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Abstract

SriMuttuswamyDiksitar is the youngest among the karna tak music trinity who lived during the
eighteenth century. He composed numerous compositions in Sanskrit with the
arnkita“Guruguha”. He also composedSamudayakrti-s, where few compositions were grouped
under one concept and parica-lingakrti-s are one among them.In this set , there are five

compositions dedicated to Lord S ivaofTiruvarurTyagarajaswamy temple represented as five
linga-s. There are many /inga-s situated in the temple premises. These five /inga-s are situated in
four cardinal points of the temple consideringvalmikalinga as the centre. The analysis of these
five compositions reveals the significance and uniqueness of the lyrical, philosophical and
musical excellence of S riMuttuswamyDiksitar. SangitaSampradayaPradarsini written by

SubbaramaDiksitar, grandson of Muttuswa myDiksitar, consists of notations to
Diksitar’scompositions with gamaka symbols. He followedVenkatamakhimélapaddhati and
suladisaptatala system for the notations which authorizes that Diksitarfollowed the same.
SubbaramaDiksitaralso gives the ragalaksana-swhich makes it easier to grasp the nuances of the
raga-s of Ven katamakhi tradition. The rendition of Diksitar’s compositions as per
SangitaSampradayaPradarsinibrings out the true essence of the compositions. In this paper, the
author has tried to follow the earliest known source for the musical analysis of paricalingakrti-s.

Introduction

There are more than hundred independent /iriga shrines in TiruvarurTyagarajaswamy temple and
is believed to have witnessed three hundred and sixty-four /ila-s or miracles performed by Lord
Siva in this kse‘tral. Among them, Valmikalinga, Acalé$wara, Hatakeswara, Anandéswara and
Siddhiswara are addressed with special reference by Diksitar ~ , to whom he dedicated five
compositionsdescribing their legends and attributes known as paricalingakrti-s. \When
Valmikanatha sanctum is considered as the centre, the other four shrines, namely, Acaleswara,
Hatakeswara, Anandéswara and Siddhiswara would be located at the cardinal points, namely,
south-east, south-west, north-west and north-east respectively. Hatakéswara is believed to be the
earliest shrine, which in the later stage is described to have appeared in the main shrine as
Valmikanatha. As a symbol to this, one can see the sthalavrksa near the Hatakéswara shrine.

! In the book, SripuramennumTiruvarurSri Tyagardjalilaigal, Rajagopal Pillai has narrated and described all the
three hundred and sixty-four /ila-s.
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A three-dimensional analysis of PaficaLingaKrti-s

SrT valmikalingamcintaye is the first composition among the paiicalingakrti-s set to
kambhojiraga and khandajatiatatala and is composed in dvitiya vibhakti .The name
valmikalingam is based on a legend of Tiruvarurksétra where Siva originated from an ant -hill to
protect Visnu . This legend is briefly described in the carana of this composition. In this
composition, linga mudra - sri valmikalingam, raga mudra -
somakulambikaambhojamadhukaram and Ksétra mudra - Sripuranayakam and divyavitht
vitankamis found. The majesty of the ta/a parallels to the majesty of the legend perfectly
matching the sahityabhava. This composition not only starts from tarasadja but more of
tarasthayi phrases are found in the entire composition. This is still more enhanced by
incorporating etra-irakkajaru-s predominantly . Diksitar phrases the legend description of
Valmikanatha in six long avarta-s of khandaatatala. Both suddha and sicitaswaraksara-s can be
found in the composition.There is amadhyamakalasahitya coming at the end of carana which
uplifts the ragabhava. In this composition, two avarta-s make one pada in pallavi and
anupallavi. Carana completely becomes one pada and madhyamakalasahitya at the end consists
of one avarta for a pada and likewise theprasa-sare formed. Yamaka-s are also found in this
composition.

Sadacaleswarambhavayeham is the second composition among pariicalingakrti-s set to
bhipalaraga and aditala®. This is composed in dvitiya vibhakti.The very beginning of the
composition brings the camatkara or admiration of Diksitar’s lyrical excellence . He incorporates
the linga mudra with a savarnadirgha sandhi, that is, sada-acaleswarambhavayéham — always
contemplate on LordAcaléswara. Generally, his compositions start with Sy or directly
addressing the deity’s name, but here he beautifully incorporates the term sada or always, an
adverb, which depicts his mastery over Sanskrit language. There are many other legends
connected with this shrine and these can be found in the composition. The composition starts
from tarasadja with a perfect swaraksara — s D § P for sadacaleswaram. In the beginning of the
pallavi, Diksitar gives a vilambakaladaru and at the end gives a madhyamakaladatu, both of
them depicting irakkaand étrajaru respectively. [Irakkajarufor sadacaléswaramtells the
compassionate heart of the Lord towards his devotees and étrajarufor girijamohamdepicts his
level of love for his consort. This composition is named for its excellence in swaraksara-s where
suddhaswaraksara-s can be majorly found.Anupallavi again starts with a perfect swaraksara for
sadja and dhaivata but touching the mandrasthayi — s D g r S r for sadasritakalpa. \When
Diksitar says vrksasamitham, he places them in prakrtiswara-s portraying that the trees are the
main part of prakrti or nature. The term sarandagata is beautifully placed in descending order
landing at adharasadja depicting its meaning of surrender. The usage of dirghagandhara and
dhaivata show the jiva of this raga. This is very well shown in the madhyamakalasahitya of
anupallavi. In the carana, Diksitar completes one meaningful sentence in two avarta-s. The

*SangitaSampradayaPradaréini mentions this composition as tisraéka but the notation is set to aditala.
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ending of each sentence follows the swara-s of bhupala scale, that is, mahalingam lands at
gandhara, madhyarangam lands at paricama, bhayabharngam lands at tarasadja and
sarasijabhrngam lands at adharasadja. Another beauty of the carana is that the starting note of
every phrase is gandhara including the madhyamakalasahitya that comes at the end of carana
and the phrase samadamopa starts from dhaivata highlighting the fact that they both are the
Jjivaswara-s of this raga. Madhyamakalasahitya consists of beautiful parallels—gdp-grg,dps
D-7$ g R, s rs-p g p and datu with jaruprayoga-s—qgdp,dd GdpsDFsgRS,7gSpddp,
watery element, that is, kamala vijaya, karuna rasa sudharnava, kamalesa and kamala vadana.In
this composition, two avarta-s make one pada in pallavi, anupallaviand carana except the first
pada of the carana, which has four avarta-s and madhyamakalasahitya consists of one avarta.
four avarta-s make one pada in caranaand likewise the prasa-s are formed.The lyrical beauty of
this composition is still more highlighted with the yamakalankara in madhyamakalasahitya. The
term rangamyields various meanings by joining different prefixes —kurangam denotes deer;
tarangam denotes waves of ocean of compassion; turangam denotes the vehicle of the Lord and
antarangamdenotes that the Lord resides in the internal mind of Guruguha.

Hatakeswarasamraksamam is the third composition among the paricalingakrti-s set to
bilahariraga and ripakatala. This is composed in sambodhanda vibhakti .In this composition ,
Diksitar repeats the term hdataka thrice. Pallavi starts with linga mudra as hatakéswara and also
mentions as hatakamayalinga and in the anupallavi as hatakaksétranivasa. Hataka means gold
in Sanskrit. But in the Tiruvarur temple, one can find a stone form of liriga in this shrine and in
the Tamil origin, its name is referred as Adakeswara, that is, Lord of the cosmic dance. Here, the
linga is found underground. At present, both of these names are addressed to this /iriga. Diksitar
chose the Sanskrit term hataka to describe the Lord but also gives a reference of the Tamil term
indirectly in the carana. Generally,gold is found underground and the /iriga here is worshipped
underground and hence, Diksitar could have described Lord as Hatakeswara and other references
with gold. Describing Tiruvarur as hatakaksétra also is connected with the similar concept
because this ksetra signifies prthivi tatva . Another interpretation isthat , asseen in the

introduction, this is the earliest shrine among others in Tiruvarur temple and hence Diksitar could
have mentioned as hatakaksétra. The reason to this can be seen in the anupallavi as patali
padapamiilaprakasa which tells the sthalavrksa of Tiruvarur as padari tree adjacent to
hatakeswara shrine. Diksitar brings a connection between Hatakeswara and Tyagarajaswamy by
saying hamsaripa, which signifies the ajapa natana. This proves his pure knowledge of seeing
the parabrahmatatvaas one and not with names and forms. Another example for this, is the
description of darukavana, which is connected with the legend of ChidamabaraNataraja. It is
said that Siva first showed his Anandatandava in darukavana, a forest filled with sages. Later, as
per the wish of adisesa, he performed the same cosmic dance in tillaivanam, Chidambaraksétra.
The phrase marutinandyarjunadibharatdacaryairavéditanartanasphiirté is connected with this

legend, where Diksitar quotes that Lord’s cosmic dance is beyond any comprehension . This
connection between Hatakéswara and ChidambaraNatardja continues by phrasing
@ Sri Venkateswara University Tirupati

International Conference 117

" Modern Cultural Influences On Performing Arts And Fine Arts "
Pranav Journal Of Finearts Volume :1 Issue : 2 December 2022

Special Issue




Pranav Journal of Fine Arts
(A Peer Reviewed Quarterly Online Journal)

ISSN:2582-9513

cidvilasakotikoticidabhdasa, stressing on the concept of cit or consciousness which is the essence
of Chidambaraksétra. Diksitar gives this relationship between the ksétra-s beautifully to show
the Tamil name connected with this shrine — adakeswara, the Lord of cosmic dance.In this
composition, the lyrical excellence of Diksitar is highlighted in incorporating the — raga mudra
which is placed in-between the phrases that depict hollowness and Indra -
patalabilaharihayadyamaranuta.The composition starts with the anyaswara,
kaisikinisadaiwithnokku and odukkal, which acts as an anu swara to dirghadhaivata, that again
succeeds with a kaisikinisada — (n) D n p. This beautifully signifies that hatakéswara shrine acts
as an anuswara or a following sanctum to the main va/mikanatha shrine.Anupallavi, which starts
with the description of sthalavrksa, is placed in a tree-like pattern —p d (s) n p n d p m and the
term mila lands at adharasadja depicting its root. The next phrase patala depicting the
underground bila, is placed in mandrasthayi. The ending note of anupallavi is gandhara that
when joining the pallavi yields étrajaru. Both suddha and sicitaswaraksara-s are found in the
composition.Carana starts with a dirghadhaivata which forms a perfect swaraksara for
darukavana. The first six avarta-s is placed in a descending pattern which describes about the
legend of cosmic dance. This shows that the sages’ pride was destroyed by the
Lords’standava.There is a madhyamakalasahitya at the end of the carana, describing the general
attributes of Lord Siva, covers all the three sthayi-s. In this composition, three Gvarta-s make one
pada in pallavi and anupallavi; six avarta-s in carana and madhyamakalasahitya of anupallavi
consists of four avarta-s and of carana consists of two avarta-sand likewise the prasa-s are
formed.

Anandéswarenasamraksitoham is the fourth composition among paricalingakrti-s set to
anandabhairaviraga and misrajatiekatala. This is composed in tritiya vibhakti .Compared to
other samudayakrti-s, this composition is short in its structure. Yet it contains high philosophical
content. The pallavi and anupallavi of this composition resemble Sr7kamalambikaya
kataksitohamkyti, third among the kamalamba navavarana.

o Diksitar says that by the divine grace of Anandéswara, he attained the nature of eternal joy
and supreme bliss — nityanandariaposmi and brahmanandariposmi which can be seen as
paripirnabrahmasmi in the latter

e In the anupallavi, Diksitar describes Lord as a form of Guruguha, who is an embodiment of
consciousness and bliss — guruguharipacidanandanathaswaripa which can be seen as
guruguha tat-trai-padaya in the latter

These statements depict the essence of mahavakya-s. Both the above-mentioned compositions
are in tritiya vibhakti and depict the parabrahmatatva. There is an interesting perspective to this
connection of two compositions. There was a legend behind this shrine that it was installed by a
sage named, Marnganan who performed his rituals daily according to the agamasastra-s thereby
attaining liberation. He is said to have expressed this eternal bliss, ananda, by shouting and
dancing. Thus, this shrine was named after this instance as anandéswara. This might be the
reason why Diksitar brought this concept of blissfulness, which is possible only when one attains
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atmanubhava. This atmanubhava is reflected in the third avaranakrti and is said to be witnessed
in susuptistage. Hence, Diksitar describes about these three stages also in this composition, as
seen in the phrase avasthatrayasaksina.

Diksitar relates the phrases in the carana to the essence of seventh avaranakrti, Sri
Kamalambikavam and the sixth composition among Guruguhavibhaktikrti-s, Sri
guruguhasyadasoham.

e The description of three bodies can be seen as sthiila or gross, sitksma or subtle and karana
or causalin the saptamavaranakrti. The same concept is revealed as avayavatrayatiténa in
this composition.

o Swatmanubhoginyam 1S seen in the saptamavaranakrti which is described as
aparoksaanubhava in this carana

e Diksitar describes the stages explained in Jjiiana-yogasastra-s as seen in the kpti, Srt
guruguhasyaddasoham — sravana, manana, nidhidhyasanasamadhi and nistha and the same
description is given in this composition. These terms explain the process of atmasaksatkara
and these are also the nature of last four avarana-s, that is, from sixth to ninth.

Diksitar describes that t he Lord transcends the paricakosa-s, namely, annamaya, pranamaya,
manomaya, vijianamaya and anandamaya, which depicts the ultimate parabrahman concept.
This is further enhanced by describing the Lord as sva-matra-avasesita, the only remaining
entity, within one’s self and that is the eternal, supreme and ultimate ananda. This ananda is
explained in the Atmabodha of AdiSankara, where he says maksa is the attainment of highest joy
and this is the main theme of Diks itar’ssamudayakrti-s, where he explains the step-by-step
process of attaining the ultimate happiness. Hence, one can see a connection given to this
composition with Guruguhavibhakti, Kamalamba navavarana and paricabhitaksétrakrti-s.Like
other compositions that are in anandabhairaviraga, this composition also depicts the happiness
aspect of the sahityabhava through repeated phrases — anandéswaréna, nityananda,
brahmananda, cidanandanatha and saccidananda.Anandabhairaviraga is more popular for its
perfect samvadidatuprayoga-s with étra-irakkajaru-s which can be seen in this krti again. The
composition starts with pasicama and an étrajaru to tarasadja depicting the highest form of bliss.
The beginning phrases of anupallavi is completely with éfrajaru — ssppnnsmgr . The
phrases describing the Lord’s eternal form and as the embodiment of cidananda, is placed in
tarasthayisanicara-s. The starting phrase of anupallavi — jiaanapradana, is placed in
prakrtiswara-s, adharasadja and madhyasthayipanicama, since the nature of pure knowledge is
always constant. Both suddha and sicitaswaraksara-sare seen in this composition.The
madhyamakalasahitya at the end of carana, which describes the stages of jiana-yogasastra-s in
attaining atmanubhava or aparoksanubhava of one’s own self, is beautifully set in ascending and
descending pattern with étrajaru-s. In this composition, pallavi and anupallavi are considered as
separate pada-s consisting of twelve and eight avarta-s respectively. Caranaconsists of four
avarta-s for a pada including madhyamakalasahityaand likewise the prasa-s are found.
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Siddhiswaraya namaste is the fifth and the last composition among the paricalingakrti-s set to
nilambariraga and misrajatiekatala. This is composed in caturthi vibhakti .The entire
composition showcases the lyrical excellence of Diksitar where hayaprasa in pallavi and
anupallavi and sarabhaprasa in the carana uplift the grandeur of the composition. Haya prasa is
very rarely found in the compositions and Diksitar has incorporated them uninterruptedly . In the
pallavi, the first phrase siddhiswaraya incorporates savarnadirgha sandhi and jagat-prassidha-
iswardya (prasiddhéswara) incorporates guna sandhi®. This sandhi is unique here, which depicts
Lord as two separate entities . Though all Diksitar’s compositions depict the parabrahmatatva,
this composition uplifts it explicitly with the lyrical grammar. The attributes described in this
composition are directly addressed to that supreme parabrahman.Thelingahere do not signify the
term “‘siddhi” which rather was named after a legend  .Diksitar has given a reference here as
visuddha cakra nilayaya . Visuddha is the fifth among cakra-s in the human body which is
situated behind the throat . Since, Lord Siva is addressed as  nilambaraya because of his nila-
kantha or blue-throat, Diksitar connects it with visuddha cakra. This also has a connection with
the phrase sabdadiparicatanmatra, which are sabda, sparsa, ripa, rasa and gandha and sabda or
sound is again related to throat.Nilambari is an evening raga and this seems to be a creative
choice for this composition . The reference given to Lord Sivaas  nila-kantha for consuming
poison that arouse from the samudra-manthana and Parvati stopped at the throat level so that it
does not spread to the entire body. Hence, his neck is always represented with dark-blue colour.
Here, in this krti, Diksitar describes as nilambarakaraya to portray the Lord who wears dark-blue
garments. But this also relates to the tatva of ether. Since, Lord himself personifies cidakasa and
that cidakasa as his ambara or garments, he is addressed as nila-ambara-akara. This
composition stresses upon this fact of consciousness and hence , Diksitar has chosen
nilambariraga which flows very soft and smooth like the clouds. Since, these cloud movements
are uninterrupted, ékatala has been chosen which is not divided by any arga-s. This also suits
the raga which shines more in vilambakala relating to the majestic gait of the clouds.This
composition starts with a beautiful étrajaru with prakrtiswara-s alone, from adharasadja to
tarasadja — S , P S depicting the nature of “siddhi”. The first phrase buddhéswara in anupallavi
is placed with dirghaadharasadja-s alone - S S S s depicting the meditative and enlightening
mode. In the phrase bhukti-mukti, mukti incorporates an eétrajarufrom madhyapanicama to
tarasadja depicting the liberation from materialistic world and the phrase prada is beautifully
placed in descending pattern as bestowed by the Lord. The phrases suddha and satva starts from
paiicama depicting its nature. In this composition, eight avarta-s make one pada in pallavi,
anupallavi and carana. Short madhyamakalasahitya is included in the last pada of anupallavi
and carana. Both the madhyamakalasahitya-s, consists of two avarta-s and occur in the second
half of the pada-s and likewise the prasa-s are formed. Yamakalankarais found with the phrases
Suddha and mara. Suddha depicts purity and visuddha depicts one of the cakra-s in a human
body; mara depicts God of love and kumara depicts son.

® In this sandhi, when the syllable 3fjoins with g, it results inT,
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Conclusion

The paricalingakrti-s of TiruvarurTyagarajaswamy temple, signify the greatness of the Lord in
different ways. The severe penance and devotion are seen here in the form of legends. It shows
Lord’s compassionate nature towards his devotees. These krti-s give more information on the
temple, its history, legend, vastness, greatness and antiquity. The order of these krti-s, is taken on
the basis of their directions, that is, Valmikalingam at the centre and the others in clock-wise
direction, namely, Acaléswara, Hatakéswara, Anandéswara and Siddhiswara. One can observe
that the last two compositions in paricalingakrti-s depict the aspect of transcendentality rather
than a particular form. Both of them consist a high philosophical value. It talks about the eternal,
supreme and ultimate truth and hence, one can see the similarity in tala, that is, both in misraéka,
and the non-usage of the ksetra mudra .Diksitarhas given importance and significance
toTiruvarurksétra, which is considered as one of the great puranicsthala where Lord Siva has

performed many /ila-s or miracles. Lord Siva is always represented wi th number five — his five
faces, namely, sadyojata, vamadeva, aghora, tatpurusa and isana; paricaksara mantra — na, ma,
si, va and ya; paricakrtya or five functions, namely, srsthi, sthiti, laya, tirodhana and anugraha;
five sabha-s, namely, cit, raja, nrtya, kanaka and dévasabha. This entire Universe is considered
as Sivatatva and that is further simplified into thirty-six tatva-s for the better understanding of
human beings. Even among them, five groups of tatva-s play a major role, that is, five
JjAanendriya-s or powers of perception, namely, hear (ears), touch (skin), vision (eyes), taste
(tongue) and smell (nose); five karmendriya-s or powers of action, namely, speak (mouth),
hands, locomotion (legs and feet), excretion and genitals; five tanmatra-s or subtle elements,
namely, sound, touch, form, taste and odor; paricabhita-s or five gross elements, namely, ether,
air, fire, water and earth. Hence, the paricabhitaksétra and pariicalingakrti-s are a wonderful

concept of dedication to Lord Siva by MuttuswamyDiksitar .

On the whole, paricalingakrti-sportray the greatness and uniqueness of Tiruvaruras a ksétra.
Valmikanatha and Hatakéswara signify the origin and birth of this temple, Acaléswara signifies
the miracles or /ilas of the Lord in this ksétra and the last two compositions signifies the eternal
truth and self-realization, depicting the statement — jananat kaivalya kamalalaya . As the
Sivaparicaksarastotra describes Lord as digambara, that is, who has the four directions as his
garments, here, one can say that Valmikanatha is wearing the other four linga-s as his clothes,
which depicts that all the tatva-s are ultimately lying in the supreme Sivatatva.

Raga-schosen  forparicalingakrti-s  highlight the direction aspect in choosing their
orderequivalent to the placement of the /iniga in the temple premises, that is, when kambhaji
(Jjanya of twenty-eighth mela) is considered as a central raga, bhipala (janya of ninth méla) and
anandabhairavi (Janya of twentieth méla) are from preceding mela-s, bilahari and nilambari
(Jjanya-s of twenty-ninth mela) are from following mela-s.Since, Diksitar followed the lineage of
Venkatamakhi, the ragasaricara-s and prayoga-s slightly differ from the present rendition. It can
also be said that MuttuswamyDiksitar is the main or even the only authority that one needs to
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follow to understand this earlier tradition. As mentioned earlier, among the two mél/apaddhati-s,
Govindacarya’smelapaddhati is being followed by majority of the musicians and composers in
the present days . Hence, the style of Diksitar’s compositions which incorporates
Venkatamakhiméla tradition, can be understood only from SangitaSampradayaPradar$ini. This
text is the earliest known authentic source and probably the only text that followed this tradition
and the later texts differ in the musical notations. Likewise, regarding the rala-s,
SangitaSampradayaPradars$ini i s again the earliest reference which represents Diksitar usage of
suladisaptatala-s and its varieties for his compositions who followed the marga (one of the
taladasaprana-s) of the composition and implied the ta/a-s accordingly which there-by enhanced
the beauty of sahityabhava. The reason for restricting caputala-s might be because of the
gatibhéda, that is, all the varieties of suladisaptatala-s exhibit only caturasragati while capu
represents a combination of odd and even number of aksara-s and these beats might cause
padaccéda or division of a single word. Even though, there is absence of gatibhéda, Diksitar’s
compositions does not seem to be monotonous and besides, his vast repertoire on the tala can be
seen.Besides raga and tala, gamaka-s also play an important role in considering
SangitaSampradayaPradars$ini as a significant source for Diksitar’s compositions . The text
highlights on the gamaka-s and its implication on the swara-s which provides rasijana to that
particular raga. The text also shows the nature of the gamaka-s which are very well knitted with
the sahitya-bhava. Kampita, sphurita-pratyaghata, tirupa or nokku, ravai-khandippu, vali, etra-
irakkajaru, odukkal-orikkaiare found in the text with symbols for the compositions. One can say
that these gamaka-s decide the laksana of a raga.lt is from SangitaSampradayaPradarsini that
one has clarity on the raga-s and tala-s usage.

Samudayakrti-s give scope for understanding the concepts of Indian culture and tradition, for a
lay man, through musical compositions. These krti-s can be rendered thematically on particular
ksetra-s and deities . Diksitar’s compositions are generally based ona  ksétra that makes a lay
man take a pilgrimage all over the country. Samudayakrti-s go a step forward in giving a detailed
description on the tatva-s which enhances the musical pilgrimage.These samudayakrti-s would
carry every human to that tatva and create an imagery of the ksétra and deity and make everyone
experience the completeness through sangitopasana.His compositions can be termed as sahitya-
sangitapradhanakrti-s, where importance is laid to the lyrical, philosophical and musical aspects
without compromising on any one of those, at all times.Thus,the author is trying to take a step to
explore and revive the original style of MuttuswamyDiksitar’s compositions.
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