sahana, Durbar, Madhyamavati and Kanada. Besides these, a few Ata rala
varna-s have been given. In the varna-s of Tyagayyar, generally there are six avarta-s in the
purvanga, having two avarta-s each for pallavi and anupallavi and two avarta-s for the
muktayi svara. All the anga-s have sama eduppu. But in the varpa-s in the rdaga-s Kalyani
and Varali that are given in Sankirtana Ratnavali, there are four avarta-s for the muktayi
svara. The remaining three varpa-s in Vasanta, Kédara and Surati have two avarta-s each for
the pallavi, anupallavi as well as the muktayi svara, according to this work. But, in Tana
Varna Tarangini Vol-4 compiled by B. M. Sundaram, there are four avarta-s for the muktayi
svara, in theVasanta varna, Cirutaprayamu. The composer also is given as Vina Kuppayyar

in Tana Varna Tarangini. The other two @varta-s as given by him are:

dm, grsnd, mgms$n, dlns§its$sS§nndldmgmdmg, |

mgmd, ddmdn, nt, f$§ln, ndm, mglrs, mgmdn/

Structurally, the uttaranga of all five varna-s found in Sankirtana Ratnavali are the
same. Each has a total of five ettugada svara-s. The number of avarta-s in uttaranga is
eleven; the ettugada pallavi has one avarta followed by the first two ettugada svara-s of one
avarta each. The third and fourth ettugada svara-s have two avarta-s each. The last ettugada
svara has four avarta-s. In Pallavi Svara Kalpavalli, each varna has only four ettugada svara-
s. The Keédaragaula varna of Tyagayyar has one avarta each for the ettugada pallavi and the
first ettugada svara. Tha second and third ettugada svara-s have two avarta-s each. The last

one has four avarta-s.

The remaining varna-s in Pallavi Svara Kalpavalli have one avarta each for the
ettugada pallavi as well as the first and second ettugada svara-s. The third one has two
avarta-s in all varpa-s. The last ettugada svara has four avarta-s. The first svara has all

dirghdaksara-s. The second ettugada svara is a mix of hrsva and dirgha svara-s. The final



ettugadasvara-s are dominated by hrsva svara-s. They progressively increase in their length

and complexity.

The varna-s in Sankirtana Ratnavali present some interesting features.

In Kalyani varna in the muktayi svara, the arohana karma of srgm-pdnd is observed.
The svara-s in the phrase rsnd-grsnd-mgrsnd are progressively increasing in
magnitude (Srotovaha Yati).
In the uttaranga section, the first ettugada svara has been composed in such a way
that there is no use of sadja in the entire svara.

d ,p,m, g, ,, m, p, d, |

n ,d,, ,n, |l r, n, d, m, I
The Varali varna begins on the note madhyama, which is the raga chaya svara. In
the muktayi svara it is observed that gandhara is employed as nydsa svara.
In the uttaranga section, the final ettugada svara begins on a dirgha note and in the
first two avarta-s exactly in the middle at half-avarta,the svara group grgmpd occurs.
The resting note paficama is utilised at the end of the second avarta.
In Vasantha varna, there are changes in the last phrase used in the second avarta of
the muktayi svara. In Sankirtana Ratnavali, it is given as g, m d n while s, m g m is
seen in Tana Varna Tarangini.
There is a repetition of the phrase srss many times in the muktayi svara. There is
makutam like ending at the end of the second avarta.
The varna in the raga Kedara has rdaga chaya svara pattern grs snnp,. In the
anupallavi the raga rafjaka prayoga smgm occurs twice. The muktayi svara begins
with the phrases p, mgrs- m, grs- g, rsn and ends with the phrase mgrs, being used in
two octaves.
It is interesting to note the resemblance in the manner in which the last ettugada
svara-s of both the raga-s Kédara and Surati have been composed. Both employ the
samvadi pair of paficama and sadja in the beginning. While the resting notes used in
Kedara varna are sadja, paficama and rsabha, at the end of the first, second and third
avarta-s; those employed in Surati varna are rsabha and paficama at the end of the

first and second avarta-s.



Analysis of the Kirtana-s

The one hundred and eight compositions of Tyagayyar have the pallavi, anupallavi
and carana format. Most of them are in Adi tdla. His compositions abound in technical
beauties. The compositions have pallavi and anupallavi of two avarta-s each while the
carana has four avarta-s. An exception to this format is Végamé brova rara in
Nadanamakriya having pallavi and anupallavi with one avarta each, cittasvara in two
avarta-s and carana in four avarta-s. Some have cittasvara, while others do not. The first
half in the group of kirtana-s have ciftasvara-s, including the initial ten compositions in the

Prathama and Dvitiya Ghana Pancakam

The cittasvara-s serve to adorn his compositions cittasvara-s may be in the same
tempo or in madhyamakala.® A majority of the cittasvara-s of Tyagayyar are in the same
tempo as the composition. There are a few which are set in a higher tempo. For example, the
Suddha Savéri krti Nérameémi has beautiful cittasvara-s in madhyamakdala at the end of the

anupallavi for the whole avarta.

sddppmrpm rrsd,ssr m,rp,mdd pmpdpds, Ipmpdsdsisithisisd | $§,ddpp,pmrsmrs, | |
ddpm Il Neéll

In the Sriraga krti Korivaccitinaiyya also, the entire @varta of cittasvara is in the
madhyamakala. This is a very interesting feature, besides adding to the beauty of the
compositions. The kirtana-s in the rdga-s Pharaju and Jaganmohana have ciffasvara-s after

the carana, which is rare.

In Tyagayyar’s compositions, some ciffasvara-s have a makutam or crown-like
ending. The kirtana-s set in raga-s like Arabhi Nisari, Bhairavi Jalajaksa and Narayanagaula
Manasuna have simple ciftasvara-s with plain endings. Short cittasvara-s usually have short
makuta-s that are crisp and effective.* Examples of this type of kirtana-s are in Ritigaula with
the starting words Kanikaramul&da and also in Yadukulakambhoji beginning with the words

Veérevarunnarura.

3Sambarnurthy P., ‘SouthIndian Music’,Book-1I1, Thirteenth Edition, p.140.

“Ibid,p.140.



We find that the phrases in some ciffasvara-s are after the pattern of a Srotévaha Yati,
meaning they are progressively increasing in magnitude. A good example for this is in
Kalyani Marivére Evarunnaruand also in the Saurastrakirtana Manasara. In the former,
$nd,r$nd,g, r$Snd occurs, and in the latter, we find the phrase $nd-r$nd-grsnd-mgrs$n
d in a pattern. The cittasvara-s of Adi tdla compositions are set in two @varta-s while those in

Riipaka tala are in eight avarta-s.

Though Tyagayyar has used one hundred and eight different raga-s for each of the
krti-s, he has employed only few tala-s for the same. Most of the krti-s are in Adi (one
hundred and two), only five are in Riipaka and just one in Triputa ta/a. The krti-s for which
he has used Riupaka tala are Sarasadalanayana in Bilahari, Parakéla in Gaurimandhari,
Palukavadéla in Balahamsa, Koribhajificiti in Pusakalyani and Palumaru in Vacaspati. The
solitary composition in Triputa f@la is in the raga Dévagandhari, beginning with the words

Purusottamaninu.

Upon examining the one hundred and eight kirtana-s from the perspective of melody,
the unique feature of this group of compositions is that the composer has not repeated any
raga twice. In other words, each song is set in a different r@ga. The choice of the raga-s has
some noteworthy features. The initial five songs have been composed in the Prathama Ghana
paiicakam of Nata, Gaula, Arabhi, Varali and Sri. The next five are set in the Dvitiya
Ghanaparicakam of Ritigaula, Narayanagaula, Natakuranji, Kédara and Bauli. These are the
very raga-s in which Kuppayyar has composed his Navaragamalika varna Intakopa with the
omission of Natakurafiji in one patantara and Bauli in the other. It has to be mentioned here
that Tyagayyar has composed in that order. In doing so he has adhered to the tradition set by
his father.

Tyagayyar has employed Ghana, Naya or Rakti and also Desya raga-s. A number of

apirva rdga—s5 have also been handled.

A wide range of mélakarta raga-s as well as janya raga-s have been utilised by him
while composing the Astottara Sata group.The Suddha madhyama Mélakarta raga-s used are

Dhénuka(Mgla 9), Natakapriya (Méla 10), Kokilapriya (Mé&la 11), Vakulabharana (Mgla 14),

SVedavalli, M. B., ‘Ragas which emerged during the post-trinity period and their laksana’, p.114, p.131, p.178,
p-305, p.321.



Cakravakam (Mgla 16), Kiravani (Méla 21), Karaharapriya (Mé&la 22) and Gowrimandhari
(Mgla 23), Sarasangi (Méla 27), Harikambhoji (M¢gla 28), Dhira Sankarabharanam (Mé&la 29)

and Calanata (Megla 36). The Prati madhyama Meélakarta raga-s employed are Bhavapriya

(Mela 44) Sadvidhamargini (Mé&la 46) Kamavardhini (M&la 51) Ramapriya (Méla 52)
Sanmukhapriya (Mégla 56) Dharmavati (M¢la 59) Latangi (M¢&la 63) Vacaspati (Méla 64)
Meécakalyani (Mgla 65).

Thus, twenty one Janakardga-s have been employed, of which twelve are Suddha

madhyama variety and nine are Pratimadhyama raga-s. This is comparatively a small

number from the total of one hundred and eight compositions. Of the remaining eighty seven

janya raga-s, sixty seven are Suddhamadhyama variety and twenty belong to the

Pratimadhyama group. This is illustrated in a tabular form:

MELA

NO MELA NAME JANYA NAME AROHANA AVAROHANA
1. Todi SR,GIMPD,N; § SN;D; PM, G, R;S
. 2. Dhanyasi SG;M,PN,$ SN; D, PM,; G, RS
8 Hanumatodi — ; _
3. Asaveri SR,MPD,$ SN, D, PM, G, RS
4. Ahiri SR,SGM,PD, N, $ $N; D, PM, G, R;S
1. Gaula SRM,; PN,$ S N,P M;R,G, M; RS
2. Bauli SR;G,PD,$ SN,D/P G, R;S
3. Savéri S R;M, PD;$ SN, D,PM, G, RS
4. Saurastra S R; G,M,P D,N,$ SN,D.PM; G, R;S
5. Vasanta SR, G,M;D\N,$ SN, DM, G, R;S
6. Gaulipantu SRM, PN,8 SN,D,P M, G, RS
15 Mayamalavagaula | 7.Pharaju S R; G,M,P D|N,$ SN,D,PM,; G, RS
8. Nadanamakriya N:SR; G;M,P DN, N,D,PM,; G, RSN,
9. Jaganmohana S G, M/PN,$ $ N,P M,G; RS
10. Gundakriya SRM, PN,8 S N,PD,P M, G; R;S
11. Ardradési SR, G, M,P D;N,$ SD,P M, G, R,S
12.Kannadabangala | SR,M;G,M,D, PD;$ $D,P M, G, R;S
13. Mangalakais$ika | SM;G,MPM;D\N,S SN, D,PM; G, RS
16 Cakravakam 1. KUI_ltal‘a ‘ SR, G,M,PD,N; D, s . SN;D,P M, G, RS
2. Ghoshini SM,;G,M,PD,N,D,$ | SN,D,PM, G, M,R,S
17 Stryakanta 1. Supradipa SR, M; P D,N;S SN,D,PM,; G, M|R,S
18 Hatakambari 1.Simhéla SR; G,M,P D; N,$ SN,D;N,PM; G, R;S
20 Natabhairavi 1. ]?hairavi - SR,GM,PD,N,$ . leDl P M,G,R,S
2. Anandabhairavi | S G\R,G;M,PD,PN;S$ SN,D, P M,G, R, S




MELA

NO MELA NAME JANYA NAME AROHANA AVAROHANA
1. Sri SR,M;P N,S SN,PD,N,PM,R,G,R,S
. . SN,D,N;D, M;G,;M,D, P
2. Ritigaula S G; M; N, DM, N;$ M, GR,S NP N.S
3. Durbar SR,M,P D, N, $ SN,D,P M,G, R, S
4. Huséni SR,GM,;PN,D, N, § SN;D,P M;G; R, S
5. Kanada SR,G;M;PM; D, N;$ | SN;$D,PM;G;M; R,S
6. Mukhari SR,M;P D, § SN;D,P M;G;R,S
o) Kharaharapriya 7. Nayaki SR, M, PD,PS SN,D,P M;R, G, R, S

8. Madhyamavati SR,M;P N; § SN,P MR, S

9. Manirangu SR, M, P N;$ SN,P M,G, R,S
10.Salagabhairavi SR, M,PD,$ SN;D,P MG, R, S
11 Jayantaséna SG;M,PD,S SN,D,P M,G; S
12. Marudhanyasi S G;M,PD,$ SN,D,P M,G, R, S
13. Mafjari S G;R,G; M, PN,D, N;$ SN,D,P M;G, R, S
14. Manohari SG(R, G;M,PD,$ S$D,PM;G,R,S

1. Narayanagoula SR, M,P N,D,N;$ SN;D, P M,G,R,G:R,S
2. Natakuranji SR,G,M;N;D,N,PD,N;$ $N,D, M,G; S

3. Kambhoji SR,G, M, PD,S SN,D,P MG, R, S
4. Sahana SR,G,M; PM,; D,N; § SN:D,P M;G; R, S
5. Mohana SR,G,PD,S SD,P G,R,S

6. Kedaragoula SR;M,PN;$ SN;D,P MG, R, S
7. Surati SR,M, PN, § SN, D,PM,G,M,PM,R,S
8.  Yadukulakambhoji SR, M,PD,$ SN:D,P M;G;R; S
28 Harikambhoji -
9. Nilambari SG,M,R,G; M,PD,PN,$ SNiPN:D;N.PM;
G,M,R,G>S
10. Sama SR,M;PM; D, § SD,PM,G;R,S

11. Balahamsa

SR, M,PD, $§

SN,D,PMR; G, S

12. Kapinarayani

SR, M, PD,N, §

SN,D,P M,G,R; S

13. Andhali SR,M;PN;$ SN;P M{R, G, M{R, S
14. ISamanohari SR,G,M, PD,N;$ SN;DP M, R, M,G,R,S
15. Chayatarangini SR;M;G;M, PN, $ SN;D,P M,G;R; S

16. Kokiladhvani

SR,G,M, D;N,D, §

SN,D,N,P M;G;R; S




MELA _ o _
MELA NAME JANYA NAME AROHANA AVAROHANA
NO.
1. Arabhi SR, M;PD, $ SN, D,P M,G, R, S
2. Kedara SG,MPN,P$ SN, P M,G, R, S
3' Bégada S G2 R2 G2M1 PD2P S SNZ DzPMle R2 S
4. Athana SR, M;P N, § SN, D, P MG, R, S
5. Suddhasaveri SR, M;PD, S S D,PM,R, S
Dhirasankara- 6. Da andhar - -
29 - Devagandhart | sRr, MyPM,; D, § SN,D,PM,G,R,G, MR, S
bharanam - -
7‘ Bllaharl S R2 G2 P D2 S SNZ D2 P M1G2 R2 S
8. Purpacandrika | gr,G,MP N, P$ $N,P D,P M,G,M, R, S
9. Hamsadhvani SR,G,PN,$ SN, PG, R, S
10. Kannada SR,G,M; PM;D,N,$ | SN,SD, PM,PG,M, R, S
11. Goudamallaru | g R, M;PD, $ SN, D, MG, R, S
33 Gangeyabhiisani 1. Gangatarangini | gr, G,M, P$ SN, D,P M,G, M, R;S
34 Vagadhi$vari 1. Saradabharanam SM, G,M, PD,N; § SN,D, M, P M, R;S
35 Sualini 1.Ganavaridhi SM;R;G,M,; PD,N,$ | $D,N,P M, R;S

The maximum number of janya-s from a single méla employed by Sri Tyagayyar for
composing the Astdttara group is sixteen. The janya-s of the 28" meja Harikambhaji have
been used. Next is the 22" méla Kharaharapriya with fourteen janya-s followed by thirteen
janya-s of the 15" mela Mayamalavagaula and eleven janya-s of the 29™ méla

Dhirasankarabharanam.

Tyagayyar has judiciously chosen the rdga-s while composing the group of Astottara
kirtana-s. The above table enlists all the Suddhamadhyama janya-s chosen. There is no
artificial or laboured construction in his compositions. The choice of raga-s is balanced in
such a way where most of the cakra-s are covered. Especially in the Pratimadhyama janya
raga-s, we find the last ten or eleven raga-s have been selected at the rate of one janya for
each mélakarta. This is clear from the table given in the following page. The arohana and

avarohana of all the janya raga-s are listed exactly as given in the work Sankirtana Ratnavali.



PRATI MADHYAMA JANYA RAGA-s

MELA _ L _
MELA NAME JANYA NAME AROHANA AVAROHANA
NO
39 Jhalavarali 1. Varali SR,G;M,PD;N,$ SN, D,PM,G;R;S
47 Suvarnangi 1.Vijayasri S G, R,;G;M,PN,$ SN, PM,G,R;S
51 Kamavardhini 1. Hamsanarayani SR,G, M,PS§ SN, PM,G,R; S
. 1.Ramamandhari SR,G, M,PD,N,D,$8 | SN,D,PM,G;R;S
52 Ramapriya o - -
2. Lokaranjani S G, M\,PM,D;N; S SNiD; NiP M, G; R, S
1.Parikalyani SR;G, M,PD, P$ SN, D,PM,G;,R,;S
53 Gamanasrama o -
2. Mgécakangi SR,G, M,PD, PN,§ | SN:PD:PM;G:R;S
54 Visvambhari 1. Pusakalyani SR;G,M,PD;N, $ SN, P M,G,R; S
57 Simhéndramadhyamam | 1. S€sanadam SR, G, M,PD,$ SN,D,P M,G;R;S
58 H&mavati 1.Simharava SR, M,P N; § SN;PM,R, G,R,S
59 Dharmavati 1.Vijayanagari SR, G M,PD,S SD,P M, G R,S
60 Nitimati 1. Désyaganavaridhi | SR, G; M,PD;N,PS | $N,SPM,G,R,S
61 Kantamani 1.Kanakakusumavali | SR, G, M,P D, $ SD;PM,G,R,S
} } 3 SR, M,G,R ]
62 Risabhapriya 1. Ratnabhanu prem T $N,D,P M, G, R, S
M,P N, D, N;$
63 Latangi 1. Ratnakanti SR, G, M,PN, § SN, P M,G;R,S
64 Vacaspati 1. Sarasvati SR, M,PD,$ SN;D, P M;R,S
arar . S N,D,PM, R, G,M
) o 1. Saranga SR, G, M,P DN, 6 2D:PM; R, Gy M,y
65 Meécakalyani _ _ . R,S
2. Hamirukalyani ] ]
SPM,P D,N,S SN, D, PG, MR, S
66 Citrambari 1. Curnikavinodini SR, G, M,P D;N,$ SN, D;N,P M, G, R, S
72 Rasikapriya 1. Hamsagiri SR;G, M,PD;N,$ SN,PD;N,P M, G, S

Nearly one-third of the total rdga-s (thirty five in number) used for the Astottara

group are rare (apiirva) raga-s. Among these, fifteen are very obscure raga-s not handled by

any other composer, before or after Tyagayyar’s time, including the Trinity. They are

Ghoshini, Simhela, Séradﬁbharana, Hamsanarayani, Lokaranjani, Mécakangi, Pusakalyani,

Seshanada, Simharavam, Deésyaganavaridhi, Kanakakusumavali, Ratnabhanu, Ratnakanti,

the other twelve are Pratimadhyama janya-s. As mentioned in the article ‘Tiruvorriyir

Tyagayyar’ by Gowri Kuppuswami and Hariharan in the Journal of the Music Academy
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(Vol.LVIII,1987,p.139), two other raga-s Goudamallaru and Vijayanagari have not been
handled by any other composer, including the Trinity, but with the single exception of
Muttayya Bhagavatar. But, it is a fact that Tyagayyar was a senior contemporary of Muttayya
Bhagavatar and the latter could have derived inspiration from him in introducing these raga-s

to Karnatik music, which have since attained some popularity.

Certain raga-s like Ardradési, Kannadabangala, Mangalakai$iki, Gangatarangini,
Kuntalamare ones in which other than Tyagayyar, Diksitar alone has composed krti-s. Both
Diksitar and Saint Tyagaraja have composed in rdga-s like Gundakriya, Andhali,
Chayatarangini and Manohari. In these compositions, he has faithfully followed the tradition
that was established by his parama Guru and adhered to Tyagaraja’s tradition rather than
Diksitar’s. There are certain rdga-s where Saint Tyagardja only has composed krti-s in
addition to Tyagayyar but not Diksitar. Examples are Supradipam, Manjari, Jayantaséna,

Kapinarayani, Ramamanohari, Vijayasri, Ganavaridhi.

It is observed that in the writing of notation, the ralanga-s are marked with a dot on
top of the svara which occurs on the beat. The practice of striking the tala strings (while
playing the vina) on the note which occurs on the beat could be the reason for this, as
Tyagayyar was a vainika. This fact has also influenced his style of composing. However,
sthayi indications have not been incorporated in this work. Only by singing the dhatu a
number of times and by understanding the context can one render the kirtana-s. Also, it is
observed that in the notation, wherever janta svara-s are used, stress is given for the second

svara in the pair.

Tyagayyar is well versed in the purana-s and itihdsa-s. There are a number of
references to them in his compositions. However, the Gajéndra Moksa episode is often
referred to. It is considered very auspicious and beneficial from a spiritual point of view to
read this particular incident from the Bhagavata. Tyagayyar has strived to bring out the
essence of each raga while stressing the meaning of the lyrics. He has succeeded in this
endeavour and thus contributed substantially towards the propagation and preservation of

classical values of Karnatik music.
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