E PRANAYV JOURNAL OF FINE ARTS
ISSN: 2582-9513 ]
A MUSICAL INSIGHT ON SRI MUTTUSWAMY DIKSITAR’S

MINAKSI ME MUDAM DEHI COMPQOSITION
With Special Reference to Sangita Sampradaya Pradarsini

Dr. Shivashankari. J

Musician and Research Scholar, Bengaluru
Abstract

India is a nation with rich cultural , spiritual and philosophical tradition. There are many paths to
depict these values and Indian Classical Music stands foremost among them . Karnatak music
composers composed many compositions with this background focusing on different ksetra-s
and deities. They uplifted Indian tradition and acted as a cultural ambassador in the Universe . Si1
Muttuswamy Diksitar, youngest of the Karnatak music trinity , was a great saint composer of
eighteenth century who created his unique style and contributed many compositions to this field
which are immortal even to this day. The present article gives a detailed analysis on the musical
aspects found in one of his krti-s portraying Goddess Minaksi of Madurai.
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Introduction

Sri Muttuswamy Diksitar , youngest of the Karnatak music ~ trinity,
was born in 1775 in Tiruvarur. The three saint composers created
their own styles and Diksitar’s compositional style is known as
‘Narikelapaka’. His compositions are in Sanskrit and his ankita is
Guruguha. Sangita Sampradaya Pradarsini is an earliest authentic
source for giving notations to Muttuswamy Diksitar’s compositions
with gamaka symbols, written in Telugu, which was published in the
year 1904. The author of this magnum opus text is Subbarama
Diksitar, grandson of Muttuswam y Diksitar . The current article
musically analyzing one of Diksitar’s krti , Minaksi mé mudam dehi
in the raga gamakakriya set to adi tala is based on the notations
provided in Sangita Sampradaya Pradarsini.

Raga laksana

Muttuswamy D1 ksitar has composed Minaksi krti in the raga Gamakriya which is the 53"
raganga raga of Venkatamakhi méla tradition . Subbarama Diksitar defines this as a sampiirna
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raga, sadja graha, rakti raga, désiya raga, nisada varjya in a rohana and suitable for singing at all
times.

“Gamakakriya ragoyam sarvakalé pragiyaté ” is the raga laksana sloka given by Venkatamakhi
in his Caturdandi Prakasika.

Arohana:srgmpds - Avardhana: Sndpmgrs

Subbarama Diksitar says gandhara is the jiva swara and this raga is also known as
‘Purvikalyani’.

Summary of the Composition

|| P || Minaksi mé mudam déhi m&cakangi raja matangi ||

Oh! Minaksi, fish-eyed Goddess, bless me with happiness. You
are dark-hued Raja Matangi, the daughter of sage Matanga.

|| A.P || Mana matr méye may¢ marakata caye Siva jaye ||

You are the measurement , measurer and the measurable one and
also of illusion . You are the consort of Lord Siva and glowi  ng
with emarald oranments.

|| M.S || Minalocant pasamdcani manini kadambavana vasini ||

Oh! Minaldcani, the Goddess with fish-like eyes, you are the one who liberate the beings from
this Universal bondage. You are the noble one residing in the Kadamba forest.

|| C || Madhurapuri nilayé manivalayé malayadhwaja pandya raja tanaye ||

You are the Goddess whose abode is the Madhurapuri or Madurai (in Tamilnadu), wearing gem-
studded bangles and the daughter of Pandya king Malayadhwaja.

|| Vidhu vidambana vadané vijay€ vina gana dasa gamakakriye ||

Your face shines as bright as moon. Oh! Vijaye, the victorious one, you
are the embodiment of the ten types of gamaka-s explored through
singing and playing Vina.

|| M.S || Madhu mada modita hrdaye sadayé Mahadéva sundarésa priye
|

|| Madhu muraripu sodari satodari vidhi guruguha vasankari sankari ||

Oh! The beloved of Lord Sundareswara , Mahadeva, your heart delights
in the nectar of honey . You are the sister of Visnu who slayed Madhu
and Mura demons. Oh! Sankari, you have a slender waist who fascinates Brahma and Guruguha.
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Musical Analysis

Minaksi — pallavi of the krti begin beautifully with three aksara dirgha adhara sadja and is
followed by phrasing two swaras below and above, reflecting the shape of the fish, i.e, from sa to
mandra dhaivata to sa to madhya gandhara.

Meé mudam déhi — when Diksitar requests to bestow happiness , the phrase lands in adhara sadja
from madhya pancama depicting the humbleness in requesting a favour.

pallavi

N WSy W Ay ~~~ X~ X A A Y a 53

% S,rssd S.r g gv,rg | /pmM-/p g g | dm g /mgrs ||§
mi na ksi | me mu darh | dé hi [ :

Meécakangi raja matangi — in the second line of the pallavi, Diksitar describes Goddess Minaksi
in mecaka colour and portrays her as Raja matangi , the ninth among Dasa maha vidya -s. Raja
matangi or Raja Syamala in $17Vidya tradition is said to be the mantrini or minister of the eternal
Lalita Mahatripurasundart representing the aspect of knowledge and music . Since, true
knowledge is tough to attain , the swaras here focuses more on the second half of mandra sthayi
and the first half of madhya sthayi.

The pallavi extends to third av arta for just one syllable ‘gi’ from the phrase ‘raja matangi’ to
uplift her majestic character.

Y x Y x erar L v i

S -rsndnD,s s\pd | S,rg g [ mrg /p m/pm |
mé ca ka m gi | ra ja [ ma tam |
w oY i o\

mp\G : = G \R=R | \S=8 = \ cSES [

(o ]

Mana matr m&yé maye - in the anupallavi, the swaras ranges in all three sthayis . The first avarta
conveys a very high philosophical message which depicts the eternal truth , i.e, the three -
dimensional approach towards any Universal aspects , like, karana, karana, karta or pramana ,
pram&ya, pramata. The same philosophical concept when represented musically, it can be said as
teacher, music, student; composer, composition, ks&tra/deity; musician, concert, audience and so
on. Another best example from the literature point of view, the connection between a subject and
an object is derived through cases/verbs/actions which is called as vibhakti-s. The current
analysis of the composition also has three-dimensional approach, i.e, lyrical-philosophical-
musical.

In the SriVidya tradition , the sristi krama starts from a bindu representing Maya sahita
Parabrahman and then emerges as a srikona or a triangle. From this, one can say that the exact
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same principle is being denoted here. She is the mayé or the bindu arising as the measurement ,
measurable and the measurer . Mana is Pramana and Védas are said to be a pramana for all the
ancient Indian scriptures . So, here Diksitar says that Goddess is playing the act herself by
creating this entire Universe which is then termed to be an illusory fact . This is the eternal truth
every man in his life has to realize which is the main principle of Véd  as. These supreme facts
when delivered in a delicate manner is understood clearly and hence , Diksitar constructs the
musical phrases in a way that is perfectly conveyed to any artist, i.e, he placed those phrases with
only the first half of madhya sthay i swara-s predominantly so that the secret is maintained to the
seeker alone.

marakata ¢aye Siva jayé — the next avarta travels from the second half of madhya sthayi and
reaches tara sadja where Diksitar is portraying Goddess as the one shinin g with emeralds and is
the beloved of Lord Siva.

anupallavi

Y \ SO X X Yo
m pm/ d n(mgrg g /pm | mpg\rrssnd | s rg/m/P I
ma na ma tr mé | yé — [ ma yé I
mdpm gmpd< D d sn | dp cpdp | $ 4 I
mara ka ta ccha | ye siva | jaye I

Minal6cani pasamocani manini kadambavana vasini — the madhyamakala sahitya coming in the
anupallavi is a transient phrase that he heard during his last breath at the time of attaining the
Lotus feet of Goddess. Here, the sahitya depicts the similar fact of mayeé or the illusory effect, as
pasa mocani, i.e, liberating oneself from samsara sagara or the materialistic bondages . Hence,
this phrase starts from tara sthayi and ends in mand ra dhaivata, depicting the character of
descendance. Though on the outward , it seems that since pallavi starts in sadja and hence the
previous phrase ends in a note above or below, here, the phrase kadambavana vasini, depicting
the forests, represents the prthivi tatva and hence is phrased in the first half of madhya sthayi
swaras with denoting its vastness and that, eternal maya sakti descending down to earth as a
Goddess and blessing the devotees. Here, the kadamba trees also signify the sthala vrksa.

~——~

$¢ S/isn Dd/&ndP | mpm G r G | d pm gmgRsd |

mina locani pasa mo cani | ma ninika dam | mba  vanava sini |

The whole carana is full of adjectives describing Goddess with various attributes ranges in all
three sthayis. In the whole composition the phrase, vijayé, denoting victory, is placed in tara
sthayi gandhara with dirghatva and this is the highest note found in this composition . The other

place touching the tara gandhara is when Diksitar describes about Visnu as mura ripu but is
handled with an €tra jaru gamaka and does not hit the swara directly . The phrase denoting about
4

PRANAYV JOURNAL OF FINE ARTS - DECEMBER 2024; VOLUME 5; ISSUE 2



ISSN: 2582-9513

PRANAYV JOURNAL OF FINE ARTS

the music, beautifully traverse from tara sadja to adhara sadja giving the special sancaras of the
raga gamakakriya perfectly blending with lyrical aspect — raga mudra.

caranam

s d Ssrsds r | i;r?g/prh | ??G
madhurapuri ni la | ye ma ni | va la ye
A Y x e, v
d\M g /pm /P | m g/d\mg | mg/mgrs<
ma la ya dhva ja  pam | dyara ja | tana  ye
Zsg m p D snd p | $§ §n D | srG
vidhuvidamm  bana | vadane | vijaye
S$Sisn D | md\m g = | =g\r $
vina ga | sagamaka | . kriye

~

The madhyamakala sahitya beautifully travels from adhara sadja to tara sthayi phrases and

coming back to madhya sthayi which is a unique , significant and distinctive feature of Diksitar’s

composition.

Madhu mada modita hrdaye sadaye

The phrase satodart with the swaras S N d d is a perfect depiction of the shape . He places his
ankita guruguha with d d n d which is a special sancara of raga gamakakriya.
s/;':s:;‘i Srg/fir}\\aw grs | ‘é’vl\{gpn\ gd | lé g/rﬁ[’:ivs |
madhumada modita hidayé sadayé | mahade va sum | da ré Sapriye |
w . STV A~ Y - Y Y — \ \ %
s + /gisd S$d/t SNdd | /¥ dd/adm FTo_1 <SgdWM g /mgh|
kari Sam Kkari |

madhu muraripu

sodari datoda ri | vidhiguru guhava = Sam |

Aesthetical aspects in the Composition

Swaraksaras are a highlight in Diksitar’s compositions where the syllable in the sahitya

perfectly matches with swaras . In this composition , both suddha and sucita swaraksaras are
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- the delightful character madita is shown in the upwards
saficara - S r g and sadayé or compassion is shown in descending pattern — g r s. Again, as in Siva
jaye in the anupallavi, here, mahadéva sundarésa priy€ is given in the ascending patt ern landing
in tara sadja showing the highest love of Minaksi and Sundaréswara
descending swaras in the second avarta of madhyamakala sahitya is beautifully phrased where
Diksitar places Lords Visnu and Brahma in tara stha yi — madhu muraripu and vidhi and slides
down depicting the drawing power of Goddess with her charming beauty — vasarkari sankari.

. The step -by-step
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found. The syllable ma is placed in the madhyama swara in six different places — memudam and
matangi in pallavi; mana, marakata and manini in anupallavi; gamaka in carana. Syllable sa in
the madhyamakala sahitya of anuppalavi va  sini. In the carana , the syllable dha and ri in
madhurapuri, syllable pa in pandyaraja. In the madhyamakala sahitya of carana , the syllable sa,
ri and dha in mada, mura, sédari, $atddari and sankari.

Yamakalankara is a decorative aspect where a word that repeatedly occurs in a composition in
different context . In this krti , the word madhu is the yamaka that occurs in three places —
madhurapuri, madhumada modita and madhu muraripu. The first one denotes the name of the
place, the second denotes honey and the third denotes the name of the demon.

Yati is the type of pattern where it is based on the measurement of the aksaras or the syllables.
In the composition the phrases méy€, maye, caye, jaye in the anupallavi form the sama yati. In
the madhyamakala sahitya of carana the last phrases also incorporate gopucca yati in vas  ankari
sankari

Prasas are the rhyming syllables in a composition which is based on the range of a pada , i.e, one
meaningful sentence . In this composition , an avarta makes one pada (half avarta in
madhyamakala sahitya) and adi or dwitiyaksara, antya and anu prasas are found accordingly.

Simha prasa in carana — madhurapuri, vidhu vidambana and madhu mada modita

Anu prasa — mécakangi, raja mata ngi in pallavi ; minalocani pasamécani in Anupallavi ;
madhurapuri nilayé manivalaye raja tanaye, vijaye, dasa gamakakriye, hrdaye sadaye priye,
sodari satodari vasankari sankari ||

Antya prasa in carana —

|| C || Madhurapuri nilayé manivalaye || malayadhwaja pandya raja tanaye ||
|| Vidhu vidambana vadang vijaye || vina gana dasa gamakakriyeé ||

|| M.S || Madhu mada modita hrdaye sadaye | Mahadéva sundarésa priye ||
| Madhu muraripu sodari satodari | vidhi guruguha vasankari sankari ||

In the pallavi and anupallavi since there is absence of adi prasa and antya prasa , prasa yati with
variations of ma syllable can be found.

|| P || minaksi m& mudam d&hi || m&cakangi raja matangi ||
|| A.P || mana matr méyé maye || marakata caye siva jaye ||

|| M.S || minalocani paséamécani | manini kadambavana vasini ||
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Conclusion

Minaksi mé mudam déhi, is a highly philosophical composition conveying the eternal, supreme
and ultimate truth which is the root cause of happiness and this theme is introduced in the pallavi
itself. In the rest of the krti, Diksitar has expressed that there are many causes to realize until one
attains that true and pure happiness, which he is requesting Goddess to bestow upon. The whole
composition depicts the knowledge aspect. Especially the connection between Minaksi and Raja
Matangi could have a wonderful interpretation in terms of ‘ j7iana’. Parvati took an incarnation of
Pandya King of Madhurapuri ksétra and later united with Lord Siva . Here, Diksitar, who himself
was a jnani , portrayed Minaksi as Matangi to depict that when one’s ignorance is destroyed :
knowledge can enter the mind. Hence, he gives an enlightening statement in the anupallavi as
She, who is the complete embodiment of the Universe, is the maya herself.

Usually there are no sangati -s found in Diksitar’s composition and is meditative in nature in
terms of raga and laya or the pace . This composition is in sambodhana or eighth vibhakti and
Goddess is being addressed directly and has an anecdote connected with it. During his last days,
he stayed in Ettayapuram as per the Maharaja’s wish . Though Diksitar denied to be as an
Asthana Vidwan, he stayed in a nearby place to the court . One day he was rendering this krti
along with his students and Diksitar told them to repeat the same composition for the second
time. While his disciples were singing the phrase ‘minalocani pasamocani’ he left his mortal
body and attained the Lotus feet of the Goddess . This shows that his krtis are not ju st a chain of
words but a garland of true inner experience . Thus, rendering this krti as per the Sangita
Sampradaya Pradarsini notation elevates to the ultimate reality musically.
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