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Abstract

Music is the finest of fine arts and is the crest jewel of Indian culture and tradition. Among the
different branches of Indian Classical Music, Karnatakmusicis one of genres thatcultivates a
deep interest in philosophy and spirituality.With this motto, many composers created various
musical compositions and caused an awareness of the ancient Indian scriptures in a lay man.
They dedicated their master pieces to a particular deity and incorporated varied concepts in
describing them. Their compositions are celebrated even at the present due to its excellent
incorporationof several aesthetical ornaments like rhetorics and prosodies. Among them, Mudra
or signature, is considered to be an inseparable part and ensures an authority over the background
of anycomposition.SrT MuttuswamyDiksitar , youngest among the Karndtak music trinity, has
incorporated various kinds of mudras in his compositions. This paper gives the description on all
kinds ofmudras and majorly deals with the ragamudrasfigured in his compositions. The author
explains the different perspectives in fitting the names of the ragas so as to give a meaningful
blending with sahitya or matu. The examples show the lyrical excellence of the composer in

enhancing the grandeur of the composition.
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Introduction

Mudra in Karnatakmusic is a unique concept of proclaiming certain facts of a composition.The
term mudra, in Sanskrit, refers to seal, stamp, mark and impression. Mudra affirms the
ownership of the title or theme of any work, its author and its subject or content. In musical
terminology,mudra is also known as arkita, which denotes the signature of the composer, raga,
tala, type of musical form and so on. It is intertwined with the sahityaor lyrics of the
compositions without affecting its meaning andbeauty.The term mudrais also found in dance in
context with the hand gestures known as hasta mudras. This applies to the mudras in
SriVidyapijatradition which symbolizes tenmudras, among which nine mudrasare dedicated to

nineavaranas and the last one is dedicated to the entire cakra, called,sarvatrikhandamudra.

There are varied varieties of mudras mentioned by Sambamoorthy in his musical treatise South
Indian Music, namely, vaggéyakararaga, tala, acarya, posaka, vamsa, prabandha,
nayaka,sthala, birudu, laksanagrantha, bhakti, cakra, rasa, graha, linga, samvatsara and
candas’. Among them,vaggéyakara mudra is incorporated by almost everykarnatakmusic
composer, in their compositions and rdaga mudra is found in the compositions of few
composers.MuttuswamyDiksitar, youngest among the karnatak music trinities, was a prolific
composer who composed hundreds of compositions.One can say that, he was one of the

composers who incorporated maximum number of mudras in his compositions.

This paper gives a brief description on all the mudrasthat was incorporated by

MuttuswamyDiksitar in his compositions and highlights more on ragamudras. The study is

These categories in mudras are explained in detail with examples, mentioned by Prof.P.Sambamoorthy in his South
Indian Music book (Vol5 183-210). In this paper, the author has dealt with the important ones that is incorporated in
Diksitar’s compositions.
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mainly based on the text, SangitaSampradayaPradarsini written by Subbara maDiksitar and

hence, the nomenclatures are mentioned as per Venkatamakhi’smélapaddhati.
Brief sketch on thecompositional style of Sri MuttuswamyDiksitar (1775-1835)

MuttuswamyDiksitarwas a scholar in various domains like agamas, Sanskrit literature, music
and jyatisasastras and was a SriVidya upasaka. He followed the mélapaddhati propounded by
Venkatamakhi’ and incorporated only sulddisaptatalas to his compositions. He adopted
Guruguha as his asikita, which has a high philosophical essence®. His compositions were in
Sanskrit. He was one of the karnatak music composers who travelled all over India and
composed musical compositions during his pilgrimage on a particular ksetra and deity. He
imbibed all the philosophical values preached in the ancient Indian scriptures. He composed on
various deities regardless of issa-daiva concept’. He has also composed many krzis grouped
under various concepts, namely, vibhakti, navavarana, navagraha, paricabhiitaksetras and
paricalingas of Tiruvarur. Sangatis are not found in his compositions except in few phrases in
few compositions but even those are not with much difference. He was the pioneer in composing
samasticaranas, that is, a carana that comes immediately after pallavi without anupallavi®. His

first composition was Sri na thadiguruguhojayati set to mayamalavagowlaragaand daditala.His

% There are two mélapaddhatis being followed at present, namely, Venkatamakhi’s called as Asampiirna and
Govindacarya’scalled as Sampiurnamelapaddhati.

*Guruguha is one of the names of Lord Subramanya and TiruttaniSubramanya was the reason for Diksitar’s journey
as a musical composer. In ancient scriptures, Subramanyais referred as sénadhipati or commander-in-chief who
fights against the enemies in the war -field. In this context, Diksitar attributes that Subramanyaas the Guru who
fights against the inner enemies or arisadvargas and removes the darkness (guha) in one’s mind thereby assisting
for acquiring true knowledge in attainingmaksa or salvation.

* The concept of isfa-daiva can be seen in OottukkaduVenkata Kavi who chose Lord Krsna as his favorite deity and
Tyagaraja who chose Lord Rama as his favorite.

> In the text, SangitaSampradayaPradarsini, SubbaramaDiksitar mentions them as anupallavi and the term
samasticarana is seen in the later years.
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unique compositional style is compared to narikélapaka, the essence of coconut water®, that is,

the essence of coconut water can be tasted only after a lengthy and complicated process of

climbing the tree, plucking the coconut, removing the outer covers, which again is very hard, and

then finally taste its essence.

Mudrasfigured in Diksitar’s compositions

MuttuswamyDiksitarextensively incorporated the mudrasinhis sahitya. Among the various

kinds,one can find the following varieties of mudrasin his compositions.

Vaggeéyakkara — Diksitar used itara mudra and not his own name as his arkita, that is,
Guruguha. His was anéka mudra and did not use any paryaya mudra.

Sthala or ksetra mudra - sripurasadanefor Tiruvarur in
uccistaganapataukyti,kasiramakriyaragaandmadhurapurinilayéfor Madurai in minaksi
meéemudamékrti, gamakakriyaraga.

Graha— this mudra is predominantly found in navagrahakrtis, in which one can notice
few names of rasis or zodiacal signsandraksatras or heavenly stars, for instance, in
angarakamasrayamyahamkrti of suratiraga, angaraka is the graha;mésa andvrscika
arerasis and makarais the naksatra.

Linga—this mudra is found in paricabhiitaksétraand paricalingakrtis, for instance,
prthivilingam,valmikalingam and others.

Rasa- this mudrais not much prominent in Diksitar’skrtis but there are couple of
compositions which incorporate this kind, as seen in, sragara rasamarjariin rasa

marnjariragaand sragaradinavarasangi in  dhavalangiraga. In  arundcalanatham,

® There are three different compositional styles ascribed to karnatak music trinities, that is, kadalipaka(the essence
of banana) for SyamaSastri, draksapaka(the essence of grapes) for Tyagaraja and narikélapaka for Diksitar.
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sarangaraga,which is one among theparicabhiitaksétrakrtis, the term viraguruguha is
seen depicting the vira rasa.

e Bhakti-Diksitarmentionsdasyabhaktiin Sriguruguhasyadaseham, pirviraga, which is
one among the Guruguhavibhaktikrtis.

e Cakra - this can be found in Diksitar’sKamalambanavavaranakrtis, for instance, the first
as ksitipuratrailokyamohana cakra, the second as sarvasaparipiiraka cakra and so on.

e Posaka — this mudra can be found in two of Diksitar’s compositions, namely,
venkateswaraegrappabhipatimasrayéham(as Visnu ’S incarnation)
inmégharanjaniragaand  caturdasaragamalika. Sambamoorthy mentions that,this
ragamalika composition has vaggéyakara(guruguha), raga (for all the fourteen ragas),
prabandha(caturdasabhuvanaragamalika) and posaka
mudra(vaidyalingabhipalapalanam) and hence ranks the composition as
caturmudraprabandha’ (Sambamoorthy 2006: 210).Along with them, one can also find

the graha mudra in this composition, mentioned as kujabudhadigraha (ssp_append.pdf

(ibiblio.org) 2008: 1251).

RagaMudras figured in Diksitar’s compositions

Raga mudra is a concept where the name of the raga appears in the composition. There are two
types of ragamudras, namely, suddha and sicita.Diksitar incorporates both these types in his

compositions which can be noticed as follows —

o Suddharaga mudra - the raga name occurs in its distinct form. In this paper, the author

has tried to categorize it further, on the basis of its appearance, that is, one is that

" This category comes under bahu mudra, that is, two or more mudras found in a composition.


http://ibiblio.org/guruguha/ssp_append.pdf
http://ibiblio.org/guruguha/ssp_append.pdf
http://ibiblio.org/guruguha/ssp_append.pdf
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wherethe raga name is just added with a suffix, namely, dhautapaiicamapriyé, in
matangimarakatangi and nisadadidéesadipatinuta in nisadaraga.The other is that theraga
name whichaddresses as anydeity’s name (primarily Goddess), like, kanakambari,
bhairavi and kalyani.

e Sicitaraga mudra - when the raganameoccurs in a suggestive manner to the proper form.
Here again, the author has tried to categorize according to its usage, that is, using the
raga as its direct meaning, for instance, ghantamani in S$ri  kamalambike
avavasymbolizing bell, Saravatitatavasinisymbolizing river
andkalavatikamalasanayuvati symbolizing the art-form of Goddess Saraswati.The other
is that which has to be split in order to deliver any particular meaning, that is,
samsarabhityapahé, one  who removes the fear of samsara, in
srisaraswatinamostute. There are few partial ragamudrasfound in Diksitar’s compositions
like ananda for anandabhairavi (kamalajanandabodhasukhi in  kamalamba
samraksatumam), bagale for bégade (yugalé bagale in Srimatahsivavamarnké), sana for
sahana(hariisana in $ri kamalambikayam ) and Sankara for Sankarabharana
(Sankaranayikaya in sri kamalambikaya).There are also few ragamudraswhich undergo
an interchange in the syllables,that are grammatically accepted,as seen
insrigurupapalitosmi  for  padi  andeayagaurataraya(saraswatyabhagavatya) — for

cayagaula.
The following gives a detailed description on the ragamudrasfound in Diksitar’s compositions —

o SiT daksinamirtisam — phénadyuti — amrtaphénadyutimandasmitamukhambujam— one

whose lotus-like face bears a smile that shines like the spray of nectar.
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Guruguhaswamini — bhanumati—nijaripajitapavakaindubhanumati — the real form that
surpassed fire, moon and sun.

Cidambaranatarajamirtim— tanukirti — cintayamiatanukirtim— the one who is famed for
being formless.

Jaanambiképalayamam — séndagranl — sénd agrani pramukhaupasite — the one who is
worshipped by many, led by army commanders.

Sadacaleswaram — bhiipala — camatkarabhupaladiprasadakarananipunamahalingam—
the one in the form of great /inga, adept at bestowing grace to King Camatkara.
Viswanathambhajéeham — natabharana — uc¢vasajapanagaabharapam— the one glorified
with the ajapa dance which is related to the rhythm of breathing.

Sri maha ganapatiravatumam — gowla — gauravarnavasanadharé — the one wearing
white garments.

Cintayémahalingamartim - pharaju —antaranga bhakta
Jjananamatisamiparjumargadarsitam — to those devotees who are very close to him, he
shows the direct or straight-forwardpath (to salvation).

Ramacandrambhavayami — vasanta— saketanagarénivasantam — the one who resides in
Ayodhya.

Kalabhairavambhajehamanisamkasipuravasam— bhairavam— kalabhairava is the fierce
form of Lord Siva, celebrated in Kasiksétra.

Himacalakumarim — jhankarabhramari — hrimkarasarasiruhajhankarabhramarim—
murmuring honey-bee to the lotus of zrimsyllable (mantra).

Marngaladeévata — dhanyasi — daridraduhkhadimirdhanyaasivanigrahaya—the destroyer

of the inauspiciousness that leads to poverty and sorrow.
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Srikalahastisa - husani -
pakarividhiharipranamayakeésaanilaakasabhiimisalilagniprakasa— the one shining as air,
ether, earth, water and fire of which prapamaya forms the vital air sheath for Indra,
Brahma and Visnu.

Paricabhiitakiranadavalimcandramaulimbhavayami— Kiranavali—forever, | mediate upon
Siva who is radiated out as the five elements.

Mayétvamyahimam— tarangini — Sudhatarangini — wave of nectar.

Mamavaraghuvira — mahuri — tvamahuh sadayahtatvamiti— Lord Siva and others have
spoken of you as the supreme truth.

Sriguruguhatarayasumam — dévakriya — bhidevakrivamoda — one who delights in the
rites performed by Brahmanas.

In the compositions of kambhojiragathe mudra is usedto indicate lotus -
sakalasaubhagyadayakaambhojacaranayai in kamalambikayai,
somakulambikaambhajamadhukaramin srivalmikalingam and
SrT vaiicanathambhajéham — surafi — bhisuratikatiditabhavam — the one whose power is
praised by the commentaries written by learned Védic scholars.

Sadasivamupasmahé — Sankarabharana — Sankarabharapabhdasamanadéham-the one
whose body shines with auspicious ornaments.

Guruguhdyabhaktanugrahaya — sama — samarasyasampradayakaya— adherent of the
samarasya tradition.

F = = = = ]

origin for kedara and other Sivaksétras.
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Hastivadanayanamastubhyam — navaroj —
umaramanakumaraguruguhasamanavaraojasemahasé—the one who is equal to guruguha
who is the son of Siva, beloved to Uma,in excellent vigor.

Swetaganapatim — ragaciidamani — Virdgaciidamani-the Lord who is like a crest-jewel
with the absence of desire.

Mamavaminaksi — varall — varalivéeni — the one whose braided hair is as dark as the
superiorblack bumble-bee.

Stavardjadinutabrhadisa— stavaraja— the Lord who is worshipped by the celebrated
Kings.

Minaksi mé mudamdehi — gamakakriya — vinaganadasagamakakriye — the one who
herself is an embodiment of the ten kinds of gamakasapplied in viza and vocal.

In the compositions of kalyani, where all portray the Goddess form®,raga mudra depicts
the meaning of auspiciousness.

Jambiipatemampahi — Yamunakalyani (Yyamuna) — ambudhigangakaveriyamuna—the one
who take forms of ocean and rivers like ganga, kavert and yamuna.
Parimalaranganathambhajehamviranutam— hamviru — | worship parimalaranganatha,
the one extolled by the brave.

Srigararasa manjarim— rasamaiijari— the one like a cluster of blossoms of love.

Conclusion

Ragamudrais an interesting concept in musical compositions. It not only authenticates the raga

of the composition but also gives scope to exhibit a composer’s scholarliness. These usage of

® In SangitaSampradayaPradarsini, there are totally three compositions given forkalyaniraga, namely bhajaré
recittabalambikai,kamalambambhajare remanasa and srimangalambike. The later texts give few more in this raga.
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ragamudras, asseen above, shows the literary and musical excellence of MuttuswamyDiksitar in
exhibiting his technique of adjoining the compounds, adjectives with verbs without affecting
their meaningful connection.It can be said that they were a beautiful garland of Sanskrit terms
that depicted thenames of the ragas. This concept also assists in finding the difference between
the raganomencaltures of Venkatamakhi and Govinda caryamélapaddhati. Hence, mudras, in
particular, raga mudra, is a beautiful concept in karnatak music,which adds to the grandeur of

the composition.
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