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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 . Karnāṭak music 

composers composed many compositions with this background focusing on different kṣetra-s 

and deities. They uplifted Indian tradition and acted as a cultural ambassador in the Universe . Śrī 

Muttuswāmy Dīkṣitar , youngest of the Karnātạk 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 kṛti-s portraying Goddess Minaksi of Madurai. 

Key words : Śrī Muttuswāmy Dīkṣitar , Gamakakriyā, Mīnākṣi mē mudam dēhi , Saṅgīta 

Sampradāya Pradarśiṇi, Karnāṭak Music Analysis. 

Introduction 

Śrī Muttuswāmy Dīkṣitar , youngest of the Karnātạk music trinity, 

was born in 1775 in Tiruvarur . The three saint composers created 

their own styles and Dīksịtar‟s compositional style is known as 

„Nārikeḷapāka‟. His compositions are in Sanskrit and his aṅkita is 

Guruguha. Saṅgīta Sampradāya Pradarśiṇi is an earliest authentic 

source for giving notations to Muttuswāmy Dīksịtar‟s compositions 

with gamaka symbols, written in Telugu, which was published in the 

year 1904. The author of this magnum opus text is Subbarāma 

Dīkṣitar, grandson of Muttuswām y Dīksịtar . The current article 

musically analyzing one of Dīksịtar‟s krṭi , Mīnākṣi mē mudam dēhi  

in the rāga gamakakriyā set to adi tālạ is based on the notations 

provided in Saṅgīta Sampradāya Pradarśini. 

Rāga lakṣaṇa 

Muttuswāmy Dī kṣitar has composed Mīnākṣi kṛti in the rāga Gamakriyā which is the 53
rd

 

rāgāṅga rāga of Veṅkaṭamakhi mēḷa tradition . Subbarāma Dīkṣitar defines this as a sampūrṇa 
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rāga, ṣaḍja graha, rakti rāga, dēśīya rāga, niṣāda varjya in ā rōhaṇa and suitable for singing at all 

times. 

“Gamakakriyā rāgōyaṃ sarvakālē pragīyatē ” is the rāga laksạnạ ślōka given by Veṅkatạmakhi 

in his Caturdaṅdị Prakāśikā.  

Ārōhaṇa: s r g m p d ṡ - Avarōhaṇa: ṡ n d p m g r s 

Subbarāma Dīksịtar says gāndhāra is the jīva swara and this rāga is also known as 

„Pūrvikalyānị‟. 

Summary of the Composition 

|| P || Mīnākṣi mē mudam dēhi mēcakāṅgi rāja mātaṅgi || 

Oh! Mīnākṣi, fish-eyed Goddess, bless me with happiness. You 

are dark-hued Raja Mātaṅgi, the daughter of sage Mataṅga. 

|| A.P || Māna mātṛ mēyē māyē marakata cạ̄yē śiva jāyē || 

You are the measurement , measurer and the measurable one and 

also of illusion . You are the consort of Lord Śiva and glowi ng 

with emarald oranments. 

|| M.S || Mīnalōcanī pāśamócanī māninī kadambavana vāsinī || 

Oh! Mīnalōcani, 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 || Madhurāpuri nilayē maṇivalayē malayadhwaja pāṇḍya rāja tanayē || 

You are the Goddess whose abode is the Madhurāpuri or Madurai (in Tamilnadu), wearing gem-

studded bangles and the daughter of Pānḍỵa king Malayadhwaja . 

|| Vidhu vidạmbana vadanē vijayē vīnạ̄ gāna daśa gamakakriyē || 

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 Vīnạ. 

|| M.S || Madhu mada mōdita hrḍayē sadayē Mahādēva sundarēśa priyē 

|| 

|| Madhu muraripu sōdari śātōdari vidhi guruguha vaśaṅkari śaṅkari || 

Oh! The beloved of Lord Sundareśwara , Mahādeva, your heart delights 

in the nectar of honey . You are the sister of Visṇụ who slayed Madhu 

and Mura demons. Oh! Ṣaṅkari, you have a slender waist who fascinates Brahma and Guruguha. 
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Musical Analysis 

Mīnākṣi – pallavi of the krṭi begin beautifully with three aksạra dīrgha ādhāra sạdj̣a 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 gāndhāra. 

Mē mudam dēhi – when Dīksịtar requests to bestow happiness , the phrase lands in ādhāra sạdj̣a 

from madhya pañcama depicting the humbleness in requesting a favour. 

 

Mēcakāṅgi rāja mātaṅgi – in the second line of the pallavi, Dīkṣitar describes Goddess Mīnākṣi 

in mēcaka colour and portrays her as Rāja mātaṅgi , the ninth among Daśa mahā vidyā -s. Rāja 

mātaṅgi or Rāja Śyāmaḷa in ŚrīVidyā tradition is said to be the mantriṇi or minister of the eternal 

Lalitā Mahātripurasundarī 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 sthāyi 

and the first half of madhya sthāyi. 

The pallavi extends to third āv arta for just one syllable „gi‟ from the phrase „raja matangi‟ to 

uplift her majestic character. 

 

Māna mātṛ mēyē māyē - in the anupallavi, the swaras ranges in all three sthāyis . The first āvarta 

conveys a very high philosophical message which depicts the eternal truth , i.e, the three -

dimensional approach towards any Universal aspects , like, karaṇa, kāraṇa, kartā or pramāṇa , 

pramēya, pramata. The same philosophical concept when represented musically, it can be said as 

teacher, music, student; composer, composition, kṣētra/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 ŚrīVidyā tradition , the srịsṭị krama starts from a bindu representing Māyā sahita 

Parabrahman and then emerges as a trikōṇa or a triangle. From this, one can say that the exact 
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same principle is being denoted here. She is the māyē or the bindu arising as the measurement , 

measurable and the measurer . Māna is Pramāṇa and Vēdas are said to be a pramāṇa for all the 

ancient Indian scriptures . So, here Dīksịtar 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 Vēd as. These supreme facts 

when delivered in a delicate manner is understood clearly and hence , Dīkṣitar 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 sthāy i swara-s predominantly so that the secret is maintained to the 

seeker alone. 

marakata cạ̄yē śiva jāyē – the next āvarta travels from the second half of madhya sthāyi and 

reaches tāra sạdj̣a where Dīksịtar is portraying Goddess as the one shinin g with emeralds and is 

the beloved of Lord Śiva. 

 

Mīnalōcanī pāśamócanī māninī kadambavana vāsinī – the madhyamakāla sāhitya 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 sāhitya depicts the similar fact of māyē or the illusory effect , as 

pāśa mōcanī , i.e, liberating oneself from samsāra sāgara  or the materialistic bondages . Hence, 

this phrase starts from tāra sthāyi and ends in mand ra dhaivata , depicting the character of 

descendance. Though on the outward , it seems that since pallavi starts in sạdj̣a and hence the 

previous phrase ends in a note above or below, here, the phrase kadambavana vāsinī, depicting 

the forests, represents the pṛthivī tatva  and hence is phrased in the first half of madhya sthāyi 

swaras with denoting its vastness and that, eternal māyā śakti  descending down to earth as a 

Goddess and blessing the devotees. Here, the kadamba trees also signify the sthala vṛkṣa. 

 

The whole caranạ is full of adjectives describing Goddess with various attributes ranges in all 

three sthāyis . In the whole composition the phrase, vijayē, denoting victory , is placed in tāra 

sthāyi gāndhāra with dīrghatva and this is the highest note found in this composition . The other 

place touching the tāra gāndhāra is when Dīksịtar describes about Visṇụ as mura ripu but is 

handled with an ē ṭra jāru gamaka and does not hit the swara directly . The phrase denoting about 
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the music, beautifully traverse from tāra sạdj̣a to ādhāra sạdj̣a giving the special sañcāras of the 

rāga gamakakriyā perfectly blending with lyrical aspect – rāga mudrā. 

 

The madhyamakāla sāhitya beautifully travels from ādhāra sạdj̣a to tāra sthāyi phrases and 

coming back to madhya sthāyi which is a unique , significant and distinctive feature of Dīksịtar‟s 

composition. 

Madhu mada mōdita hrḍayē sadayē  - the delightful character mōdita is shown in the upwards 

sañcāra - s r g and sadayē or compassion is shown in descending pattern – g r s. Again, as in śiva 

jāyē in the anupallavi , here, mahādēva sundarēśa priyē is given in the ascending patt ern landing 

in tāra sạdj̣a showing the highest love of Mīnāksị and Sundarēśwara . The step -by-step 

descending swaras in the second āvarta of madhyamakāla sāhitya is beautifully phrased where 

Dīkṣitar places Lords Viṣṇu and Brahma in tāra sthā yi – madhu muraripu and vidhi and slides 

down depicting the drawing power of Goddess with her charming beauty – vaśaṅkari śaṅkari . 

The phrase śātōdarī with the swaras Ṡ N d d is a perfect depiction of the shape . He places his 

aṅkita guruguha with d d n d which is a special sañcāra of rāga gamakakriyā . 

 

Aesthetical aspects in the Composition 

Swarākṣaras are a highlight in Dīksịtar‟s compositions where the syllable in the sāhitya 

perfectly matches with swaras . In this composition , both śuddha and sūcita swarāksạras are 
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found. The syllable ma is placed in the madhyama swara in six different places – memudam and 

mātaṅgi in pallavi ; māna, marakata and māninī in anupallavi ; gamaka in caranạ . Syllable sa in 

the madhyamakāla sāhitya of anuppalavi vā sinī. In the caranạ , the syllable dha and ri in 

madhurāpuri, syllable pa in pāṅdyarāja. In the madhyamakāla sāhitya of caranạ , the syllable sa, 

ri and dha in mada, mura, sōdari, śātōdari and śaṅkari. 

Yamakālaṅkāra is a decorative aspect where a word that repeatedly occurs in a composition in 

different context . In this krṭi , the word madhu is the yamaka that occurs in three places – 

madhurāpuri, madhumada mōdita 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 akṣaras or the syllables. 

In the composition the phrases mēyē, māyē, cạ̄yē, jāyē in the anupallavi form the sama yati. In 

the madhyamakāla sāhitya of caranạ the last phrases also incorporate gopuccạ yati in vaś aṅkari 

śaṅkari 

Prāsas are the rhyming syllables in a composition which is based on the range of a pāda , i.e, one 

meaningful sentence . In this composition , an āvarta makes one pāda (half āvarta in 

madhyamakāla sāhitya) and ādi or dwitīyākṣara, antya and anu prāsas are found accordingly. 

Simha prāsa in caranạ – madhurapuri, vidhu vidambana and madhu mada modita 

Anu prāsa – mēcakāṅgi, rāja māta ṅgi in pallavi ; mīnalōcanī pāśamócanī in Anupallavi ; 

madhurāpuri nilayē maṇivalayē rāja tanayē, vijayē, daśa gamakakriyē, hṛdayē sadayē priyē, 

sōdari śātōdari vaśaṅkari śaṅkari || 

Antya prāsa in caranạ –  

|| C || Madhurāpuri nilayē maṇivalayē || malayadhwaja pānḍỵa rāja tanayē || 

|| Vidhu vidạmbana vadanē vijayē || vīṇā gāna daśa gamakakriyē || 

|| M.S || Madhu mada mōdita hrḍayē sadayē | Mahādēva sundarēśa priyē || 

|| Madhu muraripu sōdari śātōdari | vidhi guruguha vaśaṅkari śaṅkari || 

In the pallavi and anupallavi since there is absence of ādi prāsa and antya prāsa , prāsa yati with 

variations of ma syllable can be found. 

|| P || mīnākṣi mē mudam dēhi || mēcakāṅgi rāja mātaṅgi || 

|| A.P || māna mātr ̣mēyē māyē || marakata cạ̄yē śiva jāyē || 

|| M.S || mīnalōcanī pāśamócanī | māninī kadambavana vāsinī || 

 



PRANAV JOURNAL OF FINE ARTS 

ISSN: 2582-9513 

 
 

7 
 PRANAV JOURNAL OF FINE ARTS - DECEMBER 2024; VOLUME 5; ISSUE 2 

 

Conclusion 

Mīnākṣi mē mudam dēhi , 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 krṭi , Dīkṣitar 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 Mīnāksị and Rāja 

Mātaṅgi could have a wonderful interpretation in terms of „ jñāna‟. Pārvati took an incarnation of 

Pandya King of Madhurāpuri ksẹ̄tra and later united with Lord Śiva . Here, Dīkṣitar, who himself 

was a jñāni , portrayed Mīnāksị as Mātaṅgi 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 māyā herself. 

Usually there are no saṅgati -s found in Dīksịtar‟s composition and is meditative in nature in 

terms of rāga and laya or the pace . This composition is in sambōdhana 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 Dīksịtar denied to be as an 

Āsthāna Vidwan , he stayed in a nearby place to the court . One day he was rendering this krṭi 

along with his students and Dīksịtar told them to repeat the same composition for the second 

time. While his disciples were singing the phrase „mīnalōcanī pāśamōcanī ‟ he left his mortal 

body and attained the Lotus feet of the Goddess . This shows that his krṭis are not ju st a chain of 

words but a garland of true inner experience . Thus, rendering this krṭi as per the Saṅgīta 

Sampradāya Pradarśini notation elevates to the ultimate reality musically. 
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Chennai: Author © Dr.R.Asha 

Ayyangar Rangaramanuja.R. 1993. History of South Indian (Carnatic) Music. Bombay: 

Vipanc(h)I Cultural Trust. 

Bhagyalekshmy.S. 2011. Lakshanagranthas in Music. Nagercoil: CBH Publications. 

Bhagyalekshmy.S. 2015. Ragas in Carnatic Music. Nagercoil: CBH Publications. 

Bharanidharan. 1988. Dheekchidhar Paadia Thiruthalangal. Madras: Kalaignaan Pathipagam. 



PRANAV JOURNAL OF FINE ARTS 

ISSN: 2582-9513 

 
 

8 
 PRANAV JOURNAL OF FINE ARTS - DECEMBER 2024; VOLUME 5; ISSUE 2 

 

Govind, Apte Vasudev. 2002. The Concise Sanskrit - English Dictionary. Delhi: Motilal 

Banarsidass 

Iyer, Sundaram.A. 1988. Sri Dikshita Kirtanamala (I to XV). Madras: Music Books Publishers 

Narayanaswami.P.P, Vidya Jayaraman (ed). 2008. Saṅgīta Sampradāya Pradarśini . English 
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