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It is rarely that a phenomenon takes place in the world. An epoch-making event of far-reaching consequence that would change the course of history. The advent of sages, saints, great men of science, sacred men of art, have all heralded new beginnings in their respective realms. In the world of Indian art music, the advent of Shyama Sastri, Thyagaraja and Muthuswami Dikshitar changed the course and perception of music. The harbingers of a new age in classical music, the threesome are reverentially referred to as the Trinity of Carnatic music. Not without reason, the foremost of which was their being born in the same town and being contemporaries. But this was not the only reason. Their pioneering work was such that after their times, Carnatic music was never the same again. 
Looking at their works, one finds a unity of purpose behind them. This unity of purpose is reflected in the fact that the Trinity refined the medium of the kriti and made it into a wholesome entity. They also brought into vogue several ragas that had fallen into oblivion. That they adopted almost the same methods and utilised the same tools speaks volumes about this unity of purpose. All the more reason why, they are hailed as incarnations whose specific task was to elevate the art form into a true rasAnubhavA. The art form as an experience that would ennoble the heart and lift the soul of man to greater heights. The purpose of an incarnation is to transcend and transform. Shyama Sastri, Thyagaraja, and Muthuswami Dikshitar transcended the mundane and transformed the way music was handled. The Trinity proved to the world through their music and through their exemplary lives, that the sole purpose of music was to make man perfect and help him realise his unity with God. 
Muthuswami Dikshitar was one of those rare beings who graced this earth with his noble presence and who left behind an eternal fragrance that shall never wither, eternal footprints on the sands of time that shall never be effaced. His works of grandeur and depth, both in melody and poesy, afford us a glimpse into the Eternal Soul, the Muse he worshipped, a glimpse of the summit of perfection he attained. With devotion we shall try to retell the monumental saga of one of the greatest men that God gave to humanity. 
The Milieu of Those Times
The seventeenth and eighteenth centuries were remarkable periods in the history of culture and spirituality in India, especially in the South, where the bhakti movement flourished. The kings who ruled in many parts of South India were themselves religious minded and cultured. They encouraged artistes and gave due respect to saints and spiritual savants.
The Cauvery delta region, in what is now the Tanjavur district in Tamilnadu was ruled by the Cholas and later the Nayaks. Both the Cholas and the Nayak rulers patronised several art forms. Later in the seventeenth century came the Mahratta rulers, descendants of the great Emperor Shivaji. The Cauvery river and its numerous tributaries that criss-cross the region made the lands fertile and generally it was an area of plenty and prosperity. Under the benevolent reign of the Mahratta kings, arts like music, dance, painting and sculpture and crafts flourished. The kings were generous in their patronage to the artists, relieving them from the necessity of having to worry about their livelihood. The artist, whatever was his calling, could therefore, give undivided attention to perfecting his art and bringing excellence to it.
In this milieu lived a scholar and musician, Ramaswami Dikshitar. He was born in 1735. He originally hailed from Virinchipuram in the South Arcot district. But due to disturbed political conditions in the mid-eighteenth century, his father Venkateswara Dikshitar migrated to the Cauvery delta with his family and settled at Govindapuram near Kumbhakonam. Here, Ramaswami Dikshitar grew up. When he was about sixteen years old, Ramaswami Dikshitar lost both his parents. He was supported by generous relatives and friends. Ramaswami Dikshitar who had a predilection for music, approached a musician called Virabhadriah who was attached to the Tanjavur palace, and learnt music from him. In course of time, Ramaswami Dikshitar attained sufficient proficiency in the art to be able to give concerts. He also learnt musicology from Venkata Vaidyanatha Dikshitar who was an acknowledged expert in the science of music and who belonged to the paramparA of Venkatamakhi, the author of chaturdaNDi prakAshikA and the architect of the 72 mELakartA scheme. Ramaswami Dikshitar's knowledge and proficiency in music, gained for him the respect and admiration of the cognoscenti of those times. He eventually settled down at Tiruvarur and married a pious girl Subbamma. 
Tiruvarur is one of the mukti kshetras known for its magnificent temple for Lord Thyagaraja and Goddess Kamalambika and its huge tank, Kamalalaya. It is also famous for its magnificent chariots. 
jananAt kamalAlayE, darshanAt aprasadasi, 
smaraNAd aruNAchalam, kAshi tu maraNAn muktih 
The puranas have declared that birth at Tiruvarur, darshan of Chidambaram, thinking of Arunachala and death at Kashi result in liberation. Great many were the saints born at Tiruvarur. Among these were the Carnatic music Trinity of Shyama Sastri, Thyagaraja and Muthuswami Dikshitar. 

His Birth
Till his fortieth year Ramaswami Dikshitar did not have children. On the advice of family elders, he and his wife went to Vaideeswaran Koil near Sirkali and worshipped Lord Vaidyanatha and Goddess Balambika. They observed austerities and performed navAvaraNa pUjA for forty-eight days. On the last day, it is said that the Goddess appeared in Ramaswami Dikshitar's dream and presented him with a muktAhAram, a pearl necklace. The wise and the elderly of Vaideeswaran Koil interpreted the dream to mean that his prayer was granted by the Goddess, and that a gem (Muktha) of a child would be born to him. In 1775, in the month of Panguni (March-April), when the star of Krittika was ascending, a male child was born to the couple. He was named Muthuswami after Lord Subramanya whose name is Muthukumaraswami at Vaideeswaran Koil. 

Early days at Tiruvarur and marriage
His intense wish of begetting a son having been fulfilled, Ramaswami Dikshitar settled down to perfecting his music with greater enthusiasm. The newborn brought him luck too. Ramaswami Dikshitar was invited to give concerts at prestigious gatherings. The Tanjore king bestowed honours on him as befitting his status and dignity. The honour of organising and streamlining the playing of Nagaswaram and other musical instruments at the Tiruvarur temple for the daily services, festivals and processions, was given to Ramaswami Dikshitar and he admirably carried out the task. These procedures are being followed even now at the Tiruvarur temple. It may be pertinent to point out here that the Tiruvarur temple services boast of three instruments that are unique to that temple; the pancamukha vAdyam, the shuddha maddhaLam and the long bAri nAgaswaram.
Ramaswami Dikshitar is credited with inventing the rAgA hamsadhvani. (This is open to debate. As the rAga also existed in the sangraha cUDAmaNi. He certainly appears to be the first to compose in it.)He also blossomed into a good composer of varNAs, darUs and kritIs. In one of the padavarNAs in Telugu which starts as sarigAni dAni, he has used only the seven swarAs throughout as its sAhitya. Ramaswami Dikshitar revelled in composing long rAgamAlikAs. He composed in 44 rAgAs a kriti in praise of Goddess Minakshi of Madurai. All in all, he led a satisfactory life. In course of time, Ramaswami Dikshitar had three more children; a son, Chinnaswami(b1778), a daughter who was named Balambal after the Goddess of Vaideeswaran Koil and again a son, Baluswami(b1786). Now his ambition was to groom his children to follow his footsteps. He had high hopes on Muttuswami who, early in life itself, exhibited superior intelligence and wisdom. 
Ramaswami Dikshitar arranged to have the young Muttuswami study the Vedas and Sanskrit. Sincerely dedicated to study, Muttuswami quickly acquired mastery over the kAvyAs, alankArAs and vyAkaraNA. Ramaswami Dikshitar himself gave intensive training in music, both in theory and practice, to his son. Muttuswami was also taught to play the vINA and in course of time, blossomed not only as a vocalist but also as a competent player on that instrument. The thorough scientific knowledge the lad acquired in music helped him to properly handle the rAgAs and discover their intrinsic, hidden beauty. In this he was aided by his deep knowledge and mastery of the vINA. 
The performance of nitya karmAs, the diligent study of the Vedas and shAstrAs, his deep devotion to God, the continuous study and practice of sangItA and above all his respect and reverence for his parents, teachers and elders were the strong foundational aspects which were to stand Muttuswami in good stead in his monumental work, still in the future. 
Marriage at a young age was very common in those days. Muttuswami too was married young. Nevertheless, even while a youngster, he was sufficiently mature to be able to understand the transitory nature of worldly pleasures. Seeing Mutthswami ever engaged in religious austerities, practice of music and mostly observing silence, his parents were worried. They surmised, but wrongly, that the boy was unhappy with his dark complexioned wife. Ramaswami Dikshitar and his wife Subbamma discussed the matter between themselves and concluded that Muttuswami would lead a normal family life if a fair-complexioned girl were to become his wife. They accordingly found a suitable girl and persuaded Muttuswami to marry her. We do not know whether Muttuswami consented willingly or under pressure from his parents. But one thing is certain. He remained the same. His having two wives or their complexions hardly mattered to him. He had set his goals high above the mundane. The world and its attractions had to be transcended, not only to facilitate the epochal work he was destined for, but also to achieve the highest spiritual goal.
Thus went by the initial years of our future composer. Once, Muthukrishna Mudaliar, a dubash (a translator) of the East India Co., visited Tiruvarur with his family. He also held the post of Chief Merchant of the Company, the last Indian to hold the position. He belonged to a prominent family of Manali near Madras. He was a patron of the arts and he and his family considered it a great privilege to patronise, encourage and support music and musicians. Muthukrishna Mudaliar was responsible for the reconstruction of the Twin Temples, Chenna Kesava and Chenna Malleeswara at the corner of Flower Bazaar, Madras, after they had been demolished at their earlier site to make way for the High Court. Muthukrishna Mudaliar's town house at No 63, Govindappa Naicken Street, George Town, still exists. Adjoining it is the Manali Hostel, a building set up by the same philanthropist for the benefit of indigent students who wished to migrate to Madras for higher studies. Boarding and Lodging was free and sometimes the Manali Charities even paid the education fees! 
Muthukrishna Mudaliar visited the Tiruvarur temple and had darshan of the deities. There was a bhajanA being conducted by Ramaswami Dikshitar at the temple at that time. The Mudaliar and his family had the opportunity of listening to the music of the Dikshitars. Greatly moved by the music and impressed by the piety of the Dikshitar family the Mudaliar invited them to visit Manali and stay with him for sometime. This was in the 1790s. Ramaswami Dikshitar, after consultation with his family and relatives agreed to this proposal. The family shifted to Manali and settled down there
Manali to Kashi (with Chidambaranath Yogi)
After Muthukrishna Mudaliar's death, his son Venkatakrishna (Chinnayya) Mudaliar continued to play host to the Dikshitars. The Dikshitar family lived in Tiruvottriyur and later at Manali, close to the "Meddai Veedu", the palatial country home of the Mudaliars. (Till the 1980s, this house existed as a ruin). Venkatakrishna Mudaliar was also a dubash, attached to the East India Company and quite influential with his English masters. He introduced Muttuswami and his younger brothers to the bands playing Western music at Fort St. George. Muthuswami listened keenly and assimilated the essentials of that alien music. Later in his life he composed Sanskrit sAhityas in praise of Hindu deities for about thirty-five of those Western tunes including the British national anthem. These are called nOTTu svara sAhityas. Ramaswami Dikshitar who observed the various western instruments being played, was particularly fascinated by the violin. He spoke to the Mudaliar who engaged an Englishman, Col. Brown to teach the violin to Baluswami, Ramaswami Dikshitar's youngest son. Baluswami attained proficiency on the instrument and with the help of his father and eldest brother Muttuswami, adapted the violin to Carnatic music. The Carnatic music world owes it to Baluswami Dikshitar and later Vadivelu, the youngest of the Tanjore Quartette and a disciple of Muttuswami Dikshitar, for introducing and adapting the violin to South Indian music. 

Life went on smoothly and in a satisfactory manner for the Dikshitar family. A visitor was to change all that. Chidambaranatha Yogi, a Vedantin, tantric, and a spiritually evolved sannyasi, came to the Mudaliar household on his way to Kashi. It was Chidambaranatha Yogi who had given shri vidya dIkshA to Ramaswami Dikshitar, early in the latter's life at Tiruvarur. The Yogi was also a guru to the Mudaliar family. He was therefore welcomed with deep veneration by the Mudaliars as well as the Dikshitar family. Chidambaranatha Yogi stayed for a few days with the Dikshitars. Muttuswami it was who was called upon to serve the Yogi. The lad, with reverence and humility, catered to all his needs. During the Yogi's pUjA, Muthuswami would play on the vINA and sing. The Yogi was quite impressed by the modesty, piety and the musical prowess of Muttuswami and was very affectionate towards the lad. The time came for the Yogi to resume his tour.

The Dikshitars prostrated before him and asked for his blessings. Ramaswami 
Dikshitar requested Chidambaranatha Yogi to ask for whatever he wanted and promised that he would fulfill it. Whereupon, Chidambaranatha Yogi asked Ramaswami Dikshitar to send his son Muttuswami to accompany him to Kashi. The father was benumbed with shock and pleaded with the Yogi to spare Muttuswami, saying that the lad was born after a long time in their lives, that he was very young and that they could not bear to be separated from him. Chidambaranatha Yogi was annoyed and told Ramaswami Dikshitar that he wanted nothing else and that if the former did not want to send his son along, so be it. 

Sensing the delicacy of the situation, Venkatakrishna Mudaliar intervened in the matter and bid Ramaswami Dikshitar part with his son, saying that Muttuswami would be safe with the Yogi, that such an opportunity of serving a great yati was rare to get in life, and that the lad would benefit immensely from association with the great man. The father finally agreed to part with the son. It was a tearful farewell that the family gave its first born. Chidambaranatha Yogi accompanied by Muttuswami left Manali on their pilgrimage to the holy city of Kashi.

The journey to Kashi in those days involved travelling on foot for months together, sometimes close to a year depending on the vagaries of the weather. Pilgrims also sometimes made detours from the straight route in order to bathe in the sacred rivers and have darshan of important shrines. The usual route taken by pilgrims from the south to Kashi was Tiruttani, Mangalagiri, the Krishna and Godavari regions of what is now Andhra Pradesh, Puri Jagannath and Allahabad. Chidambaranatha Yogi and Muthuswami visited the important shrines and tIrthAs on the way. The Yogi explained to the young lad the significance and importance of each kshetrA that they visited. After a few months of travel the party reached Kashi.

Under the benign grace of Chidambaranatha Yogi, Muttuswami lived a deeply religious and spiritual life at Kashi. The Yogi initiated him in the Sri Vidya cult, gave him upadEsa of the ShODashAkshari mantra and trained him in the tantric mode of worship. He also taught the young lad yOga and vEdAnta. Muttuswami spent his time in Kashi serving his guru, reciting the vEdAs, practising Shri Vidya, meditating, and singing and playing on the vIna. This kind of disciplined life resulted in Muttuswami's acquiring a keen and perceptive intellect and a mind that was capable of probing deep into spiritual matters. Doubtless, it also sowed the seeds of vairAgya (detachment) and instilled in the young lad a sense of equanimity. Though very young, and though he sometimes felt the separation from his parents, Muttuswami came to look upon the Yogi not only as his guru but as the embodiment of his father and mother too. The Yogi in turn, loved his disciple and took care of him as a mother would. The relationship between guru and sishyA was unique. Being an advanced tantric and a spiritually evolved Yogi, Chidambaranatha was intuitively aware of the tremendous potential of his disciple, the epoch-making task that Muttuswami would be charged with in future and the eternal fame that would be his lot. 

Muttuswami also had the opportunity of listening to Hindustani music at Kashi and imbibe its essential features. It is handed down through tradition that Muttuswami was away from his family for five years. It can therefore be safely assumed that Muthuswami spent between 3 ½ to 4 years at Kashi. It is quite possible that Chidambaranatha Yogi must have taken Muthuswami to many holy shrines in the North including Badrinath, but it is doubtful whether the future composer would have visited Nepal as that country was under the Gurkhas then and there were several fratricidal wars of succession raging regularly.

The vINa and back to Manali
One day, Chidambaranatha Yogi and Muttuswami went for a bath in the Ganga. The Yogi asked Muthuswami to descend a few steps and put his hands into the water. When Muttuswami did so, his hands closed upon a vINa. Surprised, the lad turned towards his guru who beckoned him up the steps. Chidambaranatha Yogi informed Muttuswami that this was Ganga Mata's prasad to the lad and that She had blessed him. The unusual feature of this vINa is that its yali faces upwards and has the word 'Rama' inscribed on it in Devanagari script. Providence had directly presented Muttuswami this unique instrument which was to partner him in his renaissance work.
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Chidambaranatha Yogi further informed the lad that he had attained mantra siddhi, was progressing well spiritually and that he had also attained further maturity in music. The Yogi instructed Muttuswami to return to his parents. The wide world now awaited his services and it was time the disciple took leave of the guru. Muttuswami was reluctant to leave the presence of the Yogi as he had become very much attached to him. He said that he had a lot more to learn from his guru and that the Yogi should guide him until he, Muttuswami, reached the fruition of his tapas. The Yogi softly and affectionately told Muthuswami that he had taught him whatever he knew and hereafter his grace and that of Ganga Devi would guide him in life. The Yogi further said that Lord Subramanya was Muttuswami's natural guru and that the lad should seek His grace. The Yogi also blessed Muttuswami and told him that the time was not faraway when destiny would seek out Muttuswami in order to further the cause for which he was born. 
The Yogi then revealed to his shocked disciple that his own earthly sojourn was over. Leaving Muttuswami on the banks, the Yogi plunged into the Ganga and left this world.
The body was recovered from the river and was buried in the Hanuman Ghat where his Samadhi stands (the National Book Trust Biography by TL Venkatarama Iyer testifies to this. But "Marina" in his Tamizh version written in the 1980s laments at his lack of success in identifying the memorial). Muttuswami was sorrow stricken at the loss of his revered guru. 
After completing the final obsequies, Muttuswami left Kashi and started his journey back home. The future bard was now about twenty years old. The stay at Kashi was the seed that resulted in the sprouting and subsequent flowering of a genius, a master who was instrumental, along with his illustrious contemporaries in developing the art of Carnatic music along new lines, solidifying it with fresh perspectives, thus assuring for it a status and glory that neither age can wither, nor custom stale. 
Meanwhile things were happening at Manali. Muthu Venkata Vaidyanatha, grandson of the uncle of Venkatamakhin, visited Manali and was entertained by Venkatakrishna Mudaliar. He was pleased to find that Ramaswami Dikshitar and his sons were following the raga scheme as set forth by Venkatamakhi. Ramaswami Dikshitar took the opportunity to request Muthu Venkata for the caturdaNDi prakAshika and for the Raga Lakshanas manuscript which was in the latter's possession. Muthu Venkata, who was reluctant to part with what he considered as the intellectual property of his family, decided to test Ramaswami Dikshitar. He sang a rare raga and asked Ramaswami Dikshitar to identify it. Highly displeased at this unwarranted test, Ramaswami Dikshitar, nevertheless, asked his two sons Chinnaswami and Baluswami to identify the raga, which they easily did. A stunned but satisfied Muthu Venkata parted with the caturdanDi prakAshika and the manuscript of Raga Lakshanas. Ramaswami Dikshitar then composed a kriti, nannu parikShincu ela, referring to the uncalled for test. But for this visit of Muthu Venkata and Ramaswami Dikshitar's request, the caturdanDi prakAshika might have been permanently lost to the world.
It was also during this period that Ramaswami Dikshitar's second son Chinnaswami suddenly lost his vision as has been told in an earlier part. The family went on a pilgrimage to Tirupati and there, Ramaswami Dikshitar composed the kriti inkA daya in vEgavAhini and a rAgamAlika in 48 rAgAs in praise of Lord Venkateswara. These two songs were prayers to Lord Venkateswara to restore Chinnaswami's eyesight. It is said that Chinnaswami regained his eyesight after this. Ramaswami Dikshitar and his family further visited Kalahasti, where he composed the Sahana kriti vAshi vAshi. After returning to Manali, Ramaswami Dikshitar, in recognition of the patronage afforded to him and his family by Venkatakrishna Mudaliar, composed the 108 rAga tALa mAlikA in the latter's honour. A grateful Venkatakrishna Mudaliar performed a kanakAbhiShEkam (showering with gold coins) for Ramaswami Dikshitar. Thus, the family's stay at Manali was full of events and musically fruitful. It was to a fulfilled home that Muttuswami returned with his two wives.
Muthuswami's parents and brothers were overjoyed. Five years had elapsed and it was celebration time. They were delighted to hear about Muttuswami's experiences at Kashi. His knowledge of Vedanta and complete mastery of music earned their respect. Venkatakrishna Mudaliar was extremely distressed that his guru, the Yogi was no more, but was consoled by the fact that Muttuswami had inherited his mantle and had returned, musically and spiritually mature. Muttuswami spent sometime with his parents sharing his experiences. He also spent time at Manali studying the caturdanDi prakAshika and the manuscript on Raga Lakshanam. He however, was not content with remaining at Manali. His guru, Chidambaranatha Yogi had told him about the glory and grace of Lord Subramanya. Propelled by an inner urge Muttuswami decided to visit Tiruttani, one of the six abodes of Lord Subramanya. It might have been during this period that Muttuswami visited Tirupati and Kalahasti. This possibility notwithstanding, his compositions on these temples would have been later creations, for, the beginning of his life's work had to await the grace of Lords Subramanya at Tiruttani. 

Tiruttani and the guruguha vibhakti kritis
Sharing the secret of his inner voice with his parents, Muttuswami expressed his desire to them to visit Tiruttani. Ramaswami Dikshitar and Subbalakshmi blessed their first-born. Before long, Muttuswami was on his way to the hallowed hill shrine of Tiruttani in the company of his brothers. After having darshan of Lord Subrahmanya at the sanctum-sanctorum, Muttuswami took a vow to perform spiritual austerities for a manDala or forty days. Every morning he took his bath at the temple tank downhill and climbed the steps to begin his tapas. His time was thus spent in worship of the Lord and practicing deep meditation. 
	It was the fortieth day of his stay at Tiruttani. While Muttuswami was repeating the Shadakshari mantra, he heard a voice near him say, "Muttuswami, open your mouth". Muttuswami opened his eyes and saw before him an elderly person whose whole being was suffused with spiritual splendour. The old man asked Muttuswami to close his eyes and then he put sugar candy in his mouth. When Muttuswami opened his eyes, to his amazement, the old man had disappeared from sight. Muttuswami was stunned at first but subsequently understood that it was Lord Subrahmanya Himself who had come to bless him. His joy knew no bounds and overwhelmed, he immediately burst into song.
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The first song that he composed on the occasion was shri nAthAdi guruguhO in mAyAmaLavagauLa rAga. This composition is in praise of the concept of the Guru. Here Muttuswami Dikshitar mainly pays tribute to his Shri Vidya Guru Chidambaranatha Yogi. The Yogi�s Sri Vidya dIkSha name was shrinAtha and that of Dikshitar was cidAnandanAtha. Dikshitar refers to both in the pallavi of this composition. Then followed seven more songs, the underlying theme of these too being the concept of Guru. The Guru is sung of as being Brahman Itself, as the Universal Consciousness. Incidentally, Dikshitar chose to compose his first song in mAyAmaLavagauLa, the rAga in which musical lessons are traditionally begun. Another unique feature of this first composition is that it starts off with the ArOhaNa and avarOhaNa of the rAga. Dikshitar�s first creation is technically flawless and artistically mature and aesthetic, apart from being poetically refined, grammatically perfect and philosophically profound. 
The second composition he wrote was mAnasa guruguha in Ananda Bhairavi. Here, Muttuswami Dikshitar advises the spiritual aspirant that human birth is for the purpose of contemplating on the Supreme Truth and for this purpose, the aspirant needs to always cling to the Holy Feet of the Guru, chant his name and surrender to the Guru taking him to be the sole refuge, thereby destroying the tendencies that obstruct the Truth. Each and everyone of this group of eight songs composed in the eight Sanskrit declensions speak of the Supreme Truth, of the attributes of a Guru and is a musical gem. Rare ragas like pADi, bhAnumati, udayaravicandrika and balahamsa have been handled by Dikshitar with the depth and aplomb that were to become characteristic of him. 
Muttuswami Dikshitar chose the medium of Sanskrit for his compositions. The following are the eight songs composed at Tiruttani. These are known as the Guru Guha vibhakti kritis:
Composition - Raga
1. shri nAthAdi guruguhO jayati jayati - mAyAmALavagauLa
2. mAnasa guruguha - Ananda bhairavi
3. shri guruNA - pADi
4. guruguhAya bhaktAnugrahAya - sAmA
5. guruguhAdanyam najAnEham - balahamsa
6. guruguhasya dAsOham - pUrvi
7. guruguha swAmini bhaktim karOmi - bhAnumati
8. shri guruguha mUrtE - udayaravicandrika 
These eight songs prove that Dikshitar had attained high maturity in his knowledge of Vedanta and had mastered the art of music even at that young age. They also show, that right from the beginning, his compositions were the outcome of his own deep spiritual experiences. They also afford ample evidence of the flowering of a rare human being whose multifaceted genius would transform the world of art in the years to come. It must be remembered that Dikshitar was only about 25 years old at this time.
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	The vision of Lord Subrahmanya had once and for all made Muthuswami Dikshitar resolve to take the Lord as his Guru. Guha is another name for Lord Subrahmanya. Guha also means cave. The Lord resides in the heart-cave of the devotee. This is the esoteric significance of the name Guha. The Sadguru is to be contemplated of as Brahman, as one�s own Self. It is therefore appropriate that Muttuswami Dikshitar took Subrahmanya, the embodiment of Brahman itself, as his Sadguru and took on the mudra Guru Guha, thereby signifying that the Lord, his Guru, who was his own Self, was enshrined in the inmost recess of his heart. Another special aspect of his compositions is the raga mudra. Beginning with his first composition (mAyAmALavagauLAdidEsha), Dikshitar introduced the raga mudra wherever possible and in an appropriate manner.


His heart filled with bliss, Dikshitar left Tiruttani. One account of his life says that he went to Tirupati and Kalahasti from Tiruttani. At Kalahasti, which is one of the panchabhUta sthalas, representing the element vAyu (wind), he composed Sri kALahastIsha in the raga husEni and jnAnaprasUnAmbikE on the Goddess in kalyANi. After this pilgrimage, Dikshitar returned to Manali. Ramaswami Dikshitar and Subbalakshmi were overwhelmed on listening to Dikshitar�s experiences. Ramaswami Dikshitar felt after hearing about Lord Subramanya�s grace at Tiruttani that his eldest born was not an ordinary human being. Being an accomplished musician and composer himself, the father could comprehend the uniqueness of his son�s works. No less happy and proud was Venkatakrishna Mudaliar, the family�s patron. The brothers Chinnaswami and Baluswami learnt the compositions thus far created by their eldest brother. 
The family spent a few fulfilled weeks. But Muttuswami Dikshitar�s passion for Realisation of the Truth grew deeper, resulting in his yearning to perform rigorous spiritual sAdhana. He therefore increasingly felt the need for a more spiritually conducive atmosphere. Although married, that too to two wives, Dikshitar was least interested in the mundane affairs of life as has been seen before. Dikshitar also intuitively felt and resolved that his life�s work was to sing of the Lord and His myriad forms and attributes. Towards this end, he felt that it was time to leave Manali. The memories of Tiruvarur, his birthplace constantly visited him. But it was not possible to return to Tiruvarur immediately as he wished to visit the several shrines in the Tondaimandalam region and anyway, he had to travel through several great kShEtras on the way before reaching Tiruvarur. Further, Upanishad Brahmendra, a great yOgi of Kanchipuram had invited the Dikshitar family to visit him. The days of their life at Manali were coming to an end. The family began making plans for leaving Manali.

Chennai and Kanchipuram
Before leaving Manali, Muttuswami Dikshitar worshipped at the shrines in and around Madras. Tiruvotriyur, which is near Manali is famous for its temple dedicated to Lord Tyagaraja and Goddess Tripurasundari. In this temple, Adi Sankara had consecrated an arddha mEru underneath the pITham of the vaTTapArai amman, at whose shrine human sacrifices were stopped by him. In addition, a shrI cakra was consecrated by him under the feet of the Goddess Tripurasundari and he arranged for regular worship by Nambudiri brahmins. This tradition continues to this day. Here Dikshitar composed AdipurIshvaram in Arabhi, in praise of the Lord and Tripurasundari in the raga sAmA on the Goddess.

He then visited Triplicane where Lord Krishna gives darshan as Arjuna's charioteer Parthasarathi. Here, Dikshitar composed Sri pArthasArathi in shuddha dhanyAsi. Nearby is the shrine dedicated to Lord Siva as Tiruvateesvara. Dikshitar sang on Him the kriti tiruvaTIshvaram in the raga gamakakriya. We do not know whether Dikshitar visited Mylapore and sang the praise of Kapaleesvara and Karpagambika. Most probably he might have, but no evidence in the form of kritis on Mylapore is available.

One fine day, Muttuswami Dikshitar and his family left for Kanchipuram. This pilgrim town, about 75 k.m. from Madras is one of the most important kShEtras of this country. It is one of the panchabhUta kShEtras representing the element prithvi or earth. Lord Ekamreswara is the lord of prithvi. Equally sacred to Saivites, Vaishnavites and Shaktas as also to Buddhists and Jains, Kanchipuram boasts of thousands of temples. It was also a great educational centre. The most important shrines are those of Ekamreswara, Kailasanatha, Varadaraja and Kamakshi. In Kanchipuram no Siva temple has a shrine for Ambal. The most important temple dedicated to the Mother Goddess is the Kamakshi temple. Adi Sankara during his travels stayed here for a few years and consecrated a shrI cakra in front of the Goddess to appease her then destructive power. A section of Sankara's devotees believes that he attained samAdhi at Kanchipuram. This sacred place is also the seat of the Kanchi Kamakoti mutt founded by the Adi Acharya as also that of a sannyasi and yogi, Upanishad Brahmendra.
Muttuswami Dikshitar and family took up residence in Kanchipuram and settled down. 
Upanishad Brahmendra was a prominent and greatly respected scholar, sannyasi and advaitin of Kanchipuram. He was a philosopher who had made the Upanishadic wisdom his own and also had to his credit commentaries on them. He was a great devotee of Lord Rama. Being a friend of Rama Brahmam, Tyagaraja's father, Upanishad Brahmendra it was who sent a shrImukham inviting Tyagaraja to Kanchipuram. He was also revered by the Dikshitar family. 
Muttuswami Dikshitar saw in Upanishad Brahmendra the answer to his deep desire of mastering the Upanishads and thus consolidating his knowledge. He accordingly requested the sannyasin to teach him the Upanishads which request the latter gladly agreed to. Upanishad Brahmendra, besides being a great scholar was a highly evolved tapasvi too. He could therefore explain the Upanishads to Dikshitar not only theoretically but also through the broad spectrum of his practical wisdom and experience. His intuitive perception and the spiritual insights he had gained through his own sAdhana enabled Dikshitar to master the Upanishads. Upanishad Brahmendra requested Dikshitar to tune his work rAma aShTapadi which he had composed in praise of his favourite deity. Dikshitar composed the music for this work which unfortunately is lost and therefore not available to music lovers. 
Of course, for Dikshitar, Kanchipuram was rich, fertile territory as far as his life's work went. The city of temples was waiting to be sung of by him. 
It elicited from him the composition cintayamAkanda mUlakandam in the rAga bhairavi. It was his second composition in the series dedicated to the five elemental Sivalingas. Siva Ekamresha also secured from Dikshitar the song in gamakakriya, EkAmranAtham bhajEham. The Kailasanatha temple in Kanchipuram is a sculptural wonder built by the Pallava kings. This temple elicited from Dikshitar two kritis, kailAsanAthEna in kAmbOji and kailAsanAtham in vEgavAhini. 
The Mother Goddess had a special place in Dikshitar's heart as She was his Guru's (Guha) Mother. More special to him was Kamakshi, because as a shrI vidya upAsaka, he was fascinated by the shrI cakra in front of the Goddess. Worship is done only to this shrI cakra and not to the Goddess directly. 
The Goddess's countenance is bewitching and the inner shrine is absolutely powerful. The bilAkAsha here, a cavity, represents the highest Advaitic truth. Worshipped and sanctified by Adi Sankara himself, Goddess Kamakshi was the tutelary deity of Dikshitar's illustrious contemporary Shyama Sastri.
The speciality of Kanchipuram and the Kamakshi temple is that the deities of all the other temples in Kanchipuram face the Kamakshi temple. Also, there is no separate shrine for the Goddess in any of the Siva temples in Kanchipuram. It is no surprise therefore, that Dikshitar decided to compose some of his gems in praise of Kamakshi. 
nIrajAkShi kAmAkshi in hindOLam, kancadaLAyatAkShi in manOhari, saraswati manOhari in saraswati manOhari, kAmAkshi in sumadyuti, EkAmrEshanAyikE in shuddha sAvEri (this is now called karNATaka shuddha sAvEri), kAmAkShi varalakshmi in bilahari were some of the compositions he dedicated to the Goddess here. The bilahari composition refers to Maha Vishnu propitiating Goddess Kamakshi, living in a hole. There is a pillar in the inner sanctum of the Kamakshi shrine which has a hole at the bottom with a small icon of Vishnu inside. Dikshitar refers to this in the song as kAmakOTi bila harinuta kamalE, thereby also cleverly weaving the rAga mudra. 
No less known for its Sri Vaishnava traditions, Kanchipuram houses one of the four shrines most sacred to Vaishnavites. The others are Tirumala, Melkote and Srirangam. The Varadaraja temple is a big complex and is famous for its garuDa sEva festival. Dikshitar paid homage to Lord Varadaraja with the sAranga kriti, varadarAjam upAsmahE. A unique feature is that all of the three members of the Trinity have composed on Lord Varadaraja; Shyama Sastri composed a varNam in Ananda bhairavi, sAmi nI rammanavE and Tyagaraja composed the swarabhUShaNi song, varadarAja ninnukOri. The other deities that have had the privilege of being sung by all the three are Goddess Kamakshi of Kanchipuram, Goddess Dharmasamvardhini of Tiruvaiyyaru and Goddess Nilayatakshi of Nagapattinam.
During his stay at Kancheepuram, Dikshitar must have visited Tirukkazhukunram, a hill shrine near Chingleput, famous for the two eagles that visit the temple everyday for partaking the Lord's prasAdam. The dhanyAsi kriti vEdapUrIshwaram is attributed to this temple. Dikshitar also visited the hill shrine of Sholingur, situated between Arkonam and Walajapet in the North Arcot district. This is a very famous temple dedicated to Lord Narasimha. Here, Dikshitar wrote the mOhanam kriti narasimha Agaccha. The cala nATa kriti pavanAtmajAgacha is attributed to the Anjaneya temple situated on this hill. The above two songs have a lot of common words and phrases in the sAhitya. 

Virinchipuram and Tiruvannamalai
Sometime during the stay at Kanchipuram, Dikshitar decided to visit his ancestral village. Virinchipuram near Vellore in the North Arcot district is about 70 k.m. away from Kanchipuram. The village and its neighbouring ones were noted for their steadfast upholding of Vedic ideals. The people were scholars in the Vedas and allied shAstrAs. It was to Virinchipuram that Dikshitar's ancestors belonged and it was from this village that his grandfather and father had migrated to Tanjavur about 50 years ago. Muttuswami Dikshitar wanted to see his village and also have darshan of the deities enshrined at the famous temple there. 
It is a small but charming shrine dedicated to Siva as Margasahayeswara. Here, Dikshitar paid his tribute to the Lord by composing mArgasahAyEshwaram in the rAga kAshirAmakriya, maragatavalli in khAmbOji and mArgahindOLa rAga priyE in mArga hindOLam both in praise of the Goddess and pArvati kumAram in nATakurinji on Lord Subramanya there. The bhUShAvaLi kriti bhUShApatim which is in praise of Brahma is attributed by some to this shrine, but there is no reference to the kShEtra in the kriti itself, though the place itself - Virinchipuram - is named after Brahma and there is a rare shrine for Him here. 
Life at Kanchipuram was smooth and exceedingly beneficial to Dikshitar. His artistic creations had acquired further maturity and finesse. The interaction with and scriptural tutelage under Upanishad Brahmendra also proved to be of great benefit in that it furthered Dikshitar's quest for the Ultimate Truth. Thus flew four years. Haunted again by thoughts of his native place, Tiruvarur and of Lord Tyagaraja and Goddess Kamalambika, Dikshitar decided to leave Kanchipuram. After obtaining the blessings of Upanishad Brahmendra, Dikshitar and his family left for Tiruvarur.
On the way were a number of shrines, that too, great and important ones. How could Dikshitar bypass them? First on the route from Kanchipuram, about 120 k.m. away was that great kShEtra, Tiruvannamalai where Lord Siva abides as a hill. Tiruvannamalai or Arunachala in Sanskrit, is the place where Siva manifested as a column of light, the top and bottom of which, Brahma and Vishnu went in search of but failed to find. 
Siva manifested as the column of light in the month of Margazhi (December-January) when the moon was in Ardra star and He emerged from this column in the month of mAshi (February-March) on caturdashi (the fourteenth day after the full moon, i.e., a day before the new moon). Brahma, Vishnu and the dEvas worshipped him on that day. This event is observed by the devout as shivarAtri. The gods requested the Lord to withdraw His Effulgence and abide as an immovable Linga for the welfare of the world, to which He agreed. Thus Siva assumed the form of the Linga of Arunachala. This is known as the Effulgent Linga (Tejolinga). Tiruvannamalai is the agni kShEtra. 
The purANAS speak of Arunachala as being the fullest and the most potent manifestation of the Supreme Being. For, Siva Himself has declared, "Let this sacred Arunachala be a place where man can attain liberation. I ordain that those who live within a distance of three yOjanAs (about thirty miles) from this place shall become one with Me even without any kind of initiation or formalities. Those who see Me or remember Me from afar will realize the essence of the Vedanta. My effulgent form will shine here for ever as eternal, immovable Arunachala." The hill is thus considered as Siva Himself and as a physical representative of the Highest Truth. Once a year, in the month of krittika (November-December), a beacon is lit atop the Arunachala hill, signifying the quintessential wisdom of jnAna that the tEjOlinga represents. 
The Arunachaleswara temple is one of the largest in India and over the centuries, most of the dynasties ruling South India have contributed to the building of the temple. The four Saivite saints and numerous others have sung the glory of Arunachala. 

To such a kShEtra whose glory he was well aware of, came Dikshitar, had darshan of aruNAcalEshvara, His consort apItakucAmba and the hill. In majestic sAranga, and rUpaka tALa, the bhakta as well as the follower of jnAna mArga that he was, the great composer sang the praise of the bestower of Liberation. 
aruNAchalanAtham smarAmi anisham is one of the great classics composed by Dikshitar. 'smaraNAt kaivalyaprada caraNAravindam' (the Lotus-Feet that bestow Liberation if one just thinks of Him), says Dikshitar at the start of the anupallavi, thus echoing the purANic promise that if one just thinks of Arunachala, he is sure to attain Liberation. Dikshitar refers to the effulgent nature of the Lord variously as svapradIpa, swaprAkasha, the Self-Effulgent One whose lustre excels those of the moon, agni and the sun (jita sOmAgnipatangam).
A strange fact is that Dikshitar did not compose a separate song on the Goddess Apitakuchamba here, whereas he has composed on the Goddesses at the other four panchabhUta kShEtras. He however refers to the Lord as apItakuchAmbA samEtam. He also refers to Parvati's manifestation at Arunachala as Aparna in order to merge with Her Consort (aparNAbja bhrngam).
The treatment of sAranga in this kriti is wholesome and complete, with all the important and beautiful phrases of the rAga incorporated. When sung in two kaLai, the composition invokes a grandeur befitting the effulgence of Arunachala, and a deep, sublime feeling befitting the highest truth as symbolised in Arunachala tattva. 
After a soul-fulfilling experience at Tiruvannamalai and dedicating a classic unto the Lord, Muttuswami Dikshitar resumed his onward journey to Tiruvarur. The next great spiritual centre enroute was Chidambaram. There are not many kShEtras between Tiruvannamalai and Chidambaram, excepting for Tirukoilur which is the abode of Lord Vishnu as Trivikrama and of Lord Siva as Veeratteswara and Atulyanatheswara. But Dikshitar, though he might have had darshan on the way of these temples, does not seem to have sung of them.

Chidambaram
One of the most popular and celebrated Siva kShEtras in the country, Chidambaram is the confluence of the varied and significant streams of religion, philosophy and art. Nowhere else do we see such a congregation of yOgIs, philosophers, musicians, dancers, poets, composers and of course the simply devout, offering homage to the Supreme Being through the medium of their calling, as at Chidambaram. For, Lord Nataraja symbolises for all of them the ultimate in their chosen mode of worship. No other place is closely connected with the performing arts as Chidambaram, which for Shaivites is simply 'kOyil'. The Lord Himself is a dancer, a consummate Artiste as represented in the beautiful icon that adorns the citsabhA. Nataraja is variously referred to as sabhAnAyakan (the Lord of the hall of Consciousness), ADalvallAn (the dancing God), naTEshan (the Lord of Dance) or simply sabEshan and by hundreds of other names. The esoteric significance of Nataraja is however nameless and formless; it is just Pure Consciousness, the substratum of all creation and is represented by His divine dance.
Lord Nataraja's dance encompasses the five acts, the panchakrityas: creation, protection, destruction, causing ignorance and granting of salvation. The Lord creates the world out of His own Shakti and at the end of creation, He withdraws Shakti unto Himself. The entire universe is dissolved and He alone shines in all His Glory. The screen in the citsabha when pulled aside reveals empty space. Behind the veil shines the Supreme Truth. This is the Chidambara rahasya and the significance of Akasa Tattva and Nataraja's dance. 
Muttuswami Dikshitar must naturally have been thrilled when he arrived at Chidambaram. He had sung of numerous deities, all various forms of the Supreme Being. Nevertheless, here, at Chidambaram, the Supreme Being Himself was an Artiste and this fact was special. Being a panchabhUta kShEtra, Dikshitar decided to compose a kriti which would bring out the glory of both the kShEtra as well as of the Lord of Dance. 
kEdArA is a rAgA that seemingly possesses very little scope. But not so for Dikshitar. It becomes quite obvious while contemplating on Ananda naTana prakAsham, that there is very little repetition in music throughout. Each line, each phrase, is fresh, full of the lilting beauty of kEdAram. The deep and powerful sAhitya is energised and fortified by the exquisite music, so that we have a work that, more than any other, portrays the joyous Ananda tAnDavA of Nataraja as much as it reflects the sublime truth that His dance signifies. 
Dikshitar says that the Lord is present as AkAsha (space) in the Heart of devotees and grants them happiness in worldly life and Liberation too (bhukti mukti prada daharAkAsham). The Lord granted Patanjali and Vyaghrapada the vision of His raised foot (divya patanjali vyAghrapAda darshita kunjitAbja caraNam). Alluding to Chidambaram as the premier shrine for Siva, Dikshitar describes Him as being Lord of all kshetras beginning from Kedara, in the process introducing the rAga mudrA too (shrI kEdArAdi kShEtrAdAram). The composer makes special mention of the priests of the shrine, the 3000 podu dIkshitars who are said to have descended from the Lord Himself (bhUsura trisahasra munIshwaram). Dikshitar says that the Lord is the embodiment of the highest truth of the Vedas, and that He can be truly described and comprehended only in the purest advaitic terms. His Ananda Tandava performed to the accompaniment of music and instruments, expounds the profoundest of truths, that of the Supreme Self. As a special feature, this kriti has solkattu swarams, dance jatIs interspersed with swarAs. Listening to this classic, what more could the Lord of Dance ask for from Muttuswami Dikshitar? Yet, there was more to come.
Dikshitar composed the song shivakAmEshwarIm in the rAga kalyANI. A short but lilting song, this composition is noteworthy for its description of the actual significance of Goddess Sivakamasundari. The caraNa begins as 'shAnta kalyANa guNAshAlini'. shAnta kalyANI is the name of the 65th mELakartA according to the kaTapayAdi formula followed by Venkatamakhi. In introducing the name of the rAgA in this song along with its kaTapayAdi prefix, Dikshitar, by a stroke of genius has alluded to the sthala purANA also. The Lord and Goddess Kali were engaged in a dance competition to determine who was the greater of the two. The Lord assumed the urdhva tAnDavA posture (i.e., with His right leg the Lord touched His right ear). On account of feminine modesty, Kali was not able to assume that pose. The Lord was therefore the victor. The Goddess's pride was quelled and She reverted to Her original self. As Kali She was asked to proceed to the outskirts of Thillai and reside there. As Sivakamasundari She joined Her Lord and is depicted as silently witnessing Nataraja's dance getting ready to merge with Him. She is therefore shAnta swarUpiNI, the very form of peace. This is alluded to by Dikshitar in the phrases 'shAnta kalyANa guNAshAlini' and 'shAntyAtIta kalA svarUpiNi'. The greatest art is being established in the Self which is beyond peace itself (shAntI atIta). The Goddess, says Dikshitar, is of the form of the art of being in that state that transcends stillness and peace. This describes the true state of Goddess Sivakamasundari and is just one of the numerous, amazing examples testifying to Dikshitar's vast erudition and his original, creative genius. chidambara naTarAja in kEdAram again and cidambarEshvaram in the rAgA bhinnaShaDjA, chidambara naTarAjam, a kriti in tanukIrti (here again, the significance of the formless Supreme is indicated as atanukIrtim, bringing the raga name and the core theme together), kanakasabhApatim in mALavashrI and a nOTTusvara piece(cintayEham sada) were his other offerings to Nataraja.
Dikshitar worshipped at the shrine of Govindaraja Perumal which is inside the Nataraja shrine and composed on Him too. Vishnu as Govindaraja, is seen to be reclining, which is neither sleep nor the state of waking. This signifies the state of turiya, the transcendence of the three states of existence, which manifests on the removal of mAya. Siva and Vishnu both exemplify the Supreme Truth of Chidambaram under the same roof. gOvindarAjam in mukhAri(which has the sthala purANa for this VaiShNava divya dEsha), gOvindarAjAya in suraTTi and gOvindarAjENa in mEca bauLI were the pieces Dikshitar wrote in praise of Vishnu here. The mukhAri and suraTTi have a veiled reference to the coexistence of the Vaishnavite and Shaivite shrines. In both kritis, Lord Govindaraja is described as a friend of Nataraja! The mEca bauLi kriti is perhaps the only one available in that rAgA.
In the first part of this series we had quoted the purANic truth: 
jananAt kamalAlayE, darshanAt aprasadasi, 
smaraNAd aruNAchalam, kAshi tu maraNAn muktih
that is,
Birth at Tiruvarur, darshan of Chidambaram, 
thinking of Arunachala and death at Kashi result in liberation. 
Dikshitar was born in Tiruvarur; through rigorous spiritual practice, his ego had perished in the Light of Consciousness that was Kashi; Arunachala as the Supreme Truth was ever manifest in his heart; and he had had darshan of Chidambaram, the true darshan of Cosmic Consciousness.

Vaideeswaram, Mayavaram and the Abhayamba vibhakti kritis
Crossing the Kollidam river, Muttuswami Dikshitar entered the Tanjavur region. Sirkazhi was the kShEtra on the line. Though Dikshitar might have visited that shrine and offered worship there, no kriti of his is extant on any of the deities at Sirkazhi. In passing, it may be appropriate to point out that his contemporaries Tyagaraja (nIvanTi deivamu ShaDAnanA in tODI) and Shyama Sastri (dayAnidhE mAmava in bEgaDA) have composed on Lord Subramanya at Sirkazhi.
Vaideeswaran Koil on the way to Mayavaram is an important kShEtra and is closely connected with Muttuswami Dikshitar's birth. Lord Siva as Vaidyanatha is supposed to cure man of all his ills. The Goddess is Balambika and Lord Subramanya's name here is Muthukumara. Dikshitar was named after Him. He refers to this in his song on Goddess Balambika in kalyANI, 'bhajarE rE chitta bAlAmbikAm' (guruguha rUpa muttukumAra jananIm). Dikshitar's other compositions at this kShEtra are, bAlAmbikAyai in nATakuranji, bAlambikAyAh param in karnATaka kApi and shrI vaidyanAtham in praise of the Lord in aThANa. The navagraha kriti angArakam AshrayAmyaham refers to the planet Mars having worshipped at the shrine here (pUjita vaidyanAtha kShEtram). Vaideeswaran Koil is considered to be the kShEtra where the planet angArakA is propitiated. In the karNataka kApi composition, Muttuswami Dikshitar refers to the Goddess as giving happiness to Lord Vaidyanatha who cures the illness of samsArA (bhavarOga hara vaidyapatIshwara sukhakaryA). The kriti kumArasvAminam in asAvEri is attributed to the Subrahmanya Swami at this shrine, but there is no direct kshEtra reference.
Muttuswami Dikshitar then proceeded to Mayavaram, a very important place of culture and pilgrimage situated on the banks of the Cauvery. Almost at the end of Her long journey, during which She enriches the material lives and quenches the cultural thirst of millions, in the process sacrificing Herself, the Mother Cauvery at Mayavaram becomes narrower and looks somewhat emaciated. But, that is only on the surface. The tulA snAnam during October-November attracts lakhs of pilgrims and is as religiously significant as it is at the river's source at Tala Cauvery in Coorg. The Cauvery is no less sacred at Mayavaram than She is at Tiruchi, Tiruvaiyyaru or Kumbhakonam. Mayavaram is one of the cultural bastions of the Chola region and has produced many artistes, poets and composers besides eminent literary figures.
The most important temple at Mayavaram is dedicated to Lord Siva as Mayuranathaswami. His Consort is Goddess Abhayapradambika. The sthala purANA says that the Goddess worshipped Siva taking the form of a peahen (mayUra), hence the name Mayuranatha for the Lord.
From the numerous compositions of Muttuswami Dikshitar on this temple, it can be surmised that he not only held this shrine as being hallowed and very sacred, but also that he must have visited the temple several times. Mayavaram or Mayuram or Mayiladuthurai as the place is referred to is not faraway from Tiruvarur. Anyway, for devout residents of the Chola dEshA, an annual pilgrimage to Mayavaram for thulA snAnam in the Cauvery there has always been mandatory. Dikshitar's father Ramaswami Dikshitar had stayed in Mayavaram for quite sometime before he settled permanently at Tiruvarur.
Dikshitar composed the well known dhanyAsi song mAyUranAtham and the lesser known songs in Ananda bhairavi and kEdAragauLa, both beginning as abhayAmbA nAyaka, in praise of the Lord. For the Goddess he had a special plan. One of his notable vibhakti kriti groups was composed in praise of Goddess Abhayamba. The way Dikshitar has handled the music in these compositions is truly path breaking. Each of these songs is a classic in that rAgA and explores little known or handled nuances in that particular melody. The tODi kriti dAkShAyani begins on the mandra dhaivata making it a swarAkShara and giving the song an ethereal beginning. The kalyANi song is a veritable treat and is noteworthy for the different way in which the rAgA is handled. We will have occasion to discuss these aspects while writing on Dikshitar's music. sAhitya-wise, the Abhayamba kritis afford evidence of the deep learning and scholarship of Dikshitar. We also understand his greatness as a poet and marvel at his felicity and the masterly way in which he has handled the Sanskrit language. The kEdAram song is an example not only of all the above, but also of his command over tantric doctrines and of his practical and deep spiritual experiences. 
The following constitute the Abhayamba vibhakti kritis: 
dhyAna kriti: sadAshrayE abhayAmbikE - cAmaram (ShaNmukhapriyA) 
1. abhayAmbA jagadambA - kalyANi
2. AryAm abhayAmbAm - bhairavi
3. girijayA ajayA - shankarAbharaNam
4. abhayAmbikAyai ashvArUDhAyai - yadukulakAmbhOji
5. abhayAmbAyA - kEdAragauLa
6. ambikAya abhayAmbikAya - kEdAram
7. abhayAmbAyAM bhaktiM karOmi - sahAnA
8. dAkShAyaNi abhayAmbikE - tODi
The series ends with a mangaLa kriti, shrI abhayAmbA, in shrI which Dikshitar has composed in manipravALam, that is a mixture of Sanskrit, Tamil and Telugu. 
There are many temples in and around Mayavaram which Muttuswami Dikshitar visited and composed on, but we shall have occasion to write about them later. Now, shall we follow the great composer to his native place, to the hallowed kShEtra which was going to witness the development of his great art and his evolution into a great spiritual soul? The distance between Mayavaram and Tiruvarur is just about 40 kms. His birthplace beckoned Dikshitar to hasten, and hasten the composer did, for, with what anxiety had he anticipated the moment of his setting foot again on that holy ground which he and his parents had left about fifteen years earlier? 

Return to Tiruvarur
One of the nerve centres of the Chola region, not only of religion and spirituality, but of art and commerce too, Tiruvarur is even today a calm and peaceful town. One can imagine the kind of atmosphere that prevailed about a couple of centuries ago. The big temple complex with its huge sea-like tank, the Kamalalaya, is the nucleus around which life revolves. Not far from the tank and towards the north of it is Vadambokki street, towards the west of which flows the Vadambokki river, a tributary of the Cauvery. The river is the lifeline of this important kShEtra and generously waters the lands of a vast area. A small house stood on Vadambokki street, the house of Ramaswami Dikshitar. This was the house where Muttuswami Dikshitar was born and where he was returning to, after almost 15 years. 
The citizens of Tiruvarur known for their piety and religiosity and their reverence for art and artistes, looked forward to welcoming one of their ilk back home. They had heard tales of Dikshitar's accomplishments in music and, familiar with his pious ways even as a lad, now eagerly awaited his arrival. Of course, the father's achievements were also significant, though fate would decree that those of the son overshadow them. 
The Tiruvarur temple had special reason to be proud of the Dikshitar family as Ramaswami Dikshitar had organised music for nAgaswaram and other instruments there. The grateful temple officials and others attached to the temple also joined the general public in eagerly expecting the family. One fine day Ramaswami Dikshitar and his family returned to Tiruvarur. It was a day of rejoicing and of celebration mainly at the thought that Dikshitar would thenceforth be living at Tiruvarur. The citizens of the town could be proud of the fact that two other natives of that holy soil were making waves in the field of art though no longer living there anymore. Now, the youngest of the three had returned to permanently settle down to add to the glory of the place.
It was quite possible to live a life of piety, austerity, devotion and righteousness in those days, two hundred years ago. For, though alien rule had established itself on the soil, it had not yet become strong enough to strike at the roots of tradition or orthodox religion or at right conduct. The days of the upper crust of society, charged with the task of preserving and protecting the Vedic dharma, being lured by the spoils of an alien civilization and falling prey to it had not yet arrived. sadAchArA was still followed in all its splendour and its votaries were still respected and revered. The brahmin home reverberated with the Vedas, yagnAs and religious and spiritual practices. The other communities were no less religious or spiritual and they played a great role in working for the prosperity of the entire region. The temple was the place where all congregated in common devotion to God and all in society had a role to play in the preservation and growth of its cherished traditions. The arts of music and dance, not to speak of divine poetry, found their true home in the temple. This was a glorious tradition established by the Cholas in their region and was continued by the Nayaks and the Marattas.
Thus, a divinely inspired composer like Muttuswami Dikshitar could be assured of a congenial climate for the pursuit of his life's work. Of course, this is not to discount dark fate that always lurked by, waiting for the moment to strike at the pious. Two of the Trinity were targeted by fate which perhaps calculated that they were soft targets for its mischief. If backbiting by detractors was Tyagaraja's lot, Dikshitar suffered the pangs of poverty. The path of the spiritual aspirant is however, not a bed of roses as has been the case with several of them whether be they pure aspirants with the single-minded pursuit after truth or whether they were poets or musicians or artists besides. Tyagaraja and Dikshitar too had to suffer and this, they very well knew. But to the role played by such cruel fate in Dikshitar's life, we shall have occasion to revert later.
Apart from the nitya karmAs that were prescribed for a brahmin, like the regular performance of sandhyA and the sacrificial fire, Dikshitar had his daily pUjAs too to perform. As he was a shri vidyA upAsakA, Dikshitar had to adhere to strict norms and regulations that were prescribed. The time left after such daily obligations was spent by him at the Tyagaraja temple. Dikshitar, right from his younger days, was attached to Lord Tyagaraja and Goddess Kamalamba. The peaceful atmosphere of the temple radiating immense spiritual power naturally attracted him very much and he was wont to spend long hours in its precincts, praying, singing and meditating. When his artistic inspiration welled up from within, Dikshitar burst into song. The composition would, of course, be gone over repeatedly and chiselled and perfected over time.
Thus passed by peacefully, Mutuswami Dikshitar's early days at Tiruvarur.

Tiruvarur, Lord Thyagaraja and Thyagaraja Vibhakti kritis
Tiruvarur has several names. Chief among them are, srIpuram, kamalApuram, mUlAdhAra kShetra, hATaka kShetra, chamatkArapuram, etc. It is said that the Thyagaraja temple is built as Vishnu swarUpA and that in the centre of it is situated the main shrine of Thyagaraja. Siva as Lord Thyagaraja is supposed to dance in the heart-lotus of Vishnu. The mahAnArAyaNa upaniShad itself mentions this. 
The Thyagaraja temple is a massive complex and is reputed to exist for more than 1500 years, though, until the 9th century, the temple was supposed to be an ordinary brick and mud structure with the various shrines as separate units.
It was after the 9th century that the Cholas started building the mammoth stone edifice and created the intricate and imposing architecture and sculptures that we see now. Later additions were made by the Vijayanagara kings, the Nayaks and the Marattas. Each deity enshrined in the temple has its own significance, its own mode of worship, festivals etc. The Tiruvarur temple was supposed to have employed the largest number of musicians and dancers (hundreds, literally) in its days of yore, according to an inscription in the Big temple of Tanjavur. The Tiruvarur temple also houses the largest hall dedicated to the art of painting. It has besides, very rare musical instruments that are still being played during festivals. Being a storehouse of the arts it is no wonder that this was Dikshitar's favourite shrine. It is also not surprising that Dikshitar dedicated the largest number of songs to this temple. 
The presiding deity is Lord Thyagaraja. The purANA says that the icon was worshipped by Vishnu Himself. He then gave it to Indra who in turn gave it to King Muchukunda who installed it at Tiruvarur. This is one of the two Siva temples where He is depicted with form in the main shrine itself, the other being Chidambaram. The linga representation is the valmIkalingam, the linga of the anthill. The valmIkalingam is one of the five lingAs enshrined in the Thyagaraja temple complex representing the five elements. The other four are sadAchalEshwara, hATakEshwara, AnandEshwara and sIddhIshwara. On the main valmIkalingam, Since Tiruvarur kShEtra is dedicated to the concept of birth or manifestation (jananAt kamalAlayE), the five primordial elements without which no life is possible on earth, are supposed to have their origins here, hence separate shrines for them at this temple. Dikshitar wrote srI valmIkalingam in khAmbOji. He dedicated four other songs, one for each of the other elemental lingAs. These are, sadAchalEshwaram in bhUpALam, hATakEshwaram in bilahari, AnandEshwarEna in Ananda bhairavi and sIddhIshwarAya in nIlAmbari. 
Lord Thyagaraja is said to symbolise the highest truth that the Vedas speak of. His name itself suggests that He is the Lord of Renunciation. The name of the Lord, the significance of His dance and the mystical significance of Tiruvarur are closely interlinked. It is enough to be born in Tiruvarur to be assured of Liberation. For those born at Tiruvarur, that birth is supposed to be the last one, which means that their vAsanAs (latent tendencies), are in the last stages of existence. Much of their ego has already been destroyed, sacrificed at the altar of puNyA (good deeds) performed in their previous births. The Lord's name symbolises this sacrifice of which He Himself is the King. The renunciation of the ego, of ignorance, results in the shining of the Pure Atman that He is. The Lord's dance at Tiruvarur is known as ajapA naTanam or hamsa naTanam, the wordless dance or the dance devoid of syllable, the dance of the true Self, of the Great Soul in Perfect Silence, without the trappings of the ego. In other words, ajapA symbolises the All-Pervading, Pure, Undiluted Nature of Brahman. Thus are the name of the Lord, the import of His dance and the esoteric significance of the place interrelated. 
The purANA says that Siva dances in the heart of Vishnu who is in yOga nidrA on Adisesha. The esoteric significance is that the already highly evolved soul (represented by Vishnu) is ready to merge into the Eternal Soul (represented by Siva). Muthuswami Dikshitar refers to this esoteric truth in his compositions on Lord Thyagaraja. In the nIlAmbari composition, tyAgarAjam bhajEham, Dikshitar refers to Vishnu as yOgi and adds that other yOgIs too worship Thyagaraja (yOgi nArAyaNa Adi upAsitam). The icon of Thyagaraja is of sOmAskanda, i.e., of Siva, Parvati and Subramanya together. Only the face of the Lord is visible. From the face downwards the body of the Lord is covered by alankArAs, garlands and jewellery and further down is sealed by a box like structure. His dance is not revealed, it cannot be witnessed by the outer eye. That it is the most secretive dance, the dance of the Self, which has to be cognised in one's inner being, is symbolically shown by concealing the Lord's form from the shoulder downwards. 
As mentioned earlier, one of the names of Tiruvarur is mUlAdhAra kShEtra. This too has deep esoteric significance. It is in the mUlAdhArA that the kunDalini shakti is said to be coiled in sleep. The kunDalini is represented outwardly by Adi Sesha or Ananta, the seat of Lord Vishnu and symbolises the latent, unmanifest tendencies of man. All in all, the metaphysical concept of Tiruvarur reveals the primordial, natural state of man, that of birth, the true Birth of the Soul. All these mystical symbolisms are appropriately brought out by Dikshitar in his numerous compositions on Thyagaraja, the five songs on the panchalingAs and other kritis composed in the Tiruvarur temple. 
Eight of the songs on Thyagaraja he chose to compose in the eight declensions of the Sanskrit language. Thus the Thyagaraja vibhakti kritis comprise:
1) tyAgarAjO virAjatE aTANA
2) tyAgarAjam bhajarE yadukulakhAmbOji
3) tyAgarAjaEna samrakShitOham sALaka bhairavi
4) tyAgarAjAya namastE bEgaDA
5) tyAgarAjAd anyam najAnE darbAr
6) tyAgarAjasya bhaktO bhavAmi rudrapriyA
7) tyAgarAjE krityAkrityam arpayAmi sArangA
8) vIravasanta tyAgarAja vIravasantA

Tiruvarur, composition of Kamalamba navavaranam, Neelotpalambika kritis and shodasha ganapati kritis
The compositions on Lord Tyagaraja are masterpieces in the respective rAgAs. Each of these songs contains deep vEdAntic import. Besides the above, he composed a song in shrI, tyAgarAja mahAdvajArOha, detailing the various festivals of the temple. tyAgarAja yOga vaibhavam in Ananda bhairavi is an epic composition, though short, in terms of music, sAhitya, poetry and philosophy. Dikshitar employs the gOpuchha and srOtOvaha yati patterns. Besides being a poetic marvel, the yati phrases reveal deeply significant philosophy. tyAgarAjam bhajEham in nIlAmbari is a delightful composition which, like the above song in Ananda bhairavi consists of only the samaShTTi charaNam. Another composition with only the samaShTTi charaNam is tyAgarAja pAlayAshumAm wherein Dikshitar refers to the ajapA naTanam as being understood and worshipped by yOgIs. Though a short composition, the gauLA rAgA in this song is exhaustively treated. The three rare rAgAs in this series are vIra vasanta, sALaka bhairavi and rudrapriyA. 
Tyagaraja has two consorts here, Goddess Kamalambika, who is depicted as performing penance in order to attain the Lord and Goddess Nilotpalambika, who is depicted as being married to the Lord. 
The kamalAmba navAvaraNa kritis can be referred to as the magnum opus of Dikshitar. Since Kamalambika does penance here in order to become one with Siva, She is depicted in the yOgic posture. That Dikshitar chose to dedicate the navAvaraNa kritis to Kamalambika shows not only the deep reverence he had for Her, but also highlights the fact that Tiruvarur being a mukti kShEtra, shrI vidyA, which is the core of the kritis is the Knowledge that leads to the Ultimate Goal of mukti. In this group too, Dikshitar has chosen to compose in the eight Sanskrit declensions. For the ninth kriti pertaining to the ninth and last AvaraNA, he employs all the eight declensions. Besides, this group has a dhyAna kriti as well as a mangaLa kriti. Dikshitar employs the rare rAgA ghanTA for the eighth composition. This group of eleven compositions can be said to be the culmination of the best of music, poetry and intricate philosophy and can be easily classified as being the greatest contribution of Muthuswami Dikshitar to the art and science of music. 
The kamalAmbA navAvaraNa kritis comprise: 
1. kamalAmbikE dhyAna kriti tODi 
2. kamalAmbA samrakShatumAm first AvaraNA Ananda bhairavi
3. kamakAmbAm bhajarE second AvaraNA kalyANi
4. shrI kamalAmbikAyA third AvaraNA shankarAbharaNam
5. kamalAmbikAyai fourth AvaraNA kAmbOji
6. shrI kamalAmbikAyA param fifth AvaraNA bhairavi
7. kamalAmbikAyA: sixth AvaraNA punnAgavarALi
8. shrI kamalAmbikAyAm seventh AvaraNA sahAnA
9. shrI kamalAmbikE avAva eighth AvaraNA ghanTA
10. shrI kamalAmbA jayati ninth AvaraNA Ahiri
11. shrI kamalAmbikE mangaLa kriti shrI

Dikshitar paid his tribute to Goddess Neelotpalambika, the other consort of Lord Thyagaraja, in a unique way. He offered Her too eight songs in the eight Sanskrit declensions, but introduced a novel concept as far the rAgAs he used were concerned. He employed the eight variations of gauLa. These are referred to by some as gauLa kritis, though, these belong to different mELAs. The rAgAs chAyagauLa and pUrvagauLa are rare melodies and Dikshitar kritis are the only reference points for these rAgAs.
The Neelotpalamba kritis comprise:
1) nIlOtpalAmbA jayati nArAyaNagauLa 
2) nIlOtpalAmbaAm bhajarE rItigauLa 
3) nIlOtpalAmbikayA kannaDagauLa 
4) nIlOtpalAmbikAyai namastE kEdAragauLa 
5) nIlOtpalAmbikAyA param nahIrE gauLA
6) nIlOtpalAmbikAyAstava dAsOham mAyAmALavagauLa
7) nIlOtpalAmbikAyAm bhaktim karOmi pUrvagauLa 
8) nIlOtpalAmbikE nitya shudhAtmikE chAyagauLa
There is another composition which does not belong to the above group. srI nIlOtpalanAyikE in rItigauLa is a masterpiece in that rAgA. 
Another group of kritis are those on the ShODaSha (sixteen) Ganapati shrines in the temple. Apart from the fact that Lord Vinayaka is propitiated at the beginning of any activity, be it of religious nature or of the mundane, He is specially worshipped by a sect of sanAtana dharmIs who are called gANapatyAs. For this sect, Vinayaka is the Supreme Being. tAntric practices form part of their worship of the elephant-faced God. 16 forms of Ganapati are worshipped, each having its own significance and each of the 16 has separate shrines at the Tiruvarur temple. Muttuswami Dikshitar wrote in praise of all these 16 forms. An examination of the sixteen composition reveals Dikshitar's wide knowledge of the intricacies of gANapatyA worship. 
Sundaramurti Nayanar was one of the greatest of shaivite saints and one of the greatest devotees of Lord Siva. His life was closely connected with Tiruvarur. He is therefore honoured with a separate shrine in the temple. Dikshitar paid a special tribute to the saint by composing a song in raga TakkA - sundaramUrtim AshrayAmi. This is the only composition extant in this raga, other than Tyagaraja's rAka sashivadana. 
Dikshitar composed the dhanyAsi song mangaLadEvatayA in praise of Goddess Lakshmi and refers to Her as being established at Kamalalaya, Tiruvarur. Once, Maha Vishnu through the curse of Sage Brighu was separated from his consort Lakshmi. He was advised to perform penance in order to rejoin Her. Lakshmi too performed penance at Tiruvarur. Kamala is another name for Lakshmi, hence Kamalalaya. Therefore, in the manner of his bilahari composition kAmAkShi varalakShmi at Kanchipuram (reference to which has been made in the sixth part of this series), Dikshitar looks at Mahalakshmi as Kamalambika Herself. In his hiraNmayIm lakshmIm (lalita) he refers to her as shrI kamalAmbikAm parAm. There is a temple dedicated to Goddess Renuka Devi, popularly known as Mariyamman in Tamil, in the Vijayapuram area of Tiruvarur. On this deity, Dikshitar wrote the kannaDa bangaLa song rENukAdEvi samrakShitOham. This raga is again a very rare one and we have only the above Dikshitar kriti as reference.

Tiruvarur, the master of astrology composes the navagraha kritis
Greatness in art certainly does not go unnoticed, and there were any number of enthusiasts desirous of undergoing tutelage in music under Muttuswami Dikshitar. The musicians and dancers attached to the temple were naturally attracted by his music. They found that it was different, not just the melody of it, but the language and the theme too. Familiar as they were with padas in Telugu and Tamil which eulogised kings or zamindars or other patrons, they found Dikshitar's compositions which he himself and his brothers sang at the temple, breaking fresh ground. The dignified sAhityA which was always in praise of God, or which spoke of mysticism, the subtle yet dignified and soulful beauty of the music in slow tempo and the elegant poetic nuances were, whether regarded individually or collectively, revolutionary, affording new vistas of delight and sublime experiences, both aural and mystical. It was thus that slowly, a few Nagaswara Vidwans and Devadasis belonging to Tiruvarur and adjoining villages decided to sit at Dikshitar's feet and imbibe his art. 
Dikshitar's decision to teach students belonging to all communities was a revolutionary step and one in the right direction. Considering that Brahmins in those days were very particular about upholding orthodox principles and especially that Dikshitar had to observe certain principles of AchArA as he was a shrI vidyA upAsakA, his throwing open his doors to students of all communities was a decision that demanded extraordinary courage and one that must be hailed as trailblazing. It had far reaching consequences on the status of music and its future. In the years ahead, the Nagaswara vidwans, Devadasis, people belonging to the Parashaiva community and the Natyacharyas could significantly enhance not only their repertoire, but the quality of their music too underwent a lot of change for the better, gaining in maturity, depth and beauty. One of the earlier disciples was Shuddha Maddhalam Tambiappan who belonged to the Parashaiva community. nAgaswara vidwan Koorainadu Ramaswami Pillai, another eminent nAgaswara vidwan of those times Terazhundur Bilvavanam, Tiruvarur Ayyasami Nattuvanar who was a Natyacharya, Tevur Subramania Iyer, Tirukkadayur Bharati, a Tamil scholar, Vilvavanam Ayyasami and the then eminent vINa vidwan Avudayarkovil Venkataramayyar were some of the early disciples. Ammani of Vallalar Koil and Kamalamba of Tiruvarur, both of whom belonged to the Devadasi community were the two prominent lady disciples.
It is significant to note that Dikshitar's disciples not only came from all communities and belonged to both sexes, but also that they comprised not only vocalists but instrumentalists too. The traditional community of musicians and dancers were naturally equipped to learn and handle the intricate compositions of Dikshitar. Centuries of total dedication and devotion over several generations ensured that art flowed in their veins, becoming part of their bloodstream. 
Tambiappan was one such artist. He played the Shuddha Maddhalam, an instrument that belonged almost exclusively to the Tiruvarur temple. For generations Tambiappan's ancestors played this rare instrument at the Tiruvarur temple and he continued that glorious tradition. The Shuddha Maddhalam is an instrument that resembles the mridangam but is longer in size than the latter. The right side of the Shuddha Maddhalam has a greater quantity of the black paste which results in the instrument giving out a deeper tone and resonance. Shuddha Maddhalam is one of the five instruments of the Pancha Vadyam of Kerala but is a rarity in Tamilnadu temples. Tambiappan's discipleship under Dikshitar was significant in more ways than one.
One important aspect of Tambiappan's tutelage under Dikshitar was that, he sired many disciples, some of whom became prominent musicians and composers. Many of these in turn, taught Dikshitar kritis to a number of people. Tambiappan therefore, played no mean part in the spread of Dikshitar compositions. Perhaps the most important contribution of Tambiappan to the Dikshitar saga was his role in the navagraha kritis.
Tambiappan once suffered from severe stomach ailment. Medical treatment did not relieve his acute suffering. He therefore sought the advice of his guru. Muttuswami Dikshitar perused Tambiappan's horoscope and discovered that he was running a very bad period then and that the planet Jupiter was afflicted in the horoscope. The great composer spent sometime in deep reflection. Medicines had failed to cure Tambiappan's disease. The alternative was to perform elaborate navagraha shAnti. As one endowed with rare insights, an extraordinary idea occurred to Dikshitar. He decided to compose a kriti praising Jupiter. Such was the intuitive genius of that great man, that in keeping with the highly beneficent and expansive nature of Jupiter, its nobility and grandeur, a raga that possessed all these qualities sprang from his innermost depths. The raga dEvatA of aTHANA stood before Dikshitar, ready to perform his command. She gave her all, revealed her majestic splendour, elegantly caressing the superb poetry. The result, brihaspatE, was a grand, consummate work that was the harbinger of a new form of prayer which the devout and the musically minded could utilise in order to cure themselves of ills that visited them on account of the bad placement of planets. It also gave rise to the creation of six more compositions in praise of the other members of the solar system. Dikshitar bid Tambiappan sing the kriti on Jupiter. Needless to say he got completely cured of his stomach ailment within a few weeks. The efficacy and practical utility of Dikshitar kritis is proved by this incident.
The vAra kritis comprise yet another major corpus in Carnatic music that stands out for the exemplary and exhaustive treatment of some of the most important ragas. The seven compositions are set to the sULAdi sapta tALAs, yet another distinctive feature of Dikshitar's genius. They also reveal the vast learning and erudition of Muthuswami Dikshitar. A master of astrology himself, Dikshitar has incorporated the essential details concerning the planets in these compositions. The navagraha kritis comprise:
Composition - Raga - Tala - Planet
1) sUryamUrtE - saurAShtram - dhruva - Sun 
2) candram bhaja mAnasa - asAvEri - maTya - Moon
3) angArakam AshrayAmyaham - suruTTi - rUpaka - Mars
4) budham AshrayAmi - nATakurinji - jhampa - Mercury
5) brihaspatE - aThANA - tripuTa - Jupiter
6) shri shukra bhagavantam - paras - aTA - Venus
7) divAkara tanujam - yadukulakAmbOji - Eka - Saturn
It is said that the kritis on Rahu and Ketu, the nodes of the moon were not composed by Dikshitar but were later interpolations.

Places around Tiruvarur, Kuzhikkarai and composition of shri viswanatham ragamalika, Mannargudi
We do not know how comfortably or otherwise Dikshitar was placed in those early years after his return to Tiruvarur. His father Ramaswami Dikshitar was a recipient of the Tanjavur king's munificence earlier. Whether this continued in full measure after the family returned to Tiruvarur is not known, though it can be surmised that some kind of allowance must have been offered by the palace in lieu of Ramaswami Dikshitar's services to the cause of music. What can be said with some authenticity is that the Tiruvarur temple would have catered to the needs of the Dikshitar family. 
As already pointed out earlier, Ramaswami Dikshitar, and later on Muttuswami Dikshitar, were both associated with organising the temple music. Nevertheless, because of Dikshitar's peripatetic life, the temple might not have been able to regularly provide for his family. For, in those days, travelling to a place entailed either walking or taking a bullock-cart. Travel from Tiruvarur to Mannargudi for example, about 25 miles away, would take about a day or two depending on whether one engaged a cart or footed the distance. 
Of course, in those good old days there were chatrams (choultries) where a pilgrim could stay comfortably and could also cook. There were philanthropists who provided food, either raw or cooked, for the benefit of pilgrims. There were separate anna chatrams too. (Choultries where food was served to pilgrims). The tradition of the 'UTTuppura' of Kerala flourished in Chola Desha too. These choultries built during the Nayak and Mahratta regimes were solid structures, artistically built and some of the big ones could house hundreds of pilgrims. 
Remnants of such choultries can still be seen all over Tanjavur district, neglected and left to rot without anyone to care for their preservation - a grim reminder of the pathetic times we live in. But simultaneously, they remind us of the glorious times that were. Times when philanthropy reigned, when there was true respect and regard for the artist, for the spiritually inclined, when society felt it was its duty to support such souls. Without worrying about where the next meal came from, the pilgrim or artist whose sole aim was to realise the Ultimate Truth through his chosen pursuit could attend to the cravings of his soul. Though things had already begun deteriorating with the advent of British rule and artists and spiritually inclined people of the 18th century were the early casualties, as long as there were large hearted individuals and as long as people depended on their feet for travelling, the tradition of free hospitality continued to flourish. 
One can be sure that Muttuswami Dikshitar made use of such facilities during his pilgrimages. 
His fame as composer having spread across the region, authorities of many temples in the surrounding areas invited Muttuswami Dikshitar to visit their temples and compose on the deities there. The frequent pilgrimages of Dikshitar resulted in short or long absences from Tiruvarur. But Tirvarur was his base, not only because he was born there and had a home and that his parents were living there, but also because of his extreme attachment to the deities of Tiruvarur.
We shall now travel with the Pilgrim to some of those hallowed shrines situated in the Cauvery delta. 
Kuzhikkarai is a village about 5 miles from Tiruvarur on a side road off the Tiruvarur-Mannargudi road. This village has a charming little temple dedicated to Lord Siva. Vishveshwara or Viswanatha and Vishalakshi are the names of the deities. This kShEtra is known as Madhya Kashi and Gartateeram. The temple was a private property owned by Vaidyalinga Mudaliyar. It still remains a private property and is managed by Vaidyalinga Mudaliar's descendants. Vaidyalinga Mudaliyar once decided to perform the kumbAbhiShEkham of the temple. He had heard about Muttuswami Dikshitar and his immortal compositions, and invited the composer to his village to grace the occasion. Dikshitar participated in the kumbAbhiShEkham and partook of the grace of the Lord and the Goddess. Vaidyalinga Mudaliyar showed him great respect and reverence and also performed kanakAbhiShEkham for Dikshitar. A desire rose in his heart to have his glory sung by the great composer. This request was conveyed to Dikshitar who had never sung in praise of a mere mortal. He pointblank refused the Mudaliyar's request and composed instead the masterpiece shrI vishvanAtham, a garland for the Lord in 14 ragas. In the verse in bhUpAla raga which is the 14th raga, Dikshitar referred to the Lord as the protector of Vaidyalinga Mudaliyar (vaidyalinga bhUpAla pAlanam). Dikshitar also composed kAshi vishvEshvara in khAmbOji, as also annapUrNE visAlAkshi in Sama at this temple.
(Refer to Autobiographical References in Muttuswami Dikshitar kritis and the Kuzhikkarai Temple today )
The main lingam is a bANalingam which is similar to the one at Kashi. The tank is gartatIram or kuzhikkarai. A bath in this tank is supposed to remove leprosy. Dikshitar in his kAshi vishvEshvara, describes the kshEtra as 'kAshi kshEtra sadrushAdikaphaladam' meaning, equal to Kashi and capable of bestowing greater boons. He also says 'kuShTarOgApaha gartatIra shambhO', meaning that a bath in this tank removes leprosy. From Dikshitar's compositions on this temple, it can be surmised that the Kuzhikkarai temple must have been a powerful shrine. It is now neglected and in utter disrepair with the existing descendant of Vaidyalinga Mudaliar not being able to effect any restoration or improvement. 
Mannargudi is an important pilgrim centre about 25 miles from Tiruvarur. In days of yore, especially during the reign of the Cholas, Nayaks and the Mahrattas, Mannargudi was at the pinnacle of its glory. During the Nayak and Mahratta rule, Mannargudi was the artistic capital of the Chola region. It was here that artistes were given houses by the kings and a large number of musicians and dancers belonging to the Tanjavur court lived here. 
The Vaishnava shrine dedicated to Rajagopala Swami is a huge and very ancient one. The beautiful utsava icon of the Lord incorporates Ambal too and is therefore an ardhanArIshwara mUrti. Hence the Lord's name here is Sri Vidya Rajagopala. The esoteric significance is that, Vishnu and Ambal are one and the same shakti and represent jointly the act of preservation and protection of life. After a satisfying darshan of the deities, Muttuswami Dikshitar dedicated a couple of songs to the temple. shrI rAjagOpAla in sAvEri is one of Dikshitar's exquisite compositions. Along with Tyagaraja's rAma bANa and Shyama Sastri's durusugA, Dikshitar's shrI rAjagOpAla provides an exhaustive portrait of the sAvEri rAga. The kriti also provides complete details about the Lord. The esoteric significance of shrI vidyA rAjagOpAla swAmi is brought out in the anupallavi madhyamakAla lines, 'dakShiNa dvArakApura nilaya vishiStAdvaita advaita Alaya'. Dikshitar also speaks about the huge and beautiful temple tank called haridrA which he refers to as a river (nIra sampUrNa haridrA nadi). This kriti is also noted for its beautiful alliterations and delectable poetry. Dikshitar also composed the piece shrI vidyA rAjagOpAlam in the rare rAga jaganmOhanam in praise of the Mannargudi Perumal. In addition the kriti rAjagOpAlam in mOhanam was also composed here. 

Needamangalam, Kumbhakonam, Swamimalai, Tiruvidaimarudur, Mayavaram and important shrines around Kumbhakonam and Mayavaram
Between Mannargudi and Kumbhakonam lies Needamangalam, where there is a temple dedicated to Sri Rama who is here known as Santana Ramaswami. This is a hallowed VaiShNava kShEtra in praise of which Muttuswami Dikshitar wrote the song santAna rAmaswAminam in the rAgA hindOLavasantam. He then proceeded to Kumbhakonam where he must have stayed for quite some time. 
Kumbhakonam is praised in the purANAs as being a very sacred place. It is sacred to both shaivites as well as vaiShNavites. Next to Kanchipuram, Kumbhakonam boasts of the largest number of temples. The Kumbheswara and Nageswara are the two important Siva temples, while the Sarangapani and Ramaswami are the two famous Vishnu temples here. All around Kumbhakonam one comes across kShEtra after kShEtra, each with its own ancient lore, its captivating architecture and its importance as a place of pilgrimage. Kumbhakonam was and still is the cradle of the unique culture of Tanjavur. The Cauvery flows across the heart of the town after paying homage to the Gods at various shrines, after watering vast tracts of land to render them lush and green, after quenching the thirst of several millions, after giving Her all, thereby becoming quite slender at Kumbhakonam, though not emaciated. Several of Her tributaries like the Arashalar and the Veera Chozan take off at various points before Kumbhakonam and form a beautiful garland around the town that represents the best that has to be had in religion, spirituality, art, culture, education, cuisine and hospitality. Choultries, mutts and mantapas stand grand testimony to the munificence and piety of the empires that ruled the region. Kumbhakonam still retains the charm, the air still smells of that mystical quality of yore. 
Muttuswami Dikshitar worshipped Lord Kumbheswara and His Consort Mangalambika. The ghaNTA piece mangaLAmbikAm was dedicated by Dikshitar to the Goddess. Dikshitar is said to have written a song in kalyANi on Kumbheswara but the authenticity of this piece is doubted by some. He must have surely worshipped at the temples of Nageswara, Sarangapani and Ramaswami. But there are no compositions available on these deities. About five miles west of Kumbhakonam on the road to Tiruvaiyyaru is situated the famous shrine Swamimalai, dedicated to the Divine Child of Siva and Parvati. This is one of the six hallowed kShEtrAs for Subramanya and here He is known as Swaminatha, the Preceptor to His Father Himself. Muruga taught the import of the praNava mantra to Lord Siva here. For Dikshitar whose guru was Lord Subramanya, this shrine and the Lord's manifestation here must have held deep significance. Two songs shrI bAlasubramaNyA in bilahari and shrI swAminAthAya in khamAs were dedicated by Dikshitar to his guru who dispenses grace standing as an elegant, majestic brahmachAri here. 
East of Kumbhakonam, about six miles on the road to Mayavaram, there are several sacred shrines, foremost of which is Madhyarjuna or Tiruvidaimarudur. Lord Siva is known here as Mahalingaswami. This is a prominent centre of bhakti and advaita which was sanctified by the visit of Adi Sankara and by the peerless devotion of the 17th century saint Sridhara Venkatesa Ayyaval of nearby Tiruvisainallur, Tiruvidaimarudur was also the capital of the Mahratta king Amarasimha. Not only was it a great centre of religious and literary learning, resonating with the chanting of the Vedas and Upansihads and the Tamil Thirumurais, it was also a great centre of culture and the arts. Several artists made their home here. Remnants of that great culture of yore can still be seen at Tiruvidaimarudur in the form of palaces, choultries, mutts and music and dance halls. The Mahalingaswami temple is famous for its grand festivals and processions of deities. To this great centre of pilgrimage came Muttuswami Dikshitar. The scintillating composition in paras, cintayE mahAlinga mUrtim and the deeply sublime paradEvatA brihatkucAmbA in dhanyAsi were his offerings to Lord Mahalinga and Goddess Brihatkuchamba. Though rarely heard, the paras composition is a masterpiece in that rAgA and is one more proof of Dikshitar's versatility and genius in handling scholarly rAgAs. The rAga mudrA is deftly woven in the anupallavi lines 'antaranga bhaktajanAnAm atisamIpa rju mArga darshitam'. The Lord is described as revealing to the close, staunch devotee, the direct and the surest path to salvation. He is also described, in the madhyamakAlA of the charaNam, as taking on various forms such as Somaskanda at Tiruvarur, Nataraja at Chidambaram, as Bhairava, the Lord of Kali and as Swaminatha of Swamimalai. This composition is a wonderful blend of poetic beauty, musical wealth and deep philosophical concepts. The dhanyAsi piece on the Goddess explores the colourful and deep images of that rAgA.
Near Kumbhakonam is a shrine to Lord Siva called Sri Vanchyam. Here, Dikshitar composed the suraTi song shrI vAncanAtham on the Lord and mangaLAmbikAyai in mALavashri and shrI mangaLAmbikE in kalyANi on the Goddess. To the south-east of Kumbhakonam, very near Semmangudi, is a village called Tirukkannamangai where there is an important Vaishnava shrine. Here Dikshitar dedicated an elaborate composition, bhaktavatsalam, to Lord Bhaktavatsala in the mELa rAgA vamshavati, which describes the temple and its environs in great detail. In the sanctum there is a large beehive. The bees are believed to be the Devas, worshipping the Lord. This is mentioned in the line "suramayamadhumakshikArAdhitam".
Dikshitar had already visited Mayavaram and stayed there for some time on his way back from Kanchipuram to Tiruvarur. He nevertheless must have visited the town a few times in his life for, Mayavaram was eminently sacred, both religion and culture wise. There are several important shrines near Mayavaram. Tirukkadayur is the place where Lord Siva as Amritaghateswara subdued Yama, the Lord of Death. The manOhari song shankaram abhirami manOharam is on the Lord and Dikshitar makes mention of the special abhiShEka performed with 1008 conches here. Goddess Abhirami is considered powerful here and She is celebrated in the rare song abhirAmIm in the rAgA bhUShAvati. On another side of Mayavaram is the Siva shrine of Vallalar Koil. The dEvagAndhAri masterpiece vadAnyEshwaram was dedicated by Dikshitar at this place. This composition is one of the most beautiful ones in dEvagAndhAri. The ancient kShEtra of Shvetaranya or Tiruvenkadu is situated near the ancient Chola port at Pumpukar where the Cauvery ends her journey and merges into eternity. Here, the Eternal Pilgrim dedicated to Lord Shvetaranya, the Arabhi song shvEtAraNyEshwaram and a song in kalyANi on the Goddess Brahmavidyamba. Terezhundur near Mayavaram is famous for its Vaishnava shrine to Lord Parimala Ranganatha. The beautiful and moving North Indian rAgA hamIr kalyANi (hamvIru in Venkatamakhi's parlance) was the medium chosen by Dikshitar to pay homage to Vishnu. His parimaLa ranganAtham stands testimony to his supreme talent in utilising a Hindustani melody for a major composition. 

Around Tiruvarur, Pulivalam, Kivalur, Nagapattinam, Vedaranyam, demise of his parents
Around Tiruvarur there are several important shrines which Muttuswami Dikshitar visited and sang of. Pulivalam is a VaiShNava kShEtra which is revered as a local Tirupati. Here, Dikshitar composed a song in Manipravalam, a mixture of Sanskrit, Tamizh and Telugu. vEnkaTAcalapatE in kApi (now called karNATaka kApi) is a masterpiece both in sAhitya and sangIta and it is heartening that the original music of this piece is preserved intact without being corrupted to the Hindustani version of the rAgA. shrI vEnkaTagirIsham AlOkayE in suruTTi was also composed here. The varALi peice shEShAcala nAyakam also has a reference to Pulivalam.
At Kivalur on the Tiruvarur-Nagapattinam road there is a shiva kShEtra where the Lord is known as Akshayalinga Swami (kEDiliappar in Tamizh). This is associated with a miracle in Dikshitar's life. It is said that Dikshitar composed the shankarAbharaNam piece akShayalinga vibhO in praise of the Kivalur deity and went to the temple to offer it to Him. It was noon time and the services were over. The priest was preparing to close the inner shrine. Dikshitar requested the priest to keep the doors of the Lord's shrine open a little while so that he could sing the piece he had composed and worship the Lord, as otherwise he would have to wait until evening. The priest was unmoved and told Dikshitar that the heavens would not fall if he came later to offer the song. The Lord was not going to run away. So saying, the priest closed the doors. The disappointed Dikshitar nevertheless sat down and began singing the composition. The priest was surprised at the doggedness of Dikshitar and with an amused but irritated countenance watched the composer offer the sublime shankarAbharaNam song to the accompaniment of his own vINA. A few others who were within hearing distance came near to listen to what was by now beginning to captivate them. It is said that no sooner had Muttuswami Dikshitar completed the song than the doors of the inner sanctum opened by themselves revealing the majestic Lord and of course proving to the world that His grace was always available to Dikshitar. The stunned priest fell at the composer's feet and begged his pardon. The other listeners followed suit. News of the incident spread in no time and people gathered to revere the pilgrim who had honoured their village not only with his visit but by his inimitable composition. Kivalur is a charming little village tucked away in the south-eastern corner of Tamilnadu with lush green fields carpeting the whole region. The Akshayalinga temple stands tall and proud at having secured from one of the greatest art composers of all time, a matchless gem, a work of timeless literary and musical quality.
Further on the road to Nagapattinam is the shrine of Sikkal dedicated to Lord Subramanya. The youthful beauty of Singaravadivelan, as the name itself suggests, elicited from His disciple-devotee the composition shringAra shaktyAyudha in the rAgA ramAmanOhari. 
Muttuswami Dikshitar then proceeded to Nagapattinam on the sea coast. Nagapattinam is an ancient trading port and is also a pilgrim centre. The Kayarohanesa temple is dedicated to Siva and to the Goddess who is known as Neelayatakshi. 
Muttuswami Dikshitar composed the dEvagAndhAram song kAyArOhaNEsham in praise of the Lord and amba nIlAyatAkShi in nIlAmbari as an offering to the Devi. 
Nilayatakshi is one of the three deities who has elicited compositions from all three members of the Music Trinity, Shyama Sastri, Tyagaraja and Muttuswami Dikshitar (The other two are Goddess Kamakshi of Kanchipuram and Goddess Dharmasamvardhini of Tiruvaiyyaru. In addition, Lord Varadaraja of Kanchi shares this distinction). Soundararaja Perumal is the name of Vishnu at the Vaishnava shrine in Nagapattinam. Dikshitar dedicated the brindAvani song soundararAjam AshrayE at this shrine.
From Nagapattinam Dikshitar visited Vedaranyam, further south on the coast. Vedaranyam is reputed to be the place where Siva and Parvati gave darshan of their wedding ceremony to Sage Agastya. As the purANA tells us, Agastya was asked by Siva to go to the south to balance the earth as the whole universe had gathered at Kailasa for the divine wedding. Siva promised the sage that he could witness the marriage from the south. Dikshitar has not mentioned the name of the kShEtra in his bauli kriti srI pArvati paramEshvarou vandE. But the kriti is on the Divine Couple and the composer mentions Agastya as having worshipped them (lOpAmudrEsha archita charaNou - Lopamudra was Agastya's wife). Therefore this kriti can be attributed to Vedaranyam.
Dikshitar was already past forty now. He had married off his only child, a daughter, to a boy at Trichy. His parents were old now and the pious, caring son that he was, Dikshitar took care of them well. It was 1817. Ramaswami Dikshitar was past eighty. On the Sivaratri day of that year Ramaswami Dikshitar left this earth leaving behind his compositions and his illustrious son. A few months later Subbulakshmi, ever the faithful wife, joined her husband. The brothers were shattered at this loss. An important era in their lives had come to an end. 
After the demise of Ramaswami Dikshitar, whatever little maintenance was provided by the Tanjavur king was stopped. Times of real distress began. The wolf was at the door. Apart from some land that was gifted to Ramaswami Dikshitar, the family had nothing to fall back upon. But who would till the land and raise crops? The composer was absolutely uninterested in such occupations. The other two brothers also knew no other work. Music was what they knew, and in the absence of any inclination on the part of Dikshitar for composing in praise of kings or zamindars, the art was of no pecuniary benefit to them. Added to this was the imposition of a yearly tax on landowners. 
(This may have been a British ruling. Ever since 1799, when Sarabhoji was pensioned off, it was agreed that the English East India Company would handle the administration of Tanjore and would also be responsible for the collection of kisht (tax) on the fasal (cultivation). The King was to get 1/5th of the total amount so collected as his pension. It is likely that the family of Dikshitar were asked to pay tax, after an assessment of the quality of land they held and the produce that could be expected - Editor.)
When not even a grain was produced how could Dikshitar pay tax on the land? When this dilemma stared him in the face he decided to donate the land to someone. After some thought Dikshitar decided upon a pious brahmin who was his teacher when he was young. The brahmin teacher who deserved the gift both because of his piety and his privation was extremely grateful to his former pupil. Dikshitar felt a great burden lifted from his shoulders. 
A saga of such supreme sacrifice in the face of personal adversity to oneself, and especially when Dikshitar did not know where his next meal was going to come from, is very rare. In the entire history of humanity we come across but a handful of such noble souls. It is this spirit of sacrifice that the Ruler of Dikshitar's Tiruvarur, Lord Tyagaraja, symbolises through His Name. It is this spirit of sacrifice and renunciation that has lent to Dikshitar's story and his works the immortality that time cannot obliterate. 

Tiruvarur, Trichy, Tiruvanaikkaval
One day, Muttuswami Dikshitar was teaching his disciples. Among them was the dEvadAsi Kamalam. The two wives of Dikshitar signalled to her and called her to the kitchen. "Kamalam, there is absolutely nothing in the house to eat. There is no rice even. We can't cook. All of us may have to go hungry today". Though she was aware of her guru's poverty, Kamalam was shell-shocked as she had not expected things to get this bad. For the first time she understood the gravity of the situation that had enveloped her guru's home. Kamalam immediately removed some of her jewels and gave them to the ladies. 
Meanwhile, Dikshitar who had noticed Kamalam having a hushed conversation with his wives, demanded to know what it was and got the truth. Sad and distressed at the pathetic situation, Dikshitar with utmost compassion told his dear disciple, "Kamalam, it is the duty of a guru not only to give his disciples knowledge but also food. However, because of my poverty, I am not able to feed my disciples. But that does not mean that I should depend on my disciples to sustain myself. Much as I appreciate your pure love and your noble intentions, I must refuse your help. You may be able to help us out today, but you can't provide for us throughout our lives. It is the duty of God to protect His devotees. If I have been truly devoted to Lord Tyagaraja, He will certainly help me and remove my distress". 
Thus rejecting the offer of Kamalam, Dikshitar went to the Tyagaraja temple and sang with great fervour before the Lord. It is said that the yadukulakAmbOji composition tyAgarAjam bhajarE was composed by him on this occasion. 
No sooner had he returned from the temple, a cartload of provisions arrived at Dikshitar's house. The surprised composer enquired of the person who had accompanied the cart. It transpired that an official of the Tanjavur king had planned to camp at Tiruvarur for a few weeks on official duty. Provisions were bought in large quantity and stocked. But the visit of the officer was cancelled. The local official who had arranged for the stay and hospitality of the king's representative immediately decided that the provisions should be sent to someone who was most deserving and who else could he think of but Muttuswami Dikshitar? Dikshitar was moved at the grace of the Lord. When the truly pious are in distress or in need, Providence certainly comes to their rescue. This episode also reveals the reverence and the devotion that Dikshitar's disciple Kamalam had for her guru. 
It was for Kamalam's arangEtram that Dikshitar wrote the Telugu varNam in tODi, rUpamu jUci in praise of Lord Tyagaraja and the daru in shrIranjani, nI sATi in praise of the Valmikalinga representation of the Lord. Kamalam was now qualified to offer her dance at the shrine of the Lord. With her guru's blessings, Kamalam's arangEtram was successfully conducted. Four brothers witnessed the dance performance of Kamalam and fascinated by the two exquisite pieces composed by Dikshitar, visited him the next day. Chinniah, Ponniah, Sivanandam and Vadivelu were Natyacharyas who belonged to Tanjavur. They told Dikshitar that they had heard a lot about him and now they were witness to his greatness. The brothers prayed that they be accepted as disciples. They also prayed that Dikshitar visit Tanjavur and stay with them. The capital would benefit by the presence of a Nadopasaka, a Mahapurusha. Dikshitar and his brothers who had not yet completely recovered from the loss of their parents agreed that staying at Tanjavur for some time would certainly be a good idea. Dikshitar agreed to teach the four brothers and promised them that he would, in the near future visit Tanjavur.
Before settling down to a prolonged stay at Tanjavur, Dikshitar decided to visit Tiruchirappalli. His only child lived there with her husband, and though the very epitome of dispassion, Dikshitar had a special place for his daughter in his heart. It was to his daughter that, before he left this world, Dikshitar bequeathed his priceless possessions - the vINA that Ganga Devi gave him and his pUJA which included the shrI cakra mahA mEru.
Tiruchirappalli or Trichy was a great centre of the ancient Chola empire that had its early capital at Woraiyur (now inside the city). The city is ornamented by the Cauvery river that is expansive here. Trichy was a great centre of education as well as trade, as it is now. It was also a great cultural centre. Situated in the heart of Tamilnadu, Tiruchirappalli boasts of three of the greatest temples of South India. 
The Matrubhuteswara temple situated inside a fort atop a rock is dedicated to Siva who took the form of a Vaisya woman and helped her daughter in her confinement. The woman lived on the other side of the river promised her daughter that she would come soon. By the time she started, the Cauvery was in floods and she was stranded on the opposite bank. As time went by, the daughter was in her throes of labour. The Lord then went to her home taking her mother's form and played the role of midwife. The Lord is therefore referred to as Matrubhuta or Tayumanavar in Tamil. Dikshitar refers to this in his monumental piece shrI mAtrubhUtam in kannaDa (vaishya jAti strI vESha dharaNam). 

Malaikottai, Trichy
The temple inside the fort presents quite a different sight from other temples. From the large windows all around the scenery is awe-inspiring and elevating. Matrubhuteswara lords over the picturesque Cauvery with the majestic Tiruvanaikkaval and Srirangam temple towers on the other side of the river. Dikshitar must have been inspired by these grand sights as also by the imposing Matrubhuteswara Lingam to compose the kannaDa masterpiece. Not only does the rAgA discover its own abundant potential, but Dikshitar has etched a moving panorama of varied though unspoken emotions in this piece. The passion underlying the music of this song is palpable and reflects the deep reverence which Dikshitar had for the Lord who came in the form of the mother (mAtrubhUtEshwara). The phrase guruguha antaranga lingam in the madhyamakAlA of the anupallavi reflects this emotion. shrI sugandhikuntaLAmbikE in the rare rAgA kuntaLa was Dikshitar's tribute to the Goddess of the Rock Fort.
Crossing the Cauvery, Dikshitar went to Tiruvanaikkaval, the panchabhUta kShEtra representing appu or water (See article on panchbhUta sthala for full details). The unique kriti in yamuna kalyANi, jambUpatE, was his tribute to Lord Jambukeswara.
The Goddess here was supposed to possess a fiery nature. Adi Sankara during his travels visited the place and appeased the Goddess by fixing two shrI cakrAs on Her ears and also by placing Her son Lord Vinayaka right in front of Her. The Goddess shed Her fiery nature and became tranquil. 
Goddess Akhilandeswari is nevertheless powerful and Her spiritual grace is a tangible experience in Her presence. To such a Mother, the true bhakta offered the classic shrI mAtA in bEgaDA. In the pallavi itself Dikshitar refers to the shrI cakrAs worn by the Goddess on Her ears (shrI chakra rUpa tATankE). Full of abstruse philosophy and alliterative beauty, this song in bEgaDA ranks as one of Dikshitar's best efforts at composition.

Srirangam, kshetras around the cauvery( Ratnagiriswara, Kadambeswara, Maragateswara), Tiruchengode and arrival at the Chola capital Tanjavur.
Not only for Vaishnavas, for others too, Srirangam is one of the holiest shrines. Situated between the Cauvery and its tributary the Coleroon, near Tiruvanaikkaval, Srirangam is one of the most vibrant symbols of Hindu religious movement. The icon of Ranganatha was worshipped by Sri Rama�s ancestors and by the Prince of Ayodhya Himself and given by Him to Vibhishana, Ravana�s brother, as a parting gift after His coronation. Legend has it that Vinayaka in the form of a small boy tricked Vibhishana, who was returning to Lanka from Ayodhya, into putting down the icon on the banks of the Cauvery. The Lord did not move from there but promised Vibhishana that he could have His darshan from Lanka itself. The massive temple complex is a city by itself, intelligently conceived and intricately designed with the streets around it built specially for religious celebrations and processions and named after the different festivals. The Lord reclines on Adi Sesha, facing south, the famous golden vimAnam above Him representing OM, the Eternal Truth. Sung by all the twelve Alwars, Srirangam was the residence of the Vaishnava Acharya and the preceptor of Vishishtadvaita, Sri Ramanuja who was reverentially referred to as uDayavar. The temple also houses the Acharya�s Samadhi. There is an air of deep mysticism surrounding Srirangam and it is no wonder that the place attracted Tyagaraja and Dikshitar as it did numerous other great personages. 
ranganAyakm bhAvayEham in nAyaki in praise of Ranganatha, shrI bhArgavi in the rare mangaLa kaishiki in praise of Goddess Ranganayaki and rangapura vihArA in brindAvana sArangA in praise of Kodandarama in the temple complex were Muttuswami Dikshitar�s offerings to Srirangam. The nAyaki kriti is one of his masterpieces and incorporates the kShEtra details such as the golden vimAnam (praNavAkAra divya vimAnam), the icon worshipped by Sri Rama (dinamaNikula bhava rAghava ArAdhanam), Vibhishana�s devotion (nata vibhIShaNam) etc. The handling of nAyaki is masterly and soulful. About twenty years after Dikshitar sang of Ranganatha, his contemporary, the bard of Tiruvaiyyaru was to visit Srirangam and dedicate five exquisite compositions to the Lord. 
There are three temples dedicated to Siva in the Akhanda Cauvery region, about twenty-five miles from Trichy. On the southern bank of the river is the town of Kulittalai on the Trichy-Coimbatore road. Siva resides here as Ratnagirishwara on the Ratnachala hill. The mukhAri classic pAhimAm ratnAchala nAyaka was penned here. In this composition, the composer refers to the daily practice of the priests bringing water from the Cauvery in pots uphill and performing the Lord�s abhiShEka with it. A little further away is the kaDamba kShEtra. Dikshitar wrote nIlakaNTam bhajEham in kEdAragauLa in praise of Lord Kadambeshwara here. On the Goddess here, Dikshitar wrote the suraTTi song bAlakucAmbikE. In both the mukhAri and the kEdAragauLa kritis, Dikshitar refers to the Cauvery river as being very broad (akhaNDa kAvEri). The river in its entire course is the broadest here and presents an awesome sight. Almost exactly opposite to Kulittalai on the northern bank of the Cauvery, just about three miles beyond Musiri on the Trichy-Salem road, is a hill called Tiruvenkoimalai. Dikshitar is supposed to have written the vasantA kriti maragatalingam here. But though the Lord�s name is Maragateswara, there is no kShEtra reference in the kriti. Tradition has it that the above three temples should be visited in a single day, the Ratnagiriswara in the morning, the Kadambeswara in the afternoon and the Maragateswara in the evening. A stickler for tradition, Dikshitar must surely have followed this. With these three temples, Dikshitar had completed his pilgrimage of the kShEtrAs of the Chola region. 
A major shrine outside of the Chola region, in Chera country, is Tiruchengode, about twenty-five miles from Salem. This famous shrine where Siva and Parvati give darshan as Ardhanarishwara is situated atop a hill. The kumudakriyA piece ardhanArIshwaram was Dikshitar�s offering here. 
Why Dikshitar ventured as far as Tiruchengode which is about 80 miles from the Kulittalai-Musiri region is not known. He does not seem to have visited the other shrines in that part of the Chera region, nor does he seem to have ventured further west towards Coimbatore. Nevertheless, the kumudakriyA piece stands as testimony to his visit to Tiruchengode. Dikshitar returned to Trichy and stayed with his daughter for some more time. On an auspicious day, he, his wives and his brothers left for Tanjavur. The present highway of 35 miles between Trichy and Tanjavur was not built then. One had to travel on the traditional Trichy-Pumpuhar route on the banks of the Cauvery, via the Grand Anicut, an absolutely delightful and inspiring experience, to reach Tanjavur.
TANJAVUR
The later capital of the Cholas and thereafter of the Nayaks and the Marattas, Tanjavur possesses a glorious history. Its hoary past speaks of mammoth temples, the most famous of which is the Brihadeeswara or simply, the Big temple, built by the enlightened Chola Emperor Raja Raja, anna chatrams, palaces, giant granaries and the like. The renowned Saraswati Mahal Library founded by the 19th century Maratta king Saraboji II houses ancient and valuable manuscripts on almost all subjects under the sun. Tributaries of the Cauvery flow just outside Tanjavur and innumerable moats and irrigation channels criss-cross the town. The maNTapAs and chatrams on the banks of these waterways provide ample testimony to the existence of a golden era that spanned several centuries. The arts flourished like in no other region. Kings as benefactors of art were lavish in their encouragement and patronage of artists. The Tanjavur court under the Cholas, Nayaks and the Mahrattas witnessed tremendous strides being made in music, dance, painting, sculpture, theatre and literature. Most of the great musicians of the South, why, even of the North, considered it a great honour to perform at the Tanjavur court. It was an atmosphere where talented artists throve, with money, gifts, name and fame literally showered on them.
Remaining outside the purview of royal patronage were two musician-composers, their song reserved for the Muse alone. Shyama Sastri who lived in Tanjavur and Tyagaraja who lived in nearby Tiruvaiyyaru now had a soul mate in the poor pilgrim-composer who settled in their vicinity. The West Main Street, not far from the Brihadeeswara temple, always resonated with the chanting of the Vedas. Colourful temple processions, feeding of pilgrims in the chatrams, kAlakShEpAs, music concerts and the daily activities at the temples made the street a veritable religious and cultural nerve centre. Goddess Bangaru Kamakshi of Kanchipuram, after a chequered journey through several regions for three centuries, finally found Her home in Tanjavur on the West Main Street in the late 18th century. In a small, enclosed agrahAram just behind the temple lived Her devotee-composer Shyama Sastri. The agrahAram is still there without much change, retaining the 19th century charm. Shyama Sastri�s house too has been maintained well by their family. 
Further down the street is the Konkaneswara temple opposite to which lived Gangamuthu Nattuvanar, his son Subbaraya Nattuvanar and the latter�s four sons. Subbaraya Nattuvanar was a veteran Natyacharya attached to the Tanjavur court and was responsible for training dancers of the court as well as those of the Brihadeeswara temple. Subbaraya Nattuvanar and his four young sons welcomed Dikshitar with great reverence and provided a house adjacent to theirs for the composer to stay. Overwhelmed by the veneration and love shown by the Nattuvanar family, Dikshitar settled down in the house with his wives and brothers. Gangamuthu Nattuvanar and Dikshitar�s father Ramaswami Dikshitar were friends and mutual admirers. It is no surprise therefore that the composer found the atmosphere quite congenial. 
Chinnayya, Ponniah, Sivanandam and Vadivelu, though very young at that time, had already gained considerable insight in music and dance. They had their tutelage in the twin arts from their grandfather as also from their father. Chinnayya and Ponniah used to assist their father in conducting dance performances and both the youngsters had even then won accolades from the discerning connoisseurs of Tanjavur. Dikshitar accepted the four brothers as his disciples. 

Tanjavur, association with Syama Sastry and composition in all the 72 melakarta ragas
There is a tradition in Shyama Sastri's family that it was Shyama Sastri who gave shri vidya dIksha to Muttuswami Dikshitar. It is not possible to say as to how far this is true. One thing that can be said with some authenticity is that, Shyama Sastri's family and Dikshitar's family were well acquainted with each other. Especially, the fathers of both were said to be friends at Tiruvarur. Shyama Sastri and Dikshitar renewed the old ties at Tanjavur. Thus was to begin an association that was to prove of great significance to Carnatic music. Both were Devi upAsakAs who engaged themselves in elaborate worship of the Goddess for hours on end and celebrated Her glory in song. 
Dikshitar would ask his brothers to sing his compositions. Shyama Sastri would ask his son Subbaraya Sastri, who was just 18 years old then, to sing his compositions. Both appreciated each other's works. Shyama Sastri had already visited Madurai by then and had composed the Minakshi Navaratnamalika in praise of Goddess Minakshi. One day, while father and son were delighting in Dikshitar's company, Shyama Sastri asked his son to sing his composition in shankarAbharaNam. Subbaraya Sastri sang sarOjadaLa nEtri. Dikshitar appreciated the rendition and the delightful gait of the song, whereupon Shyama Sastri remarked to his son, 'Look, does not Dikshitar have a partiality for viLamba kAlA? Will he not relish the other kriti in shankarAbharaNam more?' Whereupon Subbaraya Sastri sang the slow tempo masterpiece of his father, dEvi mInanEtri, also in praise of Goddess Minakshi. The highly pleased Dikshitar appreciated the young lad's keen and deep perception of music. 
Sensing that the time was appropriate, the Kamakshi dAsA of high nobility requested Muttuswami Dikshitar to accept his son as disciple. An overwhelmed Dikshitar respectfully accepted his elder contemporary's request. Subbaraya Sastri began learning from Dikshitar. A few years later, Subbaraya Sastri was to become an important disciple of the bard of Tiruvaiyyaru, thus endowing himself with a unique qualification. None else in the history of Carnatic music learned from all the three members of the Trinity. The tutelage under the three great ones resulted in Subbaraya Sastri assimilating their varying styles and incorporating the various elements of their eternal art in a judicious manner in his compositions. The immortality of Subbaraya Sastri's works is due to his being a disciple of the Tiruvarur Trinity. The Dikshitar influence on Subbaraya Sastri can be seen in the latter's kritis like vEnkaTashaila vihArA (hamIr kalYANi), intanucu varNimpa (shankarAbharaNam) and shrI kAmAkShi (vasanthA).
There was another outcome of this unique relationship between the two composers. Years earlier, Muthuswami Dikshitar's father Ramaswami Dikshitar had composed a varNam in the rAgA shrI ranjani which he had left unfinished with just one svara passage in the caraNam. Muttuswami Dikshitar requested Shyama Sastri to complete the caraNam. Shyama Sastri after composing the second svara passage, requested Muttuswami Dikshitar's younger brother Chinnaswami Dikshitar to compose the next one, which the latter did. Shyama Sastri then called upon Dikshitar himself to compose the fourth and final svara passage. The creativity of two members of the inimitable Trinity invests the shrI ranjani varNam of Ramaswami Dikshitar with a singular greatness. 
Dikshitar took the opportunity of his sojourn at Tanjavur to visit the temples in that town. The massive Brihadiswara temple naturally attracted him and full of admiration for the artistic splendour of the temple and reverence for the Lord, he composed quite a few pieces in praise of Brihadiswara and His Consort Brihannayaki. 
It was during his stay at Tanjavur that Dikshitar decided to compose songs in all the 72 mELakarta rAgAs. His aim in doing so was to give a practical example for each of the rAgAs so that they did not remain as academic concepts but acquired a live, melodic presence in the music world. In this monumental task, he succeeded to a very great extent. Dikshitar breathed life into abstract, dry theoretical scales each of which acquired a distinctive melodic character. This was one of Dikshitar's great contributions to music. Many of the songs in this genre, especially those in vivAdi rAgAs, were composed in praise of deities in and around Tanjavur. Some of the deities who received homage from the great composer through song are: Brihadiswara and Brihannayaki in the Brihadiswara temple, Prasanna Venkateswara, Goddess Jnanambika at the Konkaneswara temple on the West Main Street and Goddess Anandavalli on the Vennar bank. Dikshitar utilised rare mELakarta rAgAs like gAnasAmavarALi, sEnAgraNI, vATi vasantabhairavi, chhAyavati, kiraNAvaLi, nAgAbharaNam, gangAtarangiNi, bhOgachAyanATa, nabhOmaNi, kumbhini, ravikriyA, stavarAjam, jIvantikA, dhavaLAngam, bhUShAvati, santAnamanjari, rasamanjari etc., for his compositions on the Tanjavur deities. In the song in rasamanjari Dikshitar mentions the 72 rAgAnga rAgAs. This proves that Dikshitar had undertaken this task specifically in order to illustrate the mELakarta rAgAs. It must be said here that Tyagaraja also undertook the task of composing in rare mELa rAgAs though he did not compose in all of them. If today, the rare mELakarta rAgAs, especially the vivAdi rAgAs and their rare janyAs each possess a characteristic personality of their own, it is entirely due to the pioneering work of Tyagaraja and Dikshitar. 
There were other rare rAgAs too that Dikshitar employed to compose in praise of the Tanjavur deities. The gunTAkriyA piece is in praise of Brihadiswara and the song mentions the fact of the temple being built by Raja Raja Chola in the pallavi itself (rAjarAjEndra cOLa pratiShTitam). Another rare but charming piece is in AndhALi rAgA and is in praise of Brihannayaki. The lalitA song agastIshvaram is on Agasthiswara on the Vennar bank.
Meanwhile, the Tanjore Nattuvanar brothers continued their music education under Dikshitar. With the solid foundation they had, the brothers mastered many of their guru's compositions and were keen to present them to the public. Dikshitar, satisfied with their progress, gave the go ahead for their arangEtram. The four brothers had their formal concert debut at the Tanjore palace amidst a galaxy of great musicians and scholars of various disciplines. 
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	Saraboji II (reigned 1798-1832), that great patron of arts was the king then. Being pensioned off by the British who took over the administration from him, thereby rendering him free of political preoccupation, Raja Saraboji could devote his time and efforts towards patronising and encouraging art and literature, a noble endeavour which he undertook and performed with missionary zeal.
Saraboji's court was adorned by great musicians such as Pallavi Gopala Iyer who was given the task of judging the merits of a musician who either wanted to join the court or had his debut there.


Other musicians like Sonti Venkataramanayya, Vina Subbukutti Iyer, Todi Sitarammayya, Sankarabharanam Narasayya, Talanayar Krishna Iyer and Rettai Pallavi Sivarama Iyer were also AsthAna vidwans of the Tanjore court. It was no easy task to secure the approval of these stalwarts. The Tanjore Quartette however, banking on their strength of being Dikshitar's disciples, came out with flying colours. Their music was highly appreciated and approved by all the artists of the court. They were suitably honoured and appointed as court musicians by Saraboji.
At this point of time, there came a few visitors, well to do landed gentry, from Madurai. They had come to visit the kShEtrAs of Tanjavur. Being art lovers, they took the opportunity of listening to the music that was available at the palace. They had heard glowing reports of Dikshitar's music. They were already familiar with Shyama Sastri's music at Madurai as he had visited that place and sung at the temple. The landed gentry met both composers. Expressing deep appreciation of the music of the Tanjore Quartette, they requested Dikshitar to visit Madurai and stay with them for sometime. Dikshitar stated that he was keen on having darshan of Goddess Minakshi but that would have to wait for some time as he had to visit quite a few more shrines near Tanjavur. He also had to return to Tiruvarur for a while to be with his beloved Tyagaraja and Kamalamba. Dikshitar however asked his brothers to accompany the gentlemen and assured them that he would join them soon. Chinnaswami Dikshitar and Baluswami Dikshitar started for Madurai. 

Tiruvaiyyaru and meeting with saint Tyagaraja, return to Tanjavur and to Tiruvarur
Tiruvaiyyaru. That hallowed kShEtra ever resonating with the chanting of the Vedas and the Tamil Tirumurais. That beautiful land washed by five rivers and surrounded by canals, green fields, banana and coconut groves. The Cauvery, that Queen of all rivers, presents a majestic and ravishing sight here, surrounded as She is by Her four offspring over whom She fondly lords, both Her banks dotted with sculpturesque manTapAs and bathing ghats. Tiruvaiyyaru epitomizes the finest that can be experienced of natural beauty and the exquisite art and culture of Tanjavur. That great bard of Tiruvaiyyaru says in two of his exquisite compositions, one on the river and the other on Tiruvaiyyaru itself, that his beloved Rama should be proud of Tiruvaiyyaru which is washed by the Cauvery, who after prostrating at Ranganatha's Feet and worshipping several shrines on the way, hurries to wash the Feet of Goddess Dharmasamvardhini and Lord Panchanadeeswara. The Divine Consort considered this place, where the holy and the pious performed hOmas amidst the sweet call of cuckoos, worthy of occupying says Tyagaraja. Was it just the sublime music of the cuckoos that made Tiruvaiyyaru worthy of living? Did not the Holy Trinity of Siva, Parvati and Rama take their abode in the midst of the five rivers in order to savour the music of that great devotee-composer too? 
One of the most ancient temples of the Chola region, the Panchanadeeswara temple is a huge one that for centuries has attracted the devout. Praised by the Nayanmars and in the Tevaram, Panchanadeeswara (the Lord of the five rivers) as Pranatartihara (the One who removes the obstacles of his beloved devotees) has been sung of by Tyagaraja and Dikshitar. His Consort Goddess Dharmasamvardini has been praised in song by Shyama Sastri also, besides Tyagaraja and Dikshitar. 
Muttuswami Dikshitar's creations in praise of the Lord were praNatArtiharam in nAyaki and praNatArtiharAya in sAmantA. His madhyamAvati composition dharmasamvardhani in praise of the Goddess is a classic in that rAga. 
An account is traditionally handed down of the meeting between Tyagaraja and Dikshitar. It is said that when Dikshitar was singing his madhyamAvati composition at the temple, a few of Tyagaraja's disciples were present there. Savouring the exquisite music, they enquired of one of Dikshitar's disciples and gathered details about the composer. They then hurried to their guru and told him of Dikshitar and his music. It was not that Tyagaraja was hearing about Dikshitar for the first time. Great mahApuruShAs are certainly aware of each other, only that they do not reveal their inner cognition. Dikshitar too must have heard of Tyagaraja from many people and most certainly from Shyama Sastri. He must also have listened to the bard's compositions. Tyagaraja asked his disciples to invite Dikshitar home. The bard's disciples returned to the temple and informed Dikshitar of Tyagaraja's invitation, which the former accepted. Tyagaraja regularly recited the Valmiki Ramayana. On that day he had come to the episode of the coronation of Sri Rama. Could there be a greater occasion for the two puruShOthamAs of music to meet than the paTTAbhiShEka day of the Purushothama Himself? Tirumanjana vIdhi is just a stone's throw from the Panchanadeeswara temple. 
The bard rose to meet his younger, nevertheless equal contemporary. After mutual respects were over, Tyagaraja requested Dikshitar to stay on and witness the pUja which he performed after the Ramayana recitation. The Rama dAsA's worship on that paTTAbhiShEka day thus acquired a special sacredness. A big crowd of disciples and residents of Tiruvaiyyaru gathered to witness that momentous event. It was a surcharged atmosphere. After the pUja, dIpArAdhanA and ShODasha upachArAs, Tyagaraja bade his disciples sing. It was to be his bhairavi masterpiece koluvaiyunnADe. The whole of Tirumanjana street resonated with the song of its renowned resident. Tyagaraja slowly turned to Dikshitar and requested him to sing on 'my Rama'. The small but majestic, centuries old paTTAbhiShEka icon of Rama with Sri Sita, Bharata, Lakshmana and Shatrugna, complete with the maNTapa and worshipped by Tyagaraja's ancestors and bequeathed to him as heirloom is truly awe-inspiring. Its spiritual power is quite discernible to those who approach it with utmost reverence. What wonder then that Dikshitar sat enraptured? 
Was it the mystical power of the icon or the deeply religious atmosphere that pervaded the entire place or the bard's own powerful spiritual presence? It was perhaps a combination of all the three that inspired Dikshitar to dive deep within, to tap his innermost artistic resources. The strain that came out of his very depths, out of his very being had to be special. And it was. The rare maNirangu discovered itself. Dikshitar built a grand edifice for the rAga and bestowed immortality on it. It was an extraordinary edifice, a grandly decorated manTapa (maNirangavalli alankrita maNTapE) studded with the gems of exquisite gamakAs and phrases that Dikshitar gifted to the rAga and made it fit for Tyagaraja's Rama to revel in. The misra chApu tALa that Dikshitar chose for its rhythm was the most appropriate foil. mAmava paTTAbhirAma, a classic par excellence was Dikshitars tribute to Tyagaraja's beloved Rama. The song describes the coronation of Sri Rama in exactly the same manner as Valmiki's Ramayana. The kriti was also appropriate to the occasion and the spirited, sublime music coupled with the majestic sAhitya enshrined the presence of the Lord in the hearts of those who had the great fortune of listening to it. The residents of Tiruvaiyyaru who witnessed the momentous meeting between the two high priests of art music felt elevated and the event took eternal place in their hearts. Such rare, sublime occurrings are seldom spoken of too. The Eternal Cauvery, whose privilege it was to host this great event must have felt proud at the meeting and outstanding accomplishments of Her two children, one, the Eternal Pilgrim, the other, the Eternal Minstrel. 
His soul filled with rare peace, Muttuswami Dikshitar took leave of his illustrious contemporary and returned to Tanjavur. He continued to interact with Shyama Sastri, teach the Quartette and compose songs in the 72 mELakartAs. Four years passed by in a milieu that was surcharged with the highest and noblest of art which did Tanjavur proud. It was 1822. Dikshitar, haunted by thoughts of his beloved Tyagaraja and Kamalamba decided to return to Tiruvarur. It was a poignant farewell that the Quartette and the art lovers of Tanjavur gave Dikshitar. For, were not the town and its surroundings enriched by the noble presence of that great master of music? 
Back in Tiruvarur, Dikshitar spent most of his time in the temple, teaching his disciples and continuing to produce compositions of eternal grandeur.

Passing away of Chinnaswami, Madurai and holy shrines around it
A year passed by in quiet contemplation and spiritual practices. It was 1823. An unconfirmed report from Madurai reached Tiruvarur that Chinnaswami Dikshitar had passed away. In those days of a near absence of any communication facilities, one had to rely upon word-to-mouth transmission of news. Muttuswami Dikshitar was perturbed. Here was this shattering news that disturbed his life of tranquillity, his daily routine of worshipping Lord Tyagaraja and Goddess Kamalamba, his teaching his beloved disciples and more importantly his spiritual progress. Though a man of great detachment, Dikshitar was a normal human being given to brotherly affection. Even a man of the maturest wisdom would have found it difficult to cope with the loss of dear ones. Dikshitar also did not hear about his youngest sibling Baluswami. He decided to find out about Chinnaswami as also to trace Baluswami.
Dikshitar and his two wives left for Madurai. This ancient city is about150 miles from Tiruvarur. There are not many important kShEtras on the way, excepting the hill temple of Palani in the west, and further, Dikshitar was also in a hurry to reach Madurai. We can therefore safely surmise that either Dikshitar visited Palani after a few days sojourn at Madurai or he did so while returning to Tiruvarur from Ettayapuram. 
Madurai is known as Pandya Naadu and as �AlavAi� in the Puranas. There is mention of the Pandyas in the two great epics, Ramayana and Mahabharata. Mention is also made in stone inscriptions of Emperor Ashoka in the 3rd century B. C. about the Pandya kingdoms. These testify to the ancientness of the Pandya empire and the city of Madurai. Ancient Tamil literature also corroborates the antiquity of the Pandya empire. The Pandyas established Tamil Sangams (Academies) for the purpose of patronising literature. It was the Sangam that fostered the Tamil language. Great religious personalities such as Sundaramurti Nayanar, Tirujnanasambandar and Manikkavachakar were associated with Madurai and with the Pandyas. Later the Nayaks ruled Madurai and during an unfortunate interregnum, the Mohammedans too ruled the place. 
The composer enquired of people at Madurai about his brother but could not get exact details. One can only imagine the great man�s plight. We do not know how psychologically affected Dikshitar became, but it should also be borne in mind that he was well advanced on the spiritual path and the vairAgya, the dispassion that he developed as a result of his tapas must certainly have stood his mind and heart in good stead. Therefore, putting aside his grief and anxiety Dikshitar decided to have darshan of Goddess Minakshi. 
Lord Siva ordained that the temple be built by the king Kulasekhara Pandya which the latter did. Parvati was born as daughter to Kulasekhara Pandya�s son Malayadvaja Pandya and married the Lord at the appropriate time. The Divine Marriage took place in Madurai. A large part of the Madurai Minakshi temple was built between the 13th and the 19th centuries. This is one of the largest temples in India and is famous throughout the country as an important pilgrim centre. This is perhaps the only Siva temple which is widely known not by the Lord�s name but by that of His Consort. The other famous Siva temples are referred to as Natarajar kOvil (Chidambaram), Annamalaiyar or Aruncahaleswarar kOvil (Tiruvannamalai) or Tyagarajar kOvil (Tiruvarur), but the Madurai temple is not referred to as Somasundareswarar kOvil but as Minakshi kOvil. This testifies not only to the great importance of the Goddess but also Her religious and spiritual power. The icon of Goddess Minakshi is a beautifully sculpted one and holds one in thrall. With Her fish-like eyes and the parrot in Her hand, the green hued Minakshi arrests the minds of Her devotees and occupies a permanent place in their hearts. Such is the beauty and power of the icon that one cannot take one�s eyes off it. The Upanishads speak of three types of spiritual initiation by the guru and gives three species belonging to the animal kingdom as examples. The bird hatches its eggs by sitting on them. This is compared to the guru�s initiation by touch. The fish hatches its eggs by merely looking at them. This is initiation by glance. The tortoise hatches its eggs by just thinking of them. This is initiation just by thinking. The deep inner meaning of the name of the Goddess is that She, the fish-eyed, grants Her supreme grace to the devotees who have Her darshan and takes them into Her fold. No wonder that Dikshitar too was fascinated by the Goddess�s mien and overwhelmed by Her spiritual power. 
His masterpiece in the rAga gamakakriyA (now referred to as pUrvikalyANi), mInAkShi mEmudam dEhi, reflects his deep devotion and the music literally moves one�s heart, so sublime is the creation. Dikshitar here refers to Goddess Minakshi as one who cuts asunder the bonds of passion and liberates Her devotees. This song was to play an important role in the last moments of Dikshitar�s life. The varALi composition mAmava mInAkShi is a charming little piece as is shrI mInAkShi gauri in the rare rAga gauri. The mOhana song kAdambari priyAyai is also his tribute to the Goddess. Dikshitar also composed a series of eight songs on Minakshi. These are called the madhurAmba series. One of them is in the rare 46th mELa rAgA stavarAjam. The others are in devakriyA, dEsi simhAravam, bilahari, bEgaDa, kalyANi, aThANA and paraju 
On Lord Somasundareswara, Dikshitar composed the song sOmasundarEshvaram in the rare rAga shuddha vasantA. As seen before, Madurai was the place where the Goddess, who was born to Malayadhwaja Pandya, married Lord Sundareswara. Maha Vishnu gave His sister, the Goddess in marriage. Therefore Vishnu too is important at Madurai. He is known as Azhagar in Tamil and as Sundararaja in Sanskrit. It is significant that the names of both Siva and Vishnu here contain the term �sundara� meaning beauty. Lord Sundararaja has His temple about eight miles away from Madurai at Azhagar Koil, beautifully set at the foot of the Pazhamudirsholai hills, one of the six sacred abodes of Subramanya. True to the name given, the icon of Lord Vishnu is imposing and is a sculptural beauty. Dikshitar visited Azhagar Koil and composed the kAshirAmakriya song shrI sundararAjam.
Tirupparankunram on the outskirts of Madurai is another of the six abodes of Subramanya connected with His marriage to Devayani. Dikshitar must have visited Tirupparankunram. Two compositions are attributed to this shrine, gajAmbA nAyakO in jhanjUTi and gajAdIshAdanyam in nATakurinji though there is no mention of the kShEtra in either song. 
The river Vaigai originates from a lake at what is now called Tekkadi in the western ghats and flows eastward through the very heart of Madurai city. On its banks is a temple for Vinayaka. In His praise, Dikshitar wrote the bilahari song ?Ekadantam bhajEham? referring to the temple being on the banks of the river Vaigai at Madurai. 

Rameswaram, Tiruppullani and journey to Ettayapuram
The kriti sarasa souvIra in the rare rAga souvIra is said to have been composed by Muttuswami Dikshitar at the shrine of Pushpavaneswara in the village of Pushpavanam near Madurai.It is said that once when Muttuswami Dikshitar was singing the kritis mInAkShi mEmudam and mAmava mInAkshi at the Madurai temple, the priests of the temple asked him as to where he hailed from. Dikshitar's disciple Tevur Subramania Iyer who had accompanied his guru told the priests that they were from Tiruvarur and that the composer of the kritis that they had just heard was the personage in front of them and that his name was Sri Muttuswami Dikshitar. The priests and other devotees after paying their respects to the great man then said that two musicians hailing from Tiruvarur had visited the temple a few times and that the elder of them, Chinnaswami Dikshitar had passed away and that the younger one, Baluswami Dikshitar, distressed at the loss, had gone on pilgrimage to Rameswaram. Dikshitar immediately decided to visit Rameswaram in order to meet his youngest brother.
A pilgrimage to Kashi is enjoined upon every devout Hindu. But the pilgrimage to Kashi is not complete without visiting Rameswaram and performing abhiShEka to the Lord with the holy water of the Ganga. Rameswaram is an island situated about 100 miles from Madurai. The island is shaped like a conch and stands at the edge of the Palk Straits. The Bay of Bengal meets the Indian Ocean at Dhanushkoti, a few miles from Rameswaram. Rameswaram and its surrounding areas are popularly connected with the story of Sri Rama. It was from here that the Prince of Ayodhya marched to Sri Lanka to wage war against Ravana and rescue his Consort Sri Sita. After the victorious battle with Ravana, Sri Rama on his way back to Ayodhya, arrived at Rameswaram. To atone for the sin of killing Ravana, Sri Rama decided to offer worship to Lord Siva and bid his lieutenant Hanuman to bring a Linga from the Himalayas. Since Hanuman was delayed, Sri Sita made a Linga out of sand. This is the Ramanatha Linga. Meanwhile Hanuman returned with a Sivalinga and was upset that his efforts were in vain. Sri Rama, in order to pacify him, gave the name Viswalinga to Hanuman's Linga and ordained that it should be worshipped first. Thus the sanctum contains two Sivalingas. A bath in the sea, in the 22 tIrthas inside the temple and at Dhanushkoti island are considered mandatory for a Hindu and are supposed to wash away one's sins. The Lord is Sri Ramanathaswamy (worshipped by Sri Rama) and the Goddess is Parvatavardhini. 
Dikshitar, as a devout follower of sanAtana dharmA must certainly have followed the shAstraic injunctions. After the performance of the prescribed rituals, Muttuswami Dikshitar had darshan of the deities and composed the kAshirAmakriya kriti rAmanAtham bhajEham in praise of the Lord and parvatavardhani in sAma rAga in praise of the Goddess. At the temple Dikshitar heard from certain people that Baluswami Dikshitar had visited Rameswaram and stayed for a few days and that he regularly sang at the shrine. They also told him that during this period, the Raja of Ettayapuram had visited Rameswaram and attracted by the music had requested Baluswami to accompany him to Ettayapuram which invitation the latter had accepted. Dikshitar was happy as he now knew the exact whereabouts of his brother. 
On the way, between Rameswaram and Ramanathapuram, is the village of Tiruppullani. This was where Sri Rama worshipped the Mother Goddess. The Prince of Ayodhya slept on a bed of grass and performed intense tapas in order to secure Her blessings for the success of his mission of rescuing Sri Sita. Hence the place is called Tiruppullani in Tamil or Darbhashayanam in Sanskrit. There is a beautiful temple to Sri Rama here. Offering worship to the Perumal, Dikshitar wrote the song srI rAmam ravikulAbdi sOmam in the rAga nArayaNagauLa. This is an exceptional composition and is a veritable lesson in that rAga. 
Dikshitar continued his journey in the direction of Ettayapuram. One has to pass through extremely arid regions on the way. The entire territory is permanently drought affected. The earth is parched and rarely does one come across a shade giving tree. The situation has not changed over time. He then took some rest at a chatram where he espied a few priests who were discussing about a marriage to take place at Ettayapuram. Dikshitar enquired of them and discovered that Baluswami Dikshitar, who was now an AsthAna vidwAn of the Ettayapuram court was to get married and that they were on their way there. The festivities promised to be grand and brahmins could hope to be fed and compensated well. Dikshitar then revealed that the bridegroom was none other than his own younger brother. The priests were delighted and said that they would be happy to take Dikshitar to Ettayapuram along with them. Thus, Dikshitar, his two wives and the earnest disciple Tevur Subramania Iyer who followed Dikshitar like a shadow, much like Lakshmana of Ramayana fame, accompanied the priests. 
A few miles from Sattur, the party sat down at a grove for rest. Dikshitar was tired and thirsty. The owner of the grove after offering water to Dikshitar and attracted by the latter's divine mien, related the heartrending tale of the people of that region. For many years now there was scanty rain. The fields were parched and so were the throats of the people. Poverty and hunger were quite common. Listening to the hardship of the people Dikshitar's heart melted. As a divine personage, it occurred naturally to him that he should do something about the situation. What better way than to appeal to the Supreme Power through song? Then and there, Muttuswami Dikshitar created a new rAga and composed a song in it. In the song he appealed to the Mother Goddess to pour rain as amritA (amritEshwari salilam varShaya, varShaya, varShaya). Appropriately named, the rAga amritavarShiNi is Dikshitar's gift to the music world. Which mother can resist the earnest appeals of her son? Much less the Divine Mother. As Dikshitar prayed and sang 'AnandAmritAkarShiNi', the skies darkened accompanied by lightning and thunder. Rains poured to the happiness and satisfaction of the people of that area. They fell prostrate at Dikshitar's feet and sought his blessings. Though seemingly a miracle and somewhat incredible, such occurrences are not rare, especially when the individual concerned is a mahApuruSha as Dikshitar.
Dikshitar and party continued their journey and reached Ettayapuram. 

Ettayapuram, Baluswami's wedding, Madurai, Palani en route to Tiruvarur
Ettayapuram was officially granted zamindari in 1803. The zamindar had his jurisdiction over 650 square miles. The Ettayapuram zamindari, at the time of Muthuswami Dikshitar's visit, consisted of about 350 villages whose welfare, the Rajah, as the zamindar was called, oversaw. The chief business of Ettayapuram was export of black cotton which grew on its soil. Ettayapuram was named after Ettappa Nayakkan who was the commander of the Vijayanagar empire at Chandragiri in North Arcot district. After the Vijayanagar empire fell, Ettappa Nayakkan fled to Madurai, where the then king gave him refuge and allotted him lands in Tirunelveli district. This was the beginning of the Ettayapuram zamindari. Venkateswara Ettappa who was the zamindar at the time of Dikshitar's visit, was considered by the British to be a very honourable and generous man. He is supposed to have initiated a lot of developmental works, including building bridges and chatrams, in his fiefdom. The zamindar's palace at the eastern end of the town is a series of heterogeneous buildings. Right opposite the main gate is the kalyANa mahAl and on its left is the spacious darbAr hall. Beyond these are the private residences of the Rajah's family. 
Besides his generosity and charitable nature, Venkateswara Ettappa was also well known for his liberal patronage of the arts and artists. Numerous musicians, composers and dancers adorned his court, as did poets and littérateurs. It was to such a place that our great composer came. 
One can only imagine the joy and happiness that Baluswami Dikshitar experienced on beholding his eldest brother. Of course, though a symbol of true tapas and therefore a picture of divinity itself, Muthuswami Dikshitar was not above affection or love, especially towards his blood relations. The delight of the Rajah of Ettayapuram Venkateswara Ettappa was palpable. The Rajah who had until then only heard of Dikshitar and listened to his compositions from Baluswami was alacrity itself and exhibited great reverence towards the composer. He was also happy that the eldest brother had arrived in time to bless his sibling on the latter's marriage. The poets, musicians and composers of the Ettaypuram court exhibited no less veneration towards Dikshitar.
The festivities connected with Baluswami's marriage were spread over five days as was the custom of those times. The marriage was celebrated in a grand manner and needless to say that the ceremonies and the attendant music and dance concerts gained more honour because of the divine presence of Muthuswami Dikshitar.
After the festivities were over the Rajah requested Dikshitar to make Ettayapuram his home and thus bestow eternal honour on his small kingdom. How could Dikshitar accede to this request? Being the child of Lord Thyagaraja and Goddess Kamalambika, Dikshitar could not bear the thought of relocating from Tiruvarur. Further, he had responsibilities towards his disciples. Many of them were at an advanced stage of their musical education under him. Shudda Maddalam Tambiyappan, Tevur Subramania Iyer, Kamalam and Ammani were among these. A few young disciples had just begun their tutelage under him. Besides, there were frequent interruptions in their musical education because of Dikshitar's pilgrimage to various shrines. His recent sojourn of four years at Tanjavur had also resulted in some of the disciples not being able to learn from him directly, though Tambiyappan, one of the senior most disciples of Dikshitar, taught the juniors. But how could anyone replace the great master? Dikshitar explained to Venkateswara Ettappa that he could not bear to be separated from Lord Thyagaraja and Goddess Kamalambika. He also had his commitments towards his disciples. He would therefore leave his second wife at Ettayapuram to be of help to Baluswami. But, he with his first wife and disciple Tevur Subramania Iyer would have to return to Tiruvarur. The call had come, the call of his home soil. Nevertheless, there would come a time when he, Dikshitar, would be able to spend some more time at Ettayapuram.
Though disappointed, the Rajah had to agree. For the scholars, poets, musicians and dancers of the court, the few weeks that they spent with the great man were invaluable. They too reluctantly bid him farewell. Dikshitar left for Tiruvarur with his first wife and his disciple Subramania Iyer. 
On the way Dikshitar once again had darshan of the great temple of Madurai and paid homage to Lord Sundareswara and Goddess Minakshi.
He then visited Palani, the most famous hill abode of Lord Subramanya. Palani is about 120 k.m. from Madurai and nestles between the Kodaikanal hills and the Western Ghats of Kerala. It was to the hillock here that Lord Muruga repaired after a quarrel with his Divine Parents over a fruit that they gave to their elder son Vinayaka.
The beautiful Ananda bhairavi kriti danDAyudapANim is dedicated to Lord Subramanya here. Though the kriti does not directly refer to Palani, there are references to the kShEtra that place it as a song in praise of Lord Dandaydapani here. 
The beautiful idol of Muruga that adorns the inner sanctum was made out of the nine poisons, navabhAShANam by the great Bhoga Siddha. Dikshitar refers to this indirectly as 'mAyA mUlaka andam', i.e., bound together by the poisons. After a fulfilling darshan of Lord Subramanya, Dikshitar left for Tiruvarur. It was 1825. 
Dikshitar resumed his normal routines at Tiruvarur. Visiting the great temple, singing at the shrines of the Lord and Goddess, visiting the nearby shrines whenever possible and teaching his disciples, the composer lived a peaceful life. He was 50 years old now, spiritually ripe. His life's work was progressing well and was almost nearing completion. New disciples came and joined him to partake of the nectar of the divine art that he liberally bestowed upon the sincere, devoted student. A youngster, not more than 15 years old, came to Dikshitar with the desire to learn from him. Panchanada Iyer belonged to Sattanur near Tanjavur. Well versed in the Vedas and sAshtras, Panchanadam, nevertheless, was more interested in pursuing music. Panchanadam was Dikshitar's last and youngest disciple. He joined Dikshitar towards the end of the third decade of he 19th century.
After about a year at Ettayapuram where she remained in order to assist Baluswami Dikshitar and his wife, the second wife of Muthuswami Dikshitar returned to Tiruvarur. Baluswami himself came to Tiruvarur and spent a few months with his elder brother, imbibing more of the latter's works. Baluswami also conveyed the Ettayapuram Rajah's request that Dikshitar return to Ettayapuram and make that place his home. 
Two years after his return to Tiruvarur, Dikshitar heard of the passing on of his illustrious contemporary Shyama Sastri at Tanjavur and was much aggrieved. The departure of this exceptional phenomenon from this earth made him ponder over his own life again. As an expert in astrology Dikshitar already knew that he would not live to be beyond 60. Which meant that there were just seven or eight years left for him. 

Back to Ettayapuram, shrines at Kazhugamalai, Sankarankovil,Tiruchendur, Tirunelveli. Deepavali of 1835 when he merged in the Eternal Soul.
During the late 1820s, Muthuswami Dikshitar's two wives left this world one after another. He now had no other commitments. He could spend all of his time for the rest of his life in spiritual contemplation. There was also no one to look after him and his needs. Of course, the disciples did their best but none could be expected to live full time with the master and serve him, for, they also had their commitments to their respective families. Dikshitar therefore left for Ettayapuram after taking leave of his disciples and blessing them. The decision to permanently leave the presence of Lord Tyagaraja and Goddess Kamalamba would not have been an easy one to make, nevertheless, the Divine Couple were enshrined in his heart. It would be safe to conclude that Dikshitar did not at this stage require outward support for his spiritual goal. Being a staunch, practising advaitin, he knew that he had to someday give up the attachment even towards the gods. 
Dikshitar was received with great enthusiasm at Ettayapuram. The joy of the Rajah, Venkateswara Ettappa and his court was greater this time, as they knew that the composer had come to Ettayapuram for good. Some of Dikshitar's disciples like Tevur Subramania Iyer, Tirukkadayur Bharati and Sattanur Panchanada Iyer accompanied him and they too were received enthusiastically by the gentry of Ettayapuram. The Rajah gave Dikshitar a house to live in. This was very near the palace and it was next to this house that more than 50 years later, the revolutionary Tamil poet Subramanya Bharati was to be born. 
Dikshitar made use of his sojourn at Ettayapuram to visit nearby places of pilgrimage. Kankashaila or Kazhugamalai (the hill of the vulture) is on the road from Kovilpatti to Sankarankoil. The topography of the whole area is typical Tirunelveli, with rocky outcrops dotting the region. Kazhugumalai is a huge rock about 300 feet high. The temple is a rock cut one, a cave temple, veTTuvAn kOvil, as they call it locally. It has beautiful sculptures adorning its inner walls and its dome. Lord Subramanya at Kazhugumalai is the tutelary deity of the Ettayapuram zamindars and the temple belongs to them. It was on this Lord that Dikshitar wrote the shuddha dhanyAsi composition 'subramaNyEna rakShitOham'. 
Dikshitar then visited Sankarankovil where both Siva and Vishnu give darshan as Sankaranarayana. Here Dikshitar wrote shankaranArAyaNam in the rare rAga nArAyaNa dEsAkShi. The shore temple of Tiruchendur is the biggest for Lord Subramanya and it is one of the six main temples (paDai vIDu) for the Divine Son of Siva and Parvati. It is situated on the Bay of Bengal coast. The sUrasamhAram festival is very famous here. It was here that Adi Sankara, the preceptor of Advaita, composed his subramaNya bhujangam. Dikshitar paid tribute to this deity in the tODi song 'srI subramaNyO'. Herein he refers to the temple practice of giving vibhUti prasAdam on dry leaves to devotees. Adi Sankara too mentions this practice in his poem. 
Dikshitar then visited Tirunelveli where there is a big temple for Lord Siva as Nellaiyappar. On Nellaiyappar he wrote 'shAlivATIshvaram' in dEvagAndhAri. On the Goddess here, he wrote the dEshi simhAravam piece shrI kAntimatim. Dikshitar is also supposed to have visited the nearby village of Kallidaikurichi and composed the AbhOgi song 'shrI lakshmi varAham' in praise of Lord Vishnu who gives darshan here as varAhA, the boar. Accounts of Dikshitar's life say that he also visited Sabarimalai and Trivandrum and composed the songs 'hariharaputram' in vasantA on Sashta at the former shrine and 'pannagashayana' in madhyamAvati at the latter. 
Dikshitar returned to Ettayapuram. A son was born to Venkateswara Ettappa at this time and as a tribute to Dikshitar, the Rajah named him Muttuswami. Early in 1835, the marriage of the eldest son of the Rajah was celebrated. A grand festival of music and dance was held. Muttuswami Dikshitar blessed the festivities. Later that year, Navaratri was also celebrated at the Ettayapuram palace with great devotion and grandeur. The festivities were marked by music and dance performances. Taking advantage of the resurgence in art due to the presence of Dikshitar, many composers and Natyacharyas presented new compositions and works at this festival. The renaissance of music and dance in the Tirunelveli region and the later invaluable contributions of artists and composers of the Ettayapuram court to art can be most certainly attributed to Dikshitar's stay at Ettayapuram and his blessings.
Amidst all this Dikshitar knew that his end was nearing. He was 60 years old. He was fully satisfied with the accomplishment of his life's mission. He had bequeathed to the world his immortal music, eternal works of bhakti and vEdAnta. The time had come for him to leave.
21st October 1835. It was dIpAvali, naraka chaturdashi day. A day of lights, when the darkness of ignorance is dispelled and the lamp of True Knowledge shines. Dikshitar got up very early in the morning and as per tradition had his ritual bath, the gangA snAnam. He then sat down for pUja. Just then the Rajah of Ettayapuram came running to Dikshitar's house. He was deeply perturbed. The royal elephant named Kangeyan had broken its chains and running amuck through the town had gone to the crematorium on the outskirts where it lay, not allowing anyone, even the mahout, to come near it. According to traditional belief, such a happening was inauspicious and it indicated trouble and suffering for the Rajah and his fiefdom. Venkateswara Ettappa asked Dikshitar whether the incident of the elephant lying at the crematorium portended any danger to him or his kingdom. Dikshitar replied that neither he, the Rajah, nor his kingdom, would come to grief. So saying, Dikshitar blessed Venkateswara Ettappa. Greatly relieved at this blessing from Dikshitar whom he considered as his guru, the Rajah returned to his palace.
Dikshitar performed navAvaraNa pUja elaborately. After the pUja was over he asked for his vINa to be brought and played a few of his own compositions for some time. He then asked his disciples, including his brother Baluswami, who had gathered around him, to sing and specifically asked for his gamakakriyA masterpiece 'mInAkshi mEmudam dEhi'. While the disciples were singing the anupallavi lines 'mInalOcani pAshamOcani', he asked them to repeat it again. When the disciples were singing the said lines again, Dikshitar breathed his last. His soul was free of its moorings. Muttuswami Dikshitar's pilgrimage on earth was over. The Eternal Pilgrim had merged with Eternity. The brother and the disciples who did not expect Dikshitar to leave them so soon were dumbstruck. 
The Rajah rushed to Dikshitar's house on hearing of the sad news. He lamented that he had not understood the true import of the prophetic words of the master. What greater tragedy could befall him and his kingdom than the passing away of his guru whom he revered as God Himself? Arrangements were made for the last journey of Muttuswami Dikshitar. His mortal remains were cremated and the ashes were buried on a piece of land next to the palace. A samAdhi structure was put up over the urn containing the ashes. 
Not everyone is blessed with such a manner of death. It is only the truly blessed, the true children of God, the staunch unremitting devotee and the true follower of the highest spiritual practices that are fortunate enough to leave this world in a manner that is as sublime as it is a striking message for everyone present on the occasion and for those who listen to it. With the Lord's name in his mind, with a song on his lips and with profound peace within his heart, the great composer, in the manner of his death, left none in doubt that he had merged in the Eternal Soul. 
In the pUrvi rAga kriti 'shrI guruguhasya dAsOham', a song belonging to the guru guha vibhakti series, Dikshitar says that he is a dAsa or servant of the guru, but immediately, in the next line says that he, i.e., Dikshitar is guru guha Himself. The real Guru is the Eternal Soul enshrined in the cave of the heart. This what is meant by the term 'guru guha'. For the musically inclined, whether an artist or rasika, Muttuswami Dikshitar is the Eternal Guru ever enshrined in our hearts, as are his two equally great and illustrious contemporaries Shyama Sastri and Tyagaraja. 
CONCLUDED 
