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ABSTRACT

This article examines eleven Tamiz Gita-s composed by Sangita Kalanidhi Vidvan K. Tiger Varadacariyar and
published in the Annamalai University Isai Tamil Series — Vol. II (1953). While gita-s traditionally employ simple
scalar frameworks and foundational melodic structures, Varaddacariyar’s works demonstrate an expanded
pedagogical vision through the use of diverse raga-s, ranging from audava to sadava and sampirna scales, and wider
sthayi ranges. Through detailed musical and linguistic analysis, this study explores the raga-laksana, dhatu patterns,
prosodic features (monai, edugai or prasa), and strategic use of svaraksara-s across the eleven compositions.

Comparisons with the prominent gita-s and relevant compositions highlight Varaddacariyar’s distinctive melodic
choices, such as non-linear phrase sequencing, gamaka-sensitive prayoga-s, and atypical treatments of raga chaya.
The article further contextualises the works within the composer’s broader musical ethos, illustrating how these gita-
s bridge foundational training and aesthetic refinement. Taken together they represent a significant contribution to

_____

early 20th-century Karnatak music practice.

Keywords: Tiger Varadacariyar, Gita, Annamalai University, Isai Tamil Series, Karnatak Music Pedagogy, Raga-
laksana

Introduction

The Annamalai University Isai Tamil Series - Vol. II (1953) stands as a landmark contribution to 7Tamiz musical literature,
systematically documenting a substantial body of pedagogical and compositional works. The volume comprises fifty Saricari
Gita-s, two llakkana Gita-s, four Jatisvara-s, one Svarajati, five Prabandha-s, thirty-two Adi-tala Tana Varna-s, and ten Ata-
tala Tana Varna-s. Significantly, no other published source, across any language, offers as extensive a collection of Gita-s,
underscoring both the magnitude and the pedagogical vision underlying this compilation.

The preface of the volume provides valuable performance-related guidance: the Triputa-tala Gita-s may be rendered in Capu
tala, while Dhruva-tala compositions may be interpreted using two matra-s per aksara (6 + 4 + 4), facilitating their practical
adaptation to Triputa tala. Such instructions are particularly relevant for instrumental pedagogy, especially for the vina.!

In addition to the compositions of Sri Tiger Varadacariyar, the volume includes works by several eminent musicians and
scholars, such as StT M. S. Subramania Iyer, ST T. N. Swaminatha Pillai, SrT Lakshmi Narasimhan, SrT Arunachala Annavi, Sri
Meenakshi Sundaram Pillai, SrT Sambasiva Iyer, StT M. P. Periyasami, Sri V. S. Gomathi Shankar Iyer, SrT Vajravel Mudaliyar,
and Sri Vishwanatha Sastri. For a number of these compositions, the Tamiz sahitya was authored by Vidvan M. Arunachalam
Pillai, then Tamil Lecturer at the Annamalai University, with careful proofread by Vainika St V. S. Gomathi Sankar Iyer.

The present study offers a musical appreciation of the eleven Tamiz Gita-s composed by St Varadacariyar. It examines their
melodic architecture, prosodic structuring, and rhythmic design, and where appropriate, situates them in relation to well-known
Gita-s in the pedagogical repertoire. English notations are provided for all the compositions to ensure accessibility for readers
across linguistic backgrounds.

The broader objective of this work is to draw attention to the existence of a substantial corpus of Gita-s in Tamiz, an important
pedagogical bridge between abhydsa-gana and sabhd-gana. It also aims to highlight their potential for widespread use in
contemporary teaching. These compositions, spanning diverse raga-s and incorporating both common and rare prayoga-s, offer
valuable material for strengthening foundational raga training. They also serve as an entry point into understanding the musical
imagination and compositional acumen of Tiger Varadacariyar.

Sangtta Kalanidhi Vidvan K. Tiger Varadacariyar (1876 - 1950), born into a musically distinguished Kolathur family, emerged
as one of the most influential figures in modern Carnatic music. Trained from age fourteen by Patnam Subrahmaniya Ayyar in

1 Tamil Gita Varnangal. Edited by VS Gomathi Sankar Iyer, vol. 2, The Annamalai University, 1953, pp. 22
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the Tyagaraja Sisya Parampara, he blended traditional rigour with intellectual depth, whose qualities reflected in disciples like
M. D. Ramanathan and Dr. S. Ramanathan.

His commanding artistry earned him the title “Tiger” from the Mysore Maharaja, where he continued to serve as a court
musician. A respected academic, he served in key leadership roles at the University of Madras, Annamalai University, The
Music Academy (as its first Principal of the Teachers’ College of Music), and Kalakshetra, where he helped institutionalise
music education and contributed to dance-drama productions as well. Celebrated for his rich, sonorous voice and his affinity for
vakra raga-s such as Bégada, Sriraﬁjani, Sahana, and Darbar, he also composed notable Tamil Varna-s and Gita-s, and some
pieces in rare raga-s too.

Through his work as performer, composer, teacher, and scholar, Tiger Varadacariyar forged a vital link between traditional
Carnatic heritage and evolving modern pedagogy, shaping generations of musicians.

Gita-s by Vid. K. Tiger Varadachariyar:

S.NO. GITAM RAGA TALA
1 varanamukha arabhi tisra triputa
2 padam taruvay kalyani adi
3 €zumalai méel Sankarabharanam tisra triputa
4 janaki devi $r1 jhampa
5 tuyiluvadéno mukhari adi
6 karunai kadal natakuraji adi
7 kattarulvaye saranga adi
8 vadivela dhanyasi rupaka
9 Sivaperumané madhyamavati adi
10 tamarai malar mohanam caturasra dhruva
11 nagariga unarvu bhiipalam jhampa

Varana mukha

p , d P m P p m p m g r.r
va ra na mu ka va na ca ma larp| pa da
r s r s s n d r s r m g ror
da ra ni ta nil tan da miz ka maz

s c_j r r s s |, r s r p m p ,
ton du pu ri ya to nri da veé

d pd m p d s s nd ros r ,
an da ra di gal a di ki ra
mg r s T s s d d r s s n d
a ra va kan ka na a di pa nin da vark
ros , d d d p d pm p m g r
ka rul sey yum| meyya a na va ra dam| wun dan
p mp d r r , s nd ror s )
a di pa nin den ar vam 1 ra

d s s d p m p m m p m g rr
a da rit ta rul a di va ra da

The first gita is composed in the raga arabhi and set to tisra triputa tala, comprising a total of sixteen avartta-s. The melodic
range extends from mandra sthayi dhaivata to tara sthayi madhyama. A close examination of the notation reveals that every
fourth line concludes with the svara - rsabha, underscoring its prominence and its role as the nydsa svara within the composition.
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As one of the five ghana raga-s (Nata, Gaula, Arabhi, Varali, and Sri), arabhi lends itself naturally to jhanta prayéga-s and
accommodates variations in kala with ease.

Although @rabhi theoretically incorporates nisada in its avaréhana, compositions such as Sadhincené by Sii Tyagaraja exclude
this svara while still effectively preserving the rdga chaya without compromise. In the present gita, both snd and sd phrases
occur within the avarohana krama, as illustrated in the following examples.

ssnd

sdr

$ndrst

§18§ - ddr$ - $nd
$,ddp

$ndirs,

ds - sdpmp

This gita commences with pasicama and concludes on rsabha, thereby establishing a vadi - samvadi relationship between the
two svara-s. The composition also features intriguing mirror phrases such as pmp - 7s7 and rsr - dpd, which contribute to its
melodic symmetry. A comparative observation with the widely taught gita, Ré ré Sri Ramacandra, reveals notable similarities
in the pokku or the melodic progression.

€ ré $ri rama varana mukha

starts with paficama and ends with rsabha | starts with paficama and ends with rsabha
p.p.mmp, p.d.pmp,

megrrss, sdrrss,

ds,dddp i§,ddp

From a prosodic perspective, the principles of edugai (dvitiyaksara prasa) and monai (adiprasa) are followed with a meticulous
consistency throughout the composition. In the following example, the sections highlighted in blue denote instances of monai,
while those in red indicate occurrences of edugai.

varana - vanaja
darani - tandamiz
tondu - tonridaveé
andaradi - adikaira
arava - adi paninda
arul - anavaradam

The following examples illustrate the use of svaraksara-s, wherein the svara and the corresponding sahitya syllable coincide
phonetically.

varana mukha
vanaja malarpada
darani tanil
tandamiz kamaz
tonridave
andaradigal asi kiira

adi panindén
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Padam taruvay

d p m p g ., r s n d r s g r r ,
pa darnmta ru vay i rup pa rita sa ra 74

s n g r s n d n S n r n S , s »
ba va ppi ni ya ga rri dum pa ra ma da ya la

r n s r g r s r g m p m p o]

ni dampe ru ga ruf ma zai po zin di du va ne

p m p d p d n p d n s n s , s ,
ni ga ri lai ye na i ha pa rat tu rai vo née

s n d n d p m d p n d s n r s
ka ni ni rai kYo lai seér i ru val lik ke ni yil
é n é ;’ n . é ;’ é |.’ é ;’ é n d n
ka di ma la ra lu dan st ran da nar s& vai yum
d n s r s n d p d n p , m p d n
su ra mu nik ki trangal to zumveé da mu da né
r_f; r s n d p m g n d m g r n s |,
ka rai pu ran do di  dum a rul va ra da ne nin

The second gita is composed in the raga Kalyani and set to Adi tala, comprising a total of sixteen @vartta-s. The melodic range
extends from mandra sthayi dhaivata to tara sthayi gandhara. Unlike the well-known gita in Kalyani, “Kamalaja dala” which
predominantly unfolds within the tara sthayi, this composition places greater emphasis on the mandra sthayi at the outset.
Notably, the opening phrase - dpmg,rs bears a close resemblance to an alapana commencement, lending the piece an
improvisatory character at its inception.

Another noteworthy feature of this gita lies in the commencement of the sahitya in the second, third, and fourth lines, which
begin successively on madhya sadja, madhya paficama, and tara sadja respectively, thereby creating a sense of progressive
ascent within the compositional structure. Vid. Tiger Varadacariyar’s authoritative and assertive approach to specific phrases in
raga alapana is also reflected in his compositional style, particularly in the deliberate omission of a svara followed by a sustained
karvai, as evident in phrases such as pg, np, and 7n. The concluding line incorporates both sampiirna (¢7sndpmg) and paiicama—
sadja varja (ndmgrn) avaroha phrases. Additionally, ascending, stepwise movements are discernible within the gitam, as
illustrated below.

nd rs gr
sn gr
pm dp nd $n 1§

An analysis of the sahitya reveals two possible modes of commencing this gita. The conventional approach begins with the
opening words, padam taruvdy, whereas an alternative, non-traditional interpretation initiates from the final word, nin (your),
which imparts an additional layer of semantic significance to the text. Interpreted in this manner, the gita may also be viewed as
commencing with an atita eduppu.

The concept of monai or adi prasa is observed in a few lines, while edugai or dvitiyaksara prasa appears exclusively near the
conclusion only.

These instances are highlighted below.
padam - parttasarati
bavappini - parama dayala
ni dam - pozindiduvané
nigarilaiyena - paratturaivoné
kani nirai - tiruvallikkeniyil
kadimalar - siranda
suramuni - tozum védam

karai - arul
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There are only three words for which svaraksara-s are used and they are:

parttasarati
perugarul
kani nirai

Ezumalai mél

p ., m g m p . p mp g , mr
e u ma lai mél e zunda jo o yé
p mg r, s s dn s , s ,
em pe ru ma né yi rangi va va

r n s r g m r mg m p , p ,
i du ve ta ru nam ca ra na se vai

d n p d n s , s d n s , s s
e i yar ka rul vay i ni ya ko vé
rn s d n s r s n s r g m r
pa da ma la rai ni nai nduru gi na di ye
mgm| r g s T s dn s r ro
i lai ttu me lin da pin ga i yu nai yal lal

g s r g m , gr s r g

ka ngi le né ka ru nai va di va mé
s n g ros n d p mp gr s ,
ka na ka ma lar ppadam|| a rul va ra da

The third gita is composed in the raga Sarnkardbharanam and set to tisra triputa tala, comprising a total of sixteen avartta-s.
The melodic range extends from mandra sthayi dhaivata to tara sthayi madhyama. The opening phrase, “p, m g m p”’ represents
a characteristic melodic template of this r@ga, commonly encountered in both manodharma and kalpita music. For instance,
similar openings may be observed in the krti-s Mahalaksmi Jaganmata, Aksaya Linga Vibho, and Manasu Svadhinamai. As
noted earlier, Tiger Varadacariyar’s distinctive stylistic feature of omitting a svara is evident in this gita as well, exemplified in
the phrases pg, mr, sd, rn, np, and gs. Although these prayoga-s do not occur in immediate succession, they possess significant
melodic value. A similar structural trait observed in the previous gita reappears here, wherein the second, third, and fourth lines
commence respectively on madhya sadja, paricama, and tara sadja.

The recurring pause of “tam , tam ,” at the end of each line, resembling a taniccol or tongal, generates an inherent chandas
within the gita. In the context of raga Sarikarabharanam, it is generally observed that nydsa-s and sasicari-s in the tara sthayi
tend to center around sadja or gandhara. However, in this composition, an alternative possibility emerges in the phrase grsrgm,
offering a fresh melodic perspective on the raga’s upper register.

No instances of edugai-s are observed in this composition. The principle of monai or adi prasa is evident in the first and final
lines:

€zumalai - ezunda - emperumané
kangilené - karunai - kanaka

The svaraksara-s in this composition are:
gati unai allal

kangileng karunai

kanaka malar padam arul varada
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Janaki dévi

s , s s n s . n p n
Jja na ki de vi u na du
P n s n o] P m r g r
Sa ra na ma larp pa da ma dai ya
ros n o o s rooom o p
va zi ya ri ya 4 zai pa dum
o} m o n m o} n s s ,
va rut ta ma du ti ru vu lam
s s r n s r r g r
a ri ya do va du ma di
S n r s s n p p m
ya rin vi nai a gar ru ma rul
P n S r S S y n P m
a mu da ma ya ma na pu gaz
P S n P m r g r y S
a da ri kkum ta yé
m r m m p m , p n p
va na Ja ma lar ner vi zi yum
m P n P n P n S y r
ma di mu ka mum a rul ma ri
r p p m p r r g r s
po zi da ra nal e zil ni rai yum
s n <] r s n s n P n
pu ni da va F73 I3 du ta ru nam
o} r r s n r s n s n
u nai ya la du pue ga i da mum
o] d n o] m r r fe] r s
u la du go lo va ra ma rul vay

The fourth gita is composed in the raga Sri and set to Jhampa tala, comprising a total of 28 @vartta-s. Although the tala is
mentioned as jhampa, there is no indication for laghu and the split is more like 2 + 3 resembling khanda capu. The melodic range
extends from mandra sthayi nisada to tara sthayi paiicama.

As in the compositions of Sri Muttusvami Diksita, the prayéga pdnpm occurs only once, in the concluding line of the gita. The
appearance of gandhara towards the end of the fourth gvarta confirms the identity of the rdga as Sr7 rather than Madhyamavati.
Typically, Sr7 raga is madhya sthayi-oriented and predominantly pirvanga pradhana in character. However, this gita serves as
an example of how tara sthayi phrases can be effectively interwoven within the rdga framework. A distinctive tara sthayi
passage - 7p pm pr rg r$, strikes the pasicama twice and bears a close resemblance to the pallavi of the krti “Ranganayakam”
(Nayaki). Similarly, a recurring double sadja in the tara sthayi appears seven times throughout the composition, rendered either
with a jhanta or a sphurita according to contextual demands.

Adi prasa or monai is followed throughout except for one line, while edugai is absent.
janaki - §arana
vazi - varuttam
ariyado - arin
amuda - adarikkum

vanaja - madimukamum
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pozidara - punidavati

unaiyaladuy - uladu

There words for which svardaksara-s are used are:
parttasarati
perugarul

kani nirai

Tuyiluvadéno
r s n d s ’ s ,
m yi lu va de no
m g r m p , p ,
tu la va ni Vo ne
p m p n d ) p m
ma il vi rit ta dak
m d p m g r S ,
ku yi li sai pa dak
r ; g S r s n d
ka Vi ri yi ru pu ran
r s r ) P m p )
ga di de ma lai
m r m p n d s )
ma na ma la ru dan ser
s n d p mg r, s ,
ma di la ran ga di le
n d s r m , o] r
a ba ya ka ram ko dut
p n d m p d S ,
ta rul va ya mu de
n d g r r , g r
7} vi le u vay ka daik
m g r g roo, s r
kan part ta rul
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n d r s S n d p
ka ru nai ma zai po zi
m p d p m g r ,
ka ma la na da

m g r m p n d s
ba vak ka dal ka dan di dat
m p d p o] r S
fi da va zi a rul vay

The fifth gita is composed in the rdga Mukhari and set to Adi tala, comprising a total of sixteen @vartta-s. The melodic range
extends from mandra sthayi dhaivata to tara sthayi madhyama. This composition features several intriguing mirrored patterns
that, while distinct in their svara content, exhibit comparable structural characteristics. These occur either in consecutive phrases
or at regular intervals, as illustrated below:

rsr,=pmp,
rsnds,s,=mgrmp,p,

This is the only gita among Varadacariyar’s works that incorporates a mel kala phrase, found in the eighth avarta. While mgrmp
is a conventional phrase frequently heard in the rendering of r@ga Mukhari, this gita presents an alternative, in the form of mrmp.
The prayoga-s dpn d, pmgr and mpdm pgrs, found respectively in the Bhairavi svardjati and varpa, are two of the prominent
svara phrases in Bhairavi, an allied raga of Mukhari. Interestingly, this gita features the rarely encountered phrases pmpnd, pm
(third avarta) and mpdmpgrs (sixteenth avarta), further enriching its melodic texture.

Edugai and monai appear only for a very few words. They are:
tuyiluvadéno - tulavanivoné
mayil - kuyil
kaviri - kadidé
manamalar - madil
karunai - kamala
The words that incorporate svaraksara-s are:
mana malarudan

kadaikkan parttarul

Karunai Kadal

n d n , s n d n
ka ru nai ka da la mu
s ) s ) s ) , )
de nin

n s r n s d n s
ka za li nai a dai ndi da
n s n d n o] d ,
va ra ma rul va yé
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n , S n d m g r
nin pe ru mai  ya ri ya
g ; m P g r S ]
en va sa ma mo
m g r g s r n d
ni lai  pe ru ka lai ma ga
n d n S r g s ,
le yu nait to u den
m g m , m n d n
ma rai ya ga ma mu  dan
p d n s n d n ,
ma mu  ni vo rum
s n s r g s m g
ma  na mu  ru gip  pu ga um
m g m r g r s ,
man bu per ra va le
s n s r g d n s
ma di yu rai ko di yé
s n d m ) g S )
ma  nam ka nin de en
s n d n |p d [0
ma  nu vi naiyé rru
U L
va ra ma  rul ta yé

The sixth gita is composed in the raga Natakurafiji and set to Adi tala, comprising a total of sixteen a@vartta-s. The melodic range
extends from mandra sthayi paiicama to tara sthayi madhyama. Considering that the most characteristic and defining phrases
of Natakuraiiji are gmpgrs and rgmndn, it becomes challenging to identify the rd@ga chaya at the outset, as the signature phrase
gmpgrs appears only around the sixth @varta. Varadacariyar’s distinctive stylistic trait of skipping a svara is evident in this gita
as well. It is seen in the phrases 7n, sd, np, dm, pg, gs, and m?.

Additionally, the following examples illustrate some of the unique prayoga-s found in this composition:
mgrg srnd
1STS g8,
$nst g$ g mgmr grs,
$néirg dns

3

Upon analysing the sahitya, it may be observed that seven avartta-s commence with the syllable “ma,” beginning from
maraiyagamamudan up to manuvinaiyérru. The feature of adi prasa (monai) is consistently maintained throughout, whereas

edugai is absent in this composition.
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karunai - kazalinai
nin perumai - nilai peru
marai - manam

madiyurai - manuvinai

The words in which svaraksara-s occur are:

karunai

kazalinai

nin perumaiyai
marai agamamudan
manamurugi
manbu perravalé
manam kanindé

manu vinai €rru

The remaining gita-s (7 - 11) feature Tamil verses composed by Vidvan M. Arunachalam Pillai, who served as a Tamil Lecturer

at Annamalai University, each of which is dedicated to a specific deity.

Kattarulvaye

ga

E"U

(=8

miir

mu

3

zal

lai

ru

ga

mai

li

Ita

tta

le

rul

ni

va

tti

né

gha

ya

pa

ra

u

mu

w -

5é

yé

yar

dar
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A

oy .

| p

vi

mai

mai

&3

Itum

yal

al

p ’
nan

s
de
moor
ma  ga
d m
ba va
d p
bi na
g m

sa ra

n
rai

3

w

The seventh gita, composed on Lord Ganesa (Ganapati tudi), is set in the rdga Saranga and set to Adi tala, comprising a total

of sixteen avartta-s. The melodic range extends from madhya sthayi sadja to tara sthayi madhyama, indicating the absence of

any mandra sthayi phrases throughout the composition. An ascending, stepwise pattern - s p m d p n d, is observed, and the
first four avartta-s resemble the aksiptika section of a raga alapana in their progressive unfolding.

Predominantly, the gandhara of Saranga is ornamented with a nokku when followed by the prati madhyama. However, when it
precedes the suddha madhyama in the phrase g m r s, it is rendered plain. Notably, this g m r s phrase is typically preceded by p
m r and never by s r, since s » g m is uncommon in Saranga. This gita, however, presents an exception, as the phrase 7§ 7 g m 7

§ n occurs in the tara sthayi. Furthermore, Vidvan Tiger Varadacariyar diverges from the conventional practice of connecting the

ending of one line with the immediate succeeding svara of the next. Instead, he introduces abrupt cadential closures and dhatu

prayoga-s, as exemplified by the passagensF ndpdn-ppmrgmrs.

Both edugai and monai can be seen here and there throughout this composition.

kattarulvaye - kazal panivar
miittavané - mirttiyanai
umaiyal - unai nambinané
The words in which svaraksara-s occur are:
ganapati niy¢
kazal panivar
umaiyal magané
vinai masaravé
Vadivela
s n

va di

m g
ma na

di
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p n d p mg m p md p m

ku da ma mu ni ta miz man  bi yal
pm| pnag, mp | nns,
ku rai yi rande pe ra vu rai sey
n s d p nn s n g ros ,
va da vén ka ta va rai mu dal va
n s rn d p m p g mp ,
ma lai ma gal tan da rul pu dal va

m g mppn n s S r n s
i  nai va na mé vi ya ku ra ma
s n g gr s r n s pdm
ti nai ma lal ni nai vo né
m p g mpn s m gr son
u nai vi nai yén a nai ye na vé
p n s ndp m p mg r s
U oru di yo du ka ru di na né

The eighth gita, composed on Lord Muruga, is set in the raga Dhanydasi and Ripaka tala, comprising a total of twenty-four
avartta-s. The melodic range extends from mandra sthayi paricama to tara sthayi madhyama. Rare and noteworthy phrases such
asmpmdpmand p mpn g, add distinctive character to the composition.

Predominantly, compositions in Dhanyasi commence on paricama, typically employing the phrase p g m p. Well-known
examples include Sangita giianamu, Paradévata, Balakrsnan pada, and Paruvam parkka. Even in the pada varna “Ni inda
mayam” by Sri Papanasam Sivan, though the opening note is nisada, it ascends from paiicama. This gita, however, forms an
exception, as it begins on sadja and descends to the mandra sthayi nisada.

This unconventional opening may be interpreted as an intentional highlight of the various shades of nisada that unfold throughout
the gita. While this interpretation is subjective, since the execution of gamaka-s varies across schools, it may be understood as
follows:

s n n, — sthana kampita or jhanta (not interpreted with a kampita, as it is followed by a dirgha kampita, which would otherwise
result in an excessive oscillation in the opening)

nsrs—nokku
7 n d p — odukkal
pns,s, — plain note
p ndp —orikkai
m pn g, —hrsva kampita
p nn$— dirgha kampita
Instances of monai (adi prasa) and edugai (dvitiyaksara prasa) observed in this gita are as follows:
vadivela - adiyén
kudamamuni - vadavénkata
adiyen - alaivuramal

kudamamuni - kuraiyirandé
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tinaivaname - tinaimalal

unaivinaiyén - urudiyodu

In addition to the presence of adi and dvitiyaksara prasa-s, instances of anuprasa (repetition of a syllable within or across lines)
can also be observed in this gita. The words exhibiting anuprasa include: tinai — ninai — unai — vinai — anai.

The words in which svaraksara-s occur are:
manamagiza
muni tamiz manbiyal
tinai malal ninaivoné

Siva Perumane

r s r m o] , o] .
i va pe ru ma né
m p n m p m p ,
se ZUA cu da ro né
p m m P p n n ,
12 vi nai ya vum
p n o] o] m m r s
m rita  rul va né
r r P m P , P ,
u mai ma na va la
m p n p m p n ,
u van de nai ya lay
r r m m o] o] n n
a ma rar pa ni yum
p n s n s ’ ’
am bu yat ta la
r , r , S n ,
mii va mu da le
n o] n s n P m s
mu du kan nu da le
P r P m n P n ,
pa var po ru le
P n s n P r r ,
pan nin pa ya né
s r n n n s P
a ru va yu ru vay
P n S n S r m r
a mar va yé
P m r s n P r ,
va ru vd ya ru ie
S n P m r m r S
ta ru va yé
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The ninth gita, composed in praise of Lord Siva, is set in the rdga Madhyamavati and Adi tala, comprising a total of sixteen

avartta-s. The melodic range extends from madhya sthayi sadja to tara sthayi paiicama, limiting the mandra sthayi pidi-s. This
is among the more accessible and widely appreciated gita-s of Vidvan Tiger Varadacariyar, characterised not by the use of rare
or unconventional prayoga-s, but rather by its elegant employment of fundamental madhyamavati phrases interwoven with
aesthetically balanced vadi — samvadi pairs such as n —m, p —r, and p — 7. A notable feature of this composition is its predominant
focus on the svara, paiicama, especially in the first eight avartta-s, with svaraksara-s appearing exclusively for this note.

The concluding lines - aruvay uruvay amarvay varuvay arule taruvay, bear a striking resemblance to the final stanza of Sri
Arunagirinathar’s Kandar Anubhiti (uruvay aruvay uladay iladay). It is also a vivid example of anuprasa. Besides this prasa,
this gita exhibits instances of adi, dvitiyaksara, and antya prasa-s, as well. It may be observed that adi prasa-s occur once in
every half avartta, whereas the other two - dvitlyaksara and antya prasa, appear once in each full avartta. The sections highlighted
in blue denote monai, those in red indicate edugai, and those in green represent antya prasa.

Siva perumané
sezuficudaroné
t1 vinaiyavum
tirttarulvoné
umai manavala
uvandenaiyalay
amarar paniyum
ambuyattala
miiva mudalé
mudu kannudalé
pavar porulé
pannin payané
aruvay uruvay
amarvaye
varuvay arulé
taruvaye

The words in which svaraksara-s occur are:
pavar porulé
pannin payané

Tamarai Malar

s |, r s s d s , q d r s r ,
1a ma rai ma lar ma du rai mar ba
s d s r s , r s s d s pd,
ta mi ye naik kan  part ta rul vay
d pdg g . gr r s r g s r
ka ma ga la gi ya kau sa lai ta ru
s dgr ro rsrog P, P
ku la ma ga né da $a ra tha rda ma

http://swarsindhu.pratibha-spandan.org



http://www.pratibha-spandan.org/
http://swarsindhu.pratibha-spandan.org/

Pratibha
\Spandan

(National Peer-Reviewed/Refereed Journal of Music)
ISSN 2320-7175 (O) | Volume 13, Issue 02, July-December, 2025

@ SWAR SINDHU

g p dd P . p ddp gr s ,
ma zai mu gi le mari i raik| ka da le
gr st g . pgr g P P
mara ga ta mé mani ni ra va né

p gopd d s pdéd épd,
e na vu rai sey ve zi lu dai ya va né
ddr s s pds r s d s ,
e i yo ra du tu yar firp pa va né

P s d s d d s ddp | dpagr
ka di ra va nai yo ru nd la vu nar
gpd? é. pdéd p gr s
ka randa du part ta du bu vik ku da vi pai
pgdp | d, pgpd | dssr
da di pan dan ga ti yu ra sey da nai

rsds | gr dpds | rgr,
san gu cak ka ram| ta naikka ram| da ri tay

r.gs | rdfldgrg| g, s
na vi num| ka dai ya me naik| ka ppadu

Fg s, rog d r d , épd,"

na la ma mu nai a la dar tu nai yé

ddgg | rg|sragp éFF,"

pe ye ni num ca ra na ma dain  dal
f) g ros d , d pgr p gr s
pi zai po rutt tal va du pe ri yor ka da né

The tenth gita, composed in praise of Lord Visnu, is set in the raga Mohanam and Caturasra Dhruva tala, comprising a total of
sixteen avartta-s. The melodic range extends from mandra sthayi paiicama to tara sthayi paiicama, thereby encompassing two
full octaves. From a study of extant compositions, Mohanam may be understood as a uttaranga-pradhana raga. For instance,
krti-s such as yén palli kondirayya, dayarant, sada palaya, and the gita vara vina. In contrast, the present gita travels in the
mandra sthayi and gradually ascends, thereby offering a distinctive treatment of the raga’s lower range.

A comparable approach can be seen in Sr7 Tiruvarur Ramasvami Pillai’s krti JagadisvarT (raiga Mohanam), wherein the citta-
svara-sahitya highlights the svara dhaivata and its interaction with other svara-s. Similarly, in this gita, phrases such as ddrs,
dgg, ds, and dp foreground the prominence of dhaivata. Moreover, the prayoga spd recalls its occurrence in Sr7 Muttusvami
Diksitar’s Caturdasaragamalika.

Most of the lines in this composition conclude with sustained karvai-s, while several druta sections employ a svara + karvai
structure, creating distinct points of repose. In general, a gita’s pokku exhibits a progressively unfolding contour across the
octave; however, in this composition, the arrangement of sangati-s and phrases appears non-sequential, and set moreover to a
relatively uncommon tala, rendering it more challenging to internalize and memorise.

Instances of monai and edugai seen in this gita, are as follows:
tamarai - tamiy€nai
komagal - kulamagang

mazaimugile - maragatame
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enavurai - eliyoradu

kadiravanai - karandadu

nayinum - nalama munai

péyeninum - pizaiporuttu
Numerous instances of svardaksara-s can be observed in this gita, as listed below.

komagalagiya

kausalai taru

dasaratha

maritiraikkadalé

karandadu parttadu

sangu cakkaram

nayinum kadaiya

aladar tunaiye

pizai porutttalvadu

periyor kadané

Nagariga Unarvu

s s s r o] s s r s d
na ga T ga v nar vu ta rum
s r s r , s , r g p
na vi na md 1 u na dii
9 r 9 9 P 9 P 9
ba ga pai  ya ta mi zi ni sai
r s r g p d p d , d
par va la ra a rul va yé
d p d g p g r g P P
ka lai mu  zu dum ma  lar na ri ya
d d d s d p g p d s
ka di ka ma  zum po zil po la
d p d s ' g r r g r
i la gu ba va e en pai
s , r , , g r s r ,
é no park ki lay
r s ] r d s p d g p
pa di ga ma  ni su va di yum  ven
r g r d p r g p , d
pa ni yi ni ya ya z€ ndum
d p d s r g P g g
va di vai  ni nai vark ka mu da
g r s d p p g r s d
vak ka rul  sey ba va le
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The eleventh gita, composed in praise of the Goddess, is set in the raga Bhipalam and Jhampa tala, comprising a total of twenty-

four avartta-s. The melodic range extends from mandra sthayi dhaivata to tara sthayi paiicama.

An important point to note is that the avarohana given in the text includes the note nisada. While Bhiipalam employs suddha
rsabha, antara gandhara, and Suddha dhaivata in both ascent and descent, Bauli - an allied raga - is differentiated from
Bhiipalam by the inclusion of kakali nisada in the descending scale. Since the avarohana in this gita features nisada, it might
initially be mistaken for Bau/i. However, the composer explicitly clarifies that nisada is treated here as a bhdasanga svara within
this audava scale, and has therefore been intentionally omitted in the actual composition. This clarification effectively resolves
any ambiguity regarding the rdga’s identity. Likewise, although the fala is mentioned as jhampa, there is no indication for laghu
and the split is more like 2 + 3 resembling khanda capu.

The first four avartta-s begin with madhya sthayi sadja and proceed sequentially through short melodic segments, each exploring
distinct pitch regions. Considering the possible permutations of three svara-s (123, 132,213,231, 312, 321), a similar conceptual
approach may be observed in the fourth avartta, which features the patterns rgp, pgr, and rpg. To enhance the emotive quality
of the sahitya, the phrase éno parkkilay is set in the tara sthayi rsabha region and sustained through multiple karvai-s.

The salient features of this gita include its use of plain notes and distinctive dhdatu prayoga-s. Some notable examples are as
follows:

pgrpg
dpdgp grgpp
srdspdgp
rgrdp
Instances of monai and edugai seen in this gita, are as follows:
nagariga unarvu tarum
navina maté unadu
baganaiya tamizin isai
parvalara arulvaye
kalai muzudum malar nariya
kadikamazum pozil pola
ilagubavalé ennai
€nod parkkilay
padiga mani suvadiyum ven
pani iniya yazéndum
vadivai ninaivarkkamuda
vakkaru] seybavale
Instances of svaraksara-s seen in this gita are:
nagariga
baganaiya
kadikamazum
pozil pola
suvadiyum
yazendum
ninaivarkkamuda

vakkaru] seybavalg
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Conclusion

The eleven gita-s composed by Vidvan K. Tiger Varadacariyar and published in Annamalai University Publications (Volume
IT) stand as enduring testaments to his exceptional musicianship, pedagogical clarity, and deep-rooted scholarship in Carnatic
music.

Since gita-s serve as a learner’s first introduction to rdga, they are typically composed in simpler raga-s such as Mohanam,
Suddha Saveri, or Malahari. In contrast, these gita-s are set in comparatively more intricate 7aga-s like mukhari and dhanydsi,
encompassing diverse scalar types - audava, sadava, and sampiirna, and display wider sthayi ranges along with more elaborate
melodic structures. In Saranga and Mohanam, he introduces atypical phraseologies that deviate from normative prayoga-s, while
in Dhanyasi, his exploration of multiple shades of nisada exemplifies an interpretative sensitivity more often associated with
alapana than with pedagogic compositions.

The tala framework reflects a deliberate variety: from the prevalent Adi and Riipaka tala-s in the early gita-s to the inclusion of
rarer cycles such as Dhruva and Jhampa in the later ones. The sahitya dimension reveals linguistic and prosodic sophistication
throughout. They display abundant instances of monai, edugai, and anuprasa. Notably, the use of svaraksara-s is sparing but
strategically placed, most evident in Madhyamavati and Mohanam.

In summation, the corpus of these eleven gita-s embodies Tiger Varadacariyar’s dual legacy as both a teacher and a composer.
They encapsulate the transition from didactic simplicity to expressive sophistication, offering invaluable insights into early 20th-
century compositional pedagogy. While conforming to the pedagogic conventions of the gita genre, they stand apart in their
structural balance, prosodic finesse, and aesthetic intent, testifying to Varadacariyar’s intellectual rigour and his unique role in
bridging theoretical precision with performative artistry.
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