CHAPTER.5. ANALYSIS

5.1 CONCEPT OF BHAKTI IN DIKSITAR

5.1.1 Bhakti in Compositions of Diksitar

Offering desireless and true devotion to the Divine is expressed throughout the literature of

Diksitar. His devotion is towards varieties of Gods. e,g.,
TR 9k FAM Ramacandrasvamini bhaktii karomi

| offer my devotion to lord Rama (469-7"stanza).

TEIREA(e Wik FAM Guruguhasvamini bhaktirii karomi

I bow in devotion to Guru Guhasvamin (9-P) (Pallavi).

Diksitar is also deeply devoted to Mother-worship.

FHSSREATET HhISE Kamalambikayastava bhaktoham

I am the devotee of Kamalambika (31-P)

ST itk H Abhayambayarir bhaktim karomi

| offer my devotion to Abhayamba (183-P).

AURSHRENRS FAM  Madhurambikayari bhaktini karomi

I am always the devotee of Goddess Madhurambika (418-P).

AiSrcaeiemmEt Wiy TR Nilotpalambikayarir bhaktim karomi

I have great devotion to Goddess Nilotpalambika (349-P).
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5.1.2 Nine types of Bhakti:

Bhagvatam elaborates a discourse on Navavidha Bhakti ( nine forms of Bhakti). Prahlada
tells his father of the nine forms of Bhakti. Any of these nine forms of Bhakti can be

practiced by the devotees which suit his habitual nature.
U} Tl froN: ST qiela | ST awaH I G& STTcHiagT
Sravanar kirtanar visnoh smaranam padasevanari

Arcanarir vandanarir dasyam sakhyam atmanivedanaril|

Sravana (listening to the names of God), Kirtana (praising the magnificence of the Divine in
songs), Smarara (remembering God), Padasevana (worshipping the feet of the Lord),
Arcana (offering prayers or worshipping God), Vandana (bowing before God), Dasya
(serving God), Sakhya (developing friendship with God), Atma Nivedana (surrendering
oneself to God) are nine forms of Bhakti or Navavidha bhakti (Srimad Bhagavatam,7.5.23-

24) (Thakkar, 2015). Diksitar’s compositions reveal these nine forms of Bhakti.

5.1.2.1 Kirtana

5.1.2.1.1 Bhajan

Kirtana 1s singing of lord’s glories, this is the second kind of devotion. The purpose of
Kirtana is to glorify God by chanting or singing holy verses with the help of musical
instruments mostly in the congregation. It evokes subtle emotions, ignites faith in the Divine
and sometimes makes one dance merrily. Rsi Shuka Brahma, son of V'yasa and the narrator of
Srimad Bhdagavatam is one of the best examples for this approach were on constantly chants
and narrates ISvara’s attributes, actions and various accounts. Devotees like Dhruva,
Draupadi, Prahlada, Mira, Caitanya Mahaprabhu and Tukaram have achieved God-

realization through Kirtana.
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Indian classical music and its ancient tradition of Ragas is a classical model for practicing
Bhakti Yoga. Bhakti Yoga involves experiencing the subtle vibrations caused by the internal
music and sounds of the body. While Meditating on the tones, a practitioner can attain a state
of complete silence and peace that leads to access to inner sentiments and thoughts.
According to Bhajana sampradaya, singing and praising Gods and Goddesses is the ritual

which gets reflected in Diksitar’s compositions.

In Diksitar’s compositions, Kirtana Bhakti is the most important one. At first, the usage of
the word Bhaja in his compositions is presented here which is significant in singing on God.
(Though Bhaja has several meanings like serving and experiencing and though all these
meanings can be applied in these compositions, it is translated here as singing here for the
three reasons. 1. This is taken in the context of Kirtana Bhakti. 2. Diksitar being a great
musician must have used this word mainly for this purpose, though he does not discard other
meanings. 3. Throughout India ‘Bhaja’ is used mainly for singing on God. E.g Bhasanai in

Tamil, Bhajan in Hindi, Bhojon in Bengali etc).
oft Tt WpeTeaar B Feq o TWISTq,

Si ramarir ravikulabdhisomari Srita kalpa bhiiruharit bhajeham

| sing on Sr7 Rama, who is the moon in the ocean of the lineage of sun and who is Kalpaka

tree to supplicants (245-P).

fysaemel WOiE @A Visvanatharii bhajehari satata

I always sing the praise of lord Visvanatha (36-P).

SEERgS R Prasanna vernkatesvaran bhajare

| sing the praise of Prasanna Verikatesvara (40-P).
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WWW Hiranmayim laksmim sadabhajami

| always sing the praise of Laksmi (60-P).

AU IR U FoIsg Saravanabhava guruguharit Sanmukharit bhaje'ham

| sing the praise of Sri Guruguha, who is Saravanabhava (78-P).

TG TR TN et Gajananayutam ganesvararitbhajami satatari

I constantly sing the praise of Ganesvara the elephant-faced (93-P).

Wﬂ@lsé Balasubrahmanyaribhajeham
| sing the praise of lord Balasubrahmanya (254-P).
TSI, Tes i Jeair WoR

Rajarajendra cola pratisthitamBrhadisvararii bhajare
| sing the glory of lord Brhadisvara, consecrated by Rajarajendra Cola (56-P).

RIUETHHATR] WM Kodandaramamanisatin bhajami

| always sing on Kodandarama (37-P).

EREGH AR &gl Foisg Hariharaputram sastararir sadabhaje’hari
| always sing the glory of Sasta (89-P).
o B R e .
RO RragRFaNRRRRgTR GHiSaRer

ﬁ ilﬂi\\ Y ﬁ .W ﬁ o
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Bhiisapatirii mafijubhasapatirvii bhajehari
Sesanga Sayananutam asesadevasannutari
virdtsvariipakarar visvasrstikarttaramparasaradyupacaram
paramadvaitavicarari virdjamana Sariram vedavedantasarari
dharadibhatadharari dhatararit maniharari purandaradyadhikarari

parnaphaladataravi sarojasanam dhiravir sadguruguhapracarari

| sing on lord Bhiisapati (Brahma), the lord of Goddess Sarasvati. He is extolled by lord
Vispu and other Gods. He created the Universe and reflected upon the Advaita philosophy.
He has a lustrous body and is the essence of the Veda and Upanisads. He is the substratum
for the five elements such as Earth. He is the master of Indra and is seated on a Lotus
(427-P,AP,C).

5.1.2.1.2 Association of music with Gods and Goddesses

Several religious faiths discard music. They believe that music is against spiritual growth.
They also believe that music may make one fall in lower emotions so that one falls from
spirituality. But Most of the faiths and traditions of India not only accept music in spirituality
but also uses it to culture the emotions. This is how ancient Tamil Music, Carnatic Music,
and Hindusthani were born. Above all at the very beginning of Indian history, Samaveda is

musical. Diksitar connects it with Divinity.

TR aFFTE figd Sadasiva samagana vinutam

He is Sadasiva, extolled by Samaveda (471-C).
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Diksitar not only knows music as not against spirituality but also always connects it with

spirituality. Diksitar talks about how Gods and Goddesses are fond of music.

TG R g Guruguhar sangitapriyarii bhajehari

I sing on lord Guruguha who is fond of music (425-P).

sHoarabR Gitavadyapriye

Oh, Ganga ! You are fond of music both vocal and instrumental (225-P).

5.1.2.1.3 Various aspects of music

Diksitar talks about various aspects of music in his compositions and makes them the vital

parts of his devotion.

TR W Gamapadadinuta bhava

You are glorified by the seven musical notes like Ga-Ma-Pa-Da etc (224-C).

WERPTAISE®Y%  Bhavaragatalasvariipakarit

He is of the form of Bhava (emotions), Raga (melodies), Tala (rhythm) (424-C).

RIS Bhavaragatalavisvdsini

She reveals in music full of Bhava, Raga and Tala (430-C).

W‘Eﬂiﬂﬂﬁ?ﬁ Bhavaragatalamodinim

She exults full of Bhava, Raga and Tala (431-C).
According to an Ancient Indian text ‘Svara Sastra’, “The seventy-two Melakarta Ragas
(parent Ragas) control the 72 important nerves in the body. It is believed that if one sings
with due devotion, adhering to the Raga Laksana (norms) and Sruti Suddhi (pitch purity) the
Raga could affect the particular nerve in the body in a favorable way”. Among the composers
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of his time, Diksitar was the first and only composer who had composed krtis in all

Melakarta Ragas as he had adopted Venkatamakhi’s classification of Ragas

(Deekshitulu, 2014)

TR Rt aReT il Saktipriyakarim dvisaptatiragangaraga Modiniri

Diksitar exalts the Divine Mother as the enjoyer of seventy-two Mela Ragas and their Janya
Ragas-derivatives (468-C).

At Tanjavur, Diksitar decided to compose songs on different deities in all 72 Me/akarta

Ragas and significantly to revive the rare Melakarza Ragas like Chayavati, Kiranavalt and

others.

5.1.2.1.4 Vina and other musical instruments

Diksitar talks about various musical instruments and links them with Gods and Goddesses.

a@ﬁﬂm@w Vallakinadanubhava

SrT Daksinamiirti is enchanted by the music of Vallaki Vina (4-AP).

5@')[ HES ﬁﬁ@ﬂmﬂ'ﬁﬁﬁﬁﬂﬁ Jhalli maddala jarjharavadyanadamuditejiianaprade

She takes delight in the music of instruments like Jhalli, Maddala, Jarjhara (226-C).

ﬁﬂﬁ“ﬁ‘ﬂ?ﬂﬁe{ Bherivinavenuvadine

He enjoys playing Bheri, Vina and Venu (394-C).

Astadasa vadyadipriyam ati SuddhamaddalaSangitasastradi samyutari

He loves to hear eighteen kinds of Vadyas, like the Suddha Maddala and is enshrined in

Sangita Sastra (128-C).
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Though Diksitar talks on various musical instruments his favourite is Vira. In his famous

composition ‘Balagopala’ he refers to himself as ‘Vainika-Gayaka’, i.e, adept in playing Vina

and singing. He is the master of this instrument. He talks a lot about that.

AT o8 dd  Vainikagayaka guruguha nuta (115-C).

TEHIETERY I Vallakiputakabhaya varada

Sarasvatz, whose soft hands hold the Vallaki-Vina (152-C).

ﬁ'ﬂ-\lﬂﬂﬁaﬁmﬁﬂ%ﬁ Ao Dundubhivadyabhedanadavinodini vinavadini

Takes delight in the sounds of many instruments like Dundubhi and who plays on Vira

(181-AP) (Anupallavi).
dnETe=at  Vinavadinyan
Who plays on the Vipa (186-C).

Eﬁ‘JTH'Iﬂ?‘ﬂ?ﬂW Vinavadanotsukaya

Who delights in playing on the Vina (47-AP).

Cizicco ﬁgqu Vinavadana vidusya

Expert in playing Vina (20-P).

TR HRRR Vinaganadasagamakakriye

Who plays ten kinds of Gamakas on the Vina (403-C).

FauTETeT: Navaratnavinavadinyah

Plays the Vina decked with nine gems (331-C).
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Diksitar was introduced to this unique Vina as blessings from Goddess Gasnga with the Yali
Mukhz upwards and name of S¥7 Rama inscribed in Devandgari on it. Diksitar’s compositions
and the style of playing them on the Vina consists of the Sahitya (lyrics) being speeded up by
doubling the Aksaras in a single round of Tala where the Tala remains constant, this is the
beauty of rendition of Diksitar‘s compositions. Vina is one of the kind instruments where

music can be played in an interval of eight tones.

The Madhyama-kala Sahityam (medium speed or tempo) is one of the decorative tools used
by Diksitar in his compositions and when observed resembles Tanam played on Vina. Kala
refers to the change of tempo during the rendition of the song, typically doubling the speed.
The ‘Tanam’, a creative type of music in the Carnatic system is the elaboration of a Raga in
free rhythm in slow, medium and fast tempo, playing on the Vina has evolved a unique style,
peculiar to the Vipa. To his mastery of Vina must be attributed to the adoption of
Vilambakala (slow speed or tempo) and the richness of Raga-Bhava in the Krtis of Diksitar.
The beauty of the Ragas can be best brought out in slow measure, in a quick tempo many of

the delicate shades of the Ragas are likely to be lost (Jayanthi, 2006).
5.1.2.1.5 Gamakas

Gamakas are subtle manipulations of notes also called ‘Ornamented notes’ and are described
in Laksapa Granthas, where words like ‘Deflect’ and ‘Glide’ are used. It signifies that the
word ‘Gamaka’ originated from the techniques of playing the Vina instrument. Matasigamuni
of ‘Brhaddesi’ was the first to coin the word ‘Gamaka’ in his works. Gamakas involve the
variation of the pitch of a note, using heavy and forceful oscillations between adjacent and
distant notes. Diksitar used ten different types of Gamakas also known as ‘Dasagamakas’,
referred to the Goddess as ‘Dasa gamaka kriya’ in his famous Krti ‘Minaksi me mudam dehi’

(Govindarao, 1997).
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Diksitar used ten Gamakas. Arohand, Avarohand, Dhalu, Spuritha, Kampitha, Ahata,

Pratyahata, Thripucha, Andola and Murchana are seen in his compositions.

Diksitar used ten types of Gamakas in his compositions:

10.

Arohana - A grace embracing notes in ascending order; s,r,g,m,p,d,n,s.

Avaroharna - Agrace inherent in the notes in the descending order; s,n,d,p,m,g,r,s.

Dhalu- It involves starting on a basic note and producing the higher notes in conformity
with the Raga Bhava.

Spuritha- It is a Jansa Svara phrase wherein the lower note in between each Jansa Svara
group is faintly heard. The second note of each Jansa Svara is stressed.

Kampitha- Oscillation or shake that may be Dirgha (long or Hrsva (short).

Ahata- Anahatars means laya or beat. Ravva and Khandimpu are two types of Anahatar.
This is played by striking the string on a note and immediately touching another note in a
fleeting manner and coming back.

Pratyahata— A grace present in the Avarohana Krama; ‘sn, nd,dp, pm’.

Thripuca- One note occurring thrice i.e. Svaras in triplets; ‘sss, rrr, ggg, mmm’.

Andola- playing Svaras in the following manner; ‘srsDd, srsPp, srsMm, srsGg’.

Murcana- starting on sadja and proceeding regularly in the Arohana krama and finishing
on the Dirgha Nisada and then starting on Rsabha and finishing on the Dirgha sadja;

‘srgmpdN, rgmpdnS, gmpdnsR, mpdnsrG’.

Diksitar’s music is described as ‘Narikelapaka® or coconut water i.e. to enjoy the sweetness

of the coconut water, one has to climb the tree, pluck the coconut, break the hard shell and

then drink the water which is not an easy task, we need to understand the depth in his lyrics to

enjoy his compositions. Various Gamakas, graces and other technically recognized musical

accents in Carnatic Music are based on nuances that appeared with the perfecting of the
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southern Vina, owing to the nature of its strings, it can be played to give a percussion effect

so Vipa suits well to play Tana (Archana, 2013).

5.1.2.1.6 Tones and emotions

Music is emotional valence (pleasantness or unpleasantness of an emotional stimulus). This is
a universal experience, e.g. Tuomas E (Eerola, 2011) cites an example as the arousal of
happiness through a faster tempo. Even animals respond to music. Micheal T (Trimble,
2017) discusses on similarity in empathy with the human species and its closest cousins
responding to music and dancing to its rhythm. Even in music, Tuomas E finds that the

valence is higher in classical music than in other systems of music.

A survey is made to study the emotions that the persons get while they listen to
particular songs of Muthusvami Diksitar. In this survey, the participants are required to
listen to the below given musical pieces and should mention the emotion one gets when one

listens to those songs.

25



Table-1-Various songs, Ragas and the names of the singers sung with the type of emotions to

be filled in table-2;

no | Songs Ragas Singers Types of
emotions
felt
1 | VatapiGanapatim Hamsadhvani Dr.K J Yesudas
https://youtu.be/Geyd fA
C4ll
2 | Ananda Amrta Karsini Amrtavarsint M S Subbulakshmi
https://youtu.be/PqjSoHoO
gsQ
3 | SrT Kamalambike Sive Srirdaga Sravan Deepala
Pahimam Lalite https://youtu.be/AFPgwY f
18co
4 | Minaksi me mudam dehi Gamakakriya M S Subbulakshmi
https://youtu.be/gki_U i-
At4
5 | Ramachandram Bhavayami | Vasanta SusmithaJagadeesan
https://youtu.be/KZ1Xwnd
JX0Q

[Songs mentioned here are from Govindarao, 1997]
A. Varied emotions that may be felt by the listeners: Syigara (Love), b. Virya (Valor), c.
Karunya (Misery), d. Raudra (Anger), e. Hasya (Humor), ¢. Bhayanaka (Fear), h.
Bibatsa(Aversion), i. Adbhuta (Wonder), j. Santa (Peace), k. Others. These emotions are
Navarasas found in Bharata Muni’s Natya Sastra (Ghosh, 1959).
B. Explanations if any, regarding the emotion one gets by listening to a particular Raga or
song.
C. Any other comments/suggestions about this survey
The whole survey takes around 90 minutes. There is no or minimal risk in participating
in this survey. There is no incentive provided to the participants. The participants are
from different age groups. The participants are 50 in number, among which 25 are

musicians and 25 are non-musicians. But both are lovers of Carnatic Music.
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https://youtu.be/Gcyd_fAC4lI
https://youtu.be/Gcyd_fAC4lI
https://youtu.be/PqjSoHoOqsQ
https://youtu.be/PqjSoHoOqsQ
https://youtu.be/AFPgwYf18co
https://youtu.be/AFPgwYf18co
https://youtu.be/qki_U_i-At4
https://youtu.be/qki_U_i-At4
https://youtu.be/KZIXwndJXoQ
https://youtu.be/KZIXwndJXoQ

Table-2-Feedbacks by the Non-musicians and Musicians

Feedback for all 5 songs of Diksitar

No Non-musicians Musicians

I Peace (16 participants), Peace(2), devotion(4), grandeur(8), cheerful,
devotion(8), love(3), grandeur(5), | wonder(2), praising, happiness(2), refreshing,
boredom, valor, euphoric, energetic, valor, assertive, brave,
wonder(4), happiness(7). confidence, virya, discipline, vibrant,

auspiciousness, brightness, gracefulness, lively,
balance, equality, euphoric, cheerful.

Il | Devotion (9), happiness (5), | Peace(8), devotion(4), grandeur(4), wonder(10),
wonder (10), peace (6), love, | love(2), auspiciousness, happiness(2), sacrifice,
excited (2), grandeur(5). balance, spiritual, completeness,

valor(2), Sriigara, depth, various shades of
emotions

Il | Love (7), wonderful music, [ Joy, devotion (7), peace (13), grandeur,
devotion (9), wonder(2), grandeur | auspiciousness (2), Srigara, happiness, serene,
(2), balance, spiritual, peace (14), | completeness, festive, enjoying the life,
joy, forgiveness, sacrifice. wonder(3).

IV | Peace(12), devotion(7), | curiosity, fear, mischievous, devotion (13),
grandeur(2), love(2), melancholic, | valor(2), combination of seriousness, calmness,
curiosity, misery, joy, valor, | surrendering, compassion and melancholy (2),
wonder(4), happy(2). separation, Karuna(3), grandeur(2), aversion,

pleading, pathos, moved by the song.

V | Devotion(13), Valor(4), wonder, | Peace(9), little humor and grandeur(2), majestic,
peace(10), heart touching, | meditative(2), excitement, suspense, valor(2),
grandeur(5), a feeling of | vibrant, festive mood, positive energy, softness,
submission, elevation, love(8). wonder(2),devotion(4).

....Discussion

As a response to 1st song, sixteen non-musicians expressed their experience as peace and

among musicians only 2 felt peace. This is a surprise. This must be because most of the

participants from the non-musician group are from a Yoga school named Sita Lakshmi

School. They are rigorous Yoga practitioners. Therefore they must have recognized the

potency of Raga ‘Hamsadhvani’ as peace. Even in that, Amruth Srivatsan says, I was

absorbed and missed to watch what emotions | had while listening. (Wherever whosoever’s

saying comes it is from her/his explanation given in the feedback forms). This is the feature
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of Santa Rasa or peace. (In the future, the effect of the same song or Raga in the same person

before and after getting familiarized with Yoga has to be researched).

This indicates that the character of the listener determines the raise of a particular emotion.
Even regarding the 5th song, thirteen non-musicians expressed their experience as devotion
as they are from the school in which Ramayana is importantly taught and this song is about

Rama.

But it is also true that the particular potencies are inherent in particular Ragas. E.g In the
context of this paper, Amruth Srivatsan, one of the participants belonging to the non-music
group, without knowing the context of the song which was sung by Diksitar to bring rain (Il
song) says, “the song is as if a command to nature to rain. I feel it shows the anger and power
of musical expression. It seemed to end very abruptly.” This must be due to the potency that
the Raga has or the way in which Diksitar handles and extracts the potency of cheer from

that Raga.

Gayathri N says without knowing the context while listening to this, the feeling of ‘have to
get up and do something-a feeling of excitement and towards the end of devotion’ was
there. Regarding the 1V song, without knowing the context that it was sung before Diksitar’s
death, Amruth Srivatsan says that he feels the merge of emotions while listening to it. For the

same song, Mythili Shridharan says without knowing its context that it is a pleading song.

Though the tunes have inherent potencies, without exposure for those tunes their potencies
may not be identified. Whether the participants are musicians or non-musicians here, they are
familiar with Carnatic Music and its enjoyers. This is the limitation of this study. We have to

research those who have no exposure to Carnatic Music at all.

This may show how much potency of tunes can be recognized by those who have no

exposure at all. This may show how much the tune contributes and how much a person’s
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heart recognizes an emotion. Certainly, the emotion that is derived from the tune is not an
imagined or imposed one. It is not a trained make-belief. It is neither purely subjective nor

purely objective. It is a fusion. Anybody who has a patient exposure can get it.

Why exposure here has an adjective patient? It is because Carnatic Music is so elite that it
needs mastery over boredom for the beginners. Even those who have exposure to Carnatic
Music, yet come under the classification of non- musician here, get bored. E.g. Sowmya P
and Harish C say that they get bored listening to the first song due to its longevity. Even in
that Harish C rightly guesses that this boredom is due to the reason of being himself to be a
non-musician. Anirudh M says that he gets bored with Al@pana (singing the tunes without
lyrics). This suggests that unless one gets mastery over the boredom of being patient, one
cannot acquire the taste of Carnatic Music. This may be because the tunes and notes of this

music are peace-oriented.

Laxmi S, one of the musician-participants, gives a generic comment that Carnatic Music,
with its entirely of 74 Melakartas, has been designed in a mellifluous manner such that
all Ragas are designed as soothing balms, like medicine for the mind. Whether it’s the
serenity of Hamsadhvani or the sorrowful grandeur of Saurastram, the Svaras alone are
enough to bring the turbulent river that is the mind to a peaceful flow. This foundation of
peace is what sets Carnatic Music apart from all other genres of music. A text of literary
criticism named Dhvanyaloka (Anandavardhana,1990) says that an ideal literary master piece
should be designed in such a way that all other Rasas should merge
in Santa Rasa (experience of peace). Carnatic Music may have therapeutic aspects if it is
peace-based. The music which leads to peace can be a healing factor too as there are
thousands of papers that study and prove that the peace and stress-free temperament of mind

cures several diseases.
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Despite this statement being true, there are Ragas which are exclusively connected to peace
and Hamsadhvani is connected to both peace and grandeur. Generally, the listeners identify
this Raga with grandeur while those who enjoy the peace and restfulness feel peaceful on
listening. The one whose character is predominantly peace, witnesses peace here while the

one whose character is predominantly dynamic experiences grandeur.

5 among non-musicians and 8 among musicians expressed their experience as grandeur.
Expressions like refreshing, energetic, valor, assertive, brave, confident, Vira, vibrant,
brightness, lively, euphoric and cheerful appear as the explanations of grandeur only while
discipline, devotion, auspiciousness, gracefulness, balance and equality are identical with

peace.

Aravind Hebbar, (a great music critic and editor of Raga Dhanashri, a monthly magazine of
music) one of the participants expressed discipline as his feelings. This is interesting. He has
identified the potency of this Raga as restrain of sense. M. Haritha, a qualified music teacher,
says, though this song starts in a very slow and peaceful mood, the Sangatis (variations in
singing a line or phrase to bring out the beauty of Raga) are set in such that the listeners get
goose bumps when the song grows and unfolds the Pallavi (Varanasyam Varapradantam ie;
who gives boons). The Caranam starts slowly and step by step takes us to the peak of our

emotion.

Three have identified this song with Syrigara (romantic passion). This potency also is rarely
identified. E.g. in a Tamil movie named ‘Michael Madana Kamarajan’, the song
‘Sundariniyum’ i1s in Hamsadhvani to express romantic passion. When | contemplated on
this Raga, | felt that this Raga has the potency of peace-based romantic passion. Those who
are interested in it may identify it with this Raga. llayaraja, the music director of this movie
had made a great effort to convey the peace-based love to its audience through his music

here.
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In the same way, M. Haritha has identified the second song with romantic passion or love.
This too is very rare. But there is a possibility of this, as the Raga ‘Amrtavarsini, is almost
identical with ‘Kamavardhini’” which is taken to be such a Raga, whose literal meaning is the
grower of romantic passion. When S. Saketaraman, an A grade India radio artist, a disciple of
Lalgudi Jayaraman, one of the participants in this survey, was asked regarding this, he said,
‘Amrtavarsini’ 1s more rejoicing and ‘Kamavardhini” is more melancholic, indicating former
to be more towards rejoicing love and the latter towards melancholic love like the feeling in

separation.

Nithya V, a music teacher and a participant in this research, expresses that listening to this
song of ‘Amrtavarsint’ is like a conversation with a friend/ Sakhi and it is starting as if like a
conversation and ends as an obligation. However, Wonder is the prime emotion expressed for

the Il song by both musicians and non-musicians.

For the 111 song, 27 participants have witnessed peace indicating Sri Raga’s prime potency is
peace. Aside from this, expressions like auspiciousness, spirituality, serenity, completeness,
and balance are identical to peace. (This Raga’s literal meaning is the Raga of
auspiciousness. Sr7 means auspiciousness). Amruth Srivatsan, a non-musician-participant,
felt a sense of forgiveness and sacrifice. When asked, he said that the song starts with force,

ending in softness and slowness which lead him to feel it.

For the IV song, among non-musicians, one felt melancholy while among musicians 4 felt it.
One of the three expressed seriousness, separation, compassion and surrendering tone with
melancholy which shows his familiarity with the context. Diksitar sang this before his death.
All the four of them must have known the context. Otherwise only peace and devotion are
prominent in this song as 12 non-musicians felt peace and 7 devotion and 13 musicians,

devotion.
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This may indicate that the song’s primary emotion is not melancholy but peace. This again
indicates that Diksitar had a peaceful death without misery or fear. In the literature of this
song, there is not even a hint of sorrowfulness. It is filled only with positive devotion. Nithya

V expresses a feeling of supreme power’s grandeur which only can bestow eternal bliss.

Surprisingly Shrinidhi S, a junior musician felt Bibatsa (aversion) on listening to this song.
When asked, she said that the Raga of the music, i.e. Gamakakriya is identical with joy as
well as seriousness and dryness, but neither accomplishes either of them well as mud gets
mixed with pure water. When asked, Saketaraman, a great musical expert, said that there is a

possibility for few to feel like this while listening to this Raga.

In the 111 song, Nithya V felt the delight and interprets it as praising with satisfaction where
the lower octave Saficharas (characteristic phrase of Raga) in the ‘Samasti Caranam’ (the
last section of the song combined with the Anupallavi) describes the struggle faced in the
journey and the happiness at the end of Caranam (last verse in a song) depicts its successful
completion. This strikingly contrasts with an expression of Shrinidhi S regarding the IV song.

The former feel is positive while the latter is negative.

Dr. N. Venkatesh a musicologist said that he experienced various emotions like curiosity,
fear, mischievousness and devotion on listening to the IV song. When asked, he said, in
general, Devi has two primary forms, her vigorous personality and her serene demeanor. In
this song, despite Minakst being associated with peace as a whole and possibly even
excitement, this particular Raga, Gamakakriya, involves a sense of awe, respect and fear
when in the presence of Minaksi. Her grandeur invokes both happiness and fright, which
results in an inexplicable sorrow of misery.

Despite its subtler tones of melancholy, the Raga can't help but lend itself to take us to a
place of comfort, joy and a playful sprint of mischief, particularly in the lengths of

its Sahityam. Gamakakriya soulfully shapes Minakst as a mother figure, in which emotions
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ranging from respect to mischief and even misery can be reflected in each Gamaka, which is
like the variation in a mother's adjuncts. Minakst becomes Gamakakriya herself as if,
transformed into a mother and lover of all dimensions, as brought to life by Muthusvami
Diksitar.

For the V song, various emotions like grandeur and wonder are felt, crowned with Syrgara
(romantic passion) and Santa (peace). Srrgara is the primary feature of Raga Vasanta as she
is also a sister of Kamavardhini. Several other emotions too ebb in between as the song
includes many events related to Ramayana. It is Diksitar’s great skill to mould
the Raga Vasanta for various emotions pertaining to the various events of Ramayana. It
depends on the composers’ expertise too to bring the several potencies of a Raga which could
have been hidden without the notice of a trivial eye of the psyche which may be blind to the

unconscious depth.

Haritha M says this song has several emotions like the waves of the river. The Pallavi (first
verse of the song), Anupallavi (the middle verse) and Caranam (the final verse) give the
feeling of a cool breeze when listened closing the eyes as the Madhayamakala
sahityam (medium tempo) is a bit speeder and remains as the asset of the composition. Harish
C says that in this song he feels expansion in mind while he listens to the passage

‘Saketanagare nivasantam’.

Connoisseurs are of a different kind. Some are Svara and Raga oriented while others are
Sahitya oriented. Examples for Svara (note) and Raga-oriented delight: Harita M says, in 1l
song, the combination of Antaragandharam (tivra-Ga2) and Pratimadhyamam (Ma2) with
Rsabha (Ri) Daivata(dha) varjitam (devoid) gives a special beauty. Kalpana, a music teacher
says that the usage Nisadha (Ni), Gandhara (Ga) and Rsabha (Ri) in the | song gives a
feeling of magnificence and in the Il song, the halt given between Gandhara(Ga),

Madhyama(Ma), Paficama(Pa) and Nisada(Ni) indicates the devotion towards the deity.
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Tarun R says that the Raga Hamsadhvani itself is energetic with jumps in between
the Svaras and also relatively flat notes, which enable it for a faster pace in rendition.
Aravind Hebbar says Diksitar wants to give break to the fast singers e,g. ‘Karambuja pasa
bija puram’ is rendered in Madhyamakala sahityam in Anupallavi. By not speeding the
Pallavi Diksitar retained the correct speed of the song so that subtle nuances are not lost.

Diksitar gave certain instructions while singing the song about when to use a certain speed.

Examples for Sahitya (literature) oriented delight: Dr. PVS Laxmi, Professor of music in
Andhra university, one of the participants, says, that the epithets of Minakst found in the
fourth song like ‘Pasamocini’ (one who frees from bindings), ‘Kadambavana vasini’ (one
who dwells in Kadamba woods), ‘Vina gana Dasa vidha gamakakriye’ (the one who can
spell the 10 Gamakas in Vina, subtle manipulation of svaras) and ‘Madhurapura nilaye’ (the

one who resides in Madhurai) create a blissful feeling.

Examples for the delight from the combination of Sahitya (literature) oriented delight: In V
song, when adjectives of Rama are combined with Vasanta, it puts forth a feeling of valor
when it is rendered, says Tarun R. Nitya V, explains her joy in listening to the I song, as a
celebration when the devotees welcome the God who comes in a procession.
The Raga creates joy and the descriptive words helped to feel this emotion. Vishaka H, a
glorious Haritkatha exponent and the disciple of Lalgudi Jayaraman say, Ganesa is the
remover of obstacles who is sung in the | song which is in Raga Hamsadwani that removes
the obstacles in the throat and warms up the concert. Harish C says, in the V song the
Gamaka gives a cheer. The passage ‘Mangaladhvaja pandya tanaya’ (daughter of Pandya

king) gives a feeling of Vatslaya.

Experiences of emotions are based on several factors like literature, tune, notes, singer and
character of the listener. Archana MV says the same song sung by another artist may not

bring up the same emotions. Gayathri N says the same songs when | heard through different
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musicians that touched some mood somewhere in the soul. Harish C says that even

accompaniment too can make an impact.

Srinidhi S says that even Tala (rhythm) and Kala pramanam (tempo) can make an impact.
She says that even the gender and age of the singer can make an impact. E.g. In the words of
Srinidhi S, a male voice could induce Vira rasa, when we hear a particular song in a deep,
rolling and base voice. Same with a female voice will have a better effect of Syrgara rasa or
for a lullaby to be sung for a baby. Harish C suggests, if at all study has to be done for
emotional changes just based on Svaras and Ragas, intervention may be given devoid

of Sahitya.

When compared, musicians give more explanations than non-musicians as expected as they
are all well informed. But non-musicians response is more spontaneous and more original as
they are less influenced by the external faculties regarding music. But both of them are
familiar with the music. Both of them are lovers of Carnatic Music. But can those who are
not familiar with Carnatic Music respond? This is the question unanswered here. Further,
those who are not familiar with Carnatic Music also should be assessed to know how much

the Ragas are objective regarding their potencies of emotions.

It is a general conception that though Diksitar’s compositions are scholarly and intellectual
that can engage an intellectual audience of musicologists, they cannot much touch the heart
and make the audience feel the emotions. But in this thesis, the compositions are chosen only
from Diksitar’s literature. The research shows how much they touch the heart and kindle
emotions. One may wonder if Diksitar’s compositions have potencies of emotions to this
level, what kind of emotional potencies the musicians like Tyagaraja whose literature and

music are well known for emotions must-have? Future researches may explore it

(Srivatsa, 2001).
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The limitation of this study is that the nine choices are given regarding emotions. As soon as
the participants in this experiment see these nine choices, they will be programmed to think
only among those nine. If nine choices are not given, they can contemplate wilder and bring
more creative answers. But the choices have to be given because all of them may not be
creative of choices in multiple. If they think independently, they may have only lesser choices
than what is given here. But to control the limitation of the mind getting programmed due to

nine choices, one more choice is added here, i.e. K. others.
5.1.2.2 Smarana

Smaraga is constantly remembering the beauty, majesty and compassion of the Lord. One of
the best examples of a devotee who received self-realization even in his childhood through
Smarana is Prahlada. Though he faced many difficulties and problems through his father still
he contemplated on Narayana who ultimately protected him from the atrocities of his father.
It is conferred in Srimad Bhagavatam, that a true and pure-hearted devotee can never be
unhappy in any situation of his life as long as he constantly meditates and worships the Lord
in all times. Diksitar deals with various aspects of Smaraza.

5.1.2.2.1 Cintana (contemplation)

Cintana is just to think devotionally on an object freely without any norm. It may include

multiple thoughts but on a particular thing. This is also a kind of Bhakti.

ﬁ?{‘a}’ﬂﬂﬁmﬁ Cidambaresvaram cintayami

I think on the lord Cidambaresvara (32-P).

i Wﬂ%\ﬁ‘{ Cintayami atanukirttim

| think on Nasaraja who has expanded glory (11-P).

e wies {ﬁf‘{ Cintaye mahalinga miirttim
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I think on the lord Mahalinga (70-P).

RETY Afost FRFaASg  Padakara nalini cintayeham

I think upon the tender feet and tender hands of the Goddess (71-C).
wHdles FrisE Marakatalingam cintaye’ham
I think on Marakata (emerald) Lizga (90-P).

ot spramE fig st aIRf® S abhayamba ninnu cintinccinna variki

Oh, Abhayamba ! For those who think about you, their difficulties are solved (139-P).
WH&T g $i daksinamiirtimsada cintayeham
| constantly think upon Sr7 Daksinamiirtti (207-P).
ot Feiision Feo Rarely Rl Sr valmikalingar cintaye sivarddhangam cintaye

I think on lord Valmikalinga (238-P).
5.1.2.2.2 Smarana

Smarana is the recollection of God’s features in mind. This needs more focus than Cintanam.

AR AT |3 &AM Tyagardja yogavaibhavan sadasmarami

| always recollect in mind the grandeur of Tyagaraja (113-P).

TR Rl TR Govarddhanagirisam smarami

I recollect in mind Govardhanagirisa (122-P).

Mg R it SR Nilasngarii hari nityarin smarami

| always recollect in mind the dark-hued form of Hari (344-P).
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HEWTOTfct AT SR Mahaganapativih manasa smarami

I recollect in mind Gagapati (367-P).

AR ﬁﬁ&"l‘]ﬂ TR Saccidanandamaya vijrmbhinti smaramyahari

I recollect in mind the Goddess who expands herself as Sat-Cit and Ananda (378-P).

5.1.2.2.3 Bhavana

Bhavana is meditation with a feel of love or Rasa (aesthetic sense). It is right-brain-oriented.

W{H@"’&ﬂﬂﬁﬁi Sadacalesvaram bhavayehari
| meditate on lord Sadacalesvara with a feel of love (33-P).
AT WRIGIgS WG Bhiisitangar bhaktapadambujari bhavayami

| meditate on Garapati with a feel of love whose limbs are decorated and who has lotus feet

for devotees (290-4"line).

SFD AWM Balakrsnarir bhavayami

I meditate on lord Balakrsna with a feel of love (121-P).

EFES M@ Ragandyakari bhivaye

| meditate on the lord Ranganayaka with a feel of love (172-P).

qm%ﬂw Wl §ad  Parvatikumaran bhavaye satatam

| meditate on lord Guruguha, the son of Parvati with a feel of love (250-P).
Sﬂm@ﬁ PRwRRA gl R Sr matr bhittam trisiragirinatham hrdi cintaye
| reflect upon Sy7 Matrbhiitesvara, the lord of Trisira-Giri in my heart (242-P).
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gl Fradesfat &t Hydi cintayehamanisam toar

I always keep my mind on you and reflect upon you (423-P).
(As the heart is involved here the tone of Cintana here is Bhavana. That is why these two
passages come under Bhavana-category).

5.1.2.2.4 Upasana (Meditation with deep internalization)

Upasana is a vital term in Upanisads and other scriptures. It is generally a metaphor for
constantly seeing one on the other. E.g. seeing the Yajfia-post as the sun. But in the context of
Vedanta, especially Advaita Vedanta, seeing the God worshiped as our consciousness is

Upasana.

ﬁﬁﬂﬁw‘é & Govindarajamupasmahe nityari

| internalize and meditate forever on Govindaraja (132-P).

H-—_d'lﬂ’mmf SR Santanagopalakrsnam upasmahe

| internalize and meditate on lord Santana Gopalakrsna (230-P).

ot gogarEnt SUERR e Sra Satyanarayanam upasmahe nityari

Let us internalize and meditate on lord Satyanarayana constantly (383-P).
Wﬁcﬂqﬁ Varadarajamupasmahe

We internalize and meditate on the lord Varadaraja (453-P).

5.1.2.2.5 Bhajana (Experience)

Bhaja is to serve, extol, sing and experience. Diksitar addresses his mind and advises it to get
engaged in Bhajana. This can be interpreted as his advice of serving, extolling, singing,

adoring and experiencing. As the mind is addressed and advised here, this can be taken as the
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fusion of Smarapza and Kirtana. Here few passages are quoted from Diksitar where he
advises his mind to do Bhajana. Though it has all the meanings given above, here in

translation its meaning as experience is given as it is addressed to the mind.

THETh W1 AWE Ramacandrabhaktarit bhajamanasa

Oh mind! Experience Hanuman, the great devotee of lord Ramacandra (39-P).

FHST WoR X HWE  Kamalambasin bhajare re manasa

Oh mind! Experience Goddess Kamalamba (434-P).

N NS )
ARl WK Y AWE  Tyagesarii bhajare re manasa

Oh mind! Experience Tyagesa (177-P).
oft FU W {WE TdAdH, Sr7 krsnani bhaja manasa satatam
Oh mind! Always Experience Sri Krsna (18-P).
5.1.2.3 Padasevana

Padasevana is adoring the Lord’s feet. This sort of service is a sign of humility or
humbleness. That is why in Indian culture touching the feet of elders is prevalent. This innate
and simple thinking of the lord’s feet invokes subtle feelings like bliss, love, sense of longing

for the beautiful lotus feet.

o Iy ha¥ ° _ _ . . _ . .
@H’IT@T&FI o lR TN GgEee e  Kumarasvaminani namami padasaroruhamahari

I bow to the lotus-like feet of Kumarasvamsi (22-P).

q?{'ltﬁ% e El% Padaravinde toamaharii vande

| prostrate at your lotus feet (79-P).
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Il ’H"\W Natva srigurucaranam

Prostrate on Guru’s feet and meditate on his name (111-C).

H@Wﬁ-‘-ﬁ Cta 1t Mahisasuramarddini namami

| prostrate at the feet of the Goddess who destroyed Mahisasura (341-P).
3 LJJ (S Wﬂﬁlﬂﬂﬂﬁmﬂa Guruguha padapankajamatiguptamanisamasraye
| always surrender at the subtle lotus feet of GuruGuha (270-P).
TRTIRRISTY STl W Rajadhirajapijitacaranari namami
| worship those feet which are adored by kings of kings (463-P).

STRITAIIE ‘Iﬁrlﬂw Uttamaguruguha piijitacaranar

Whose feet are worshipped by the noble Guruguha (36-C)

5.1.2.4 Arcana

Arcana is Puja or ritualistic worship. It includes purifying the worship area, decorating the
lord with flowers and garland, using sandal paste, singing hymns, chanting Mantras, serving
food to the Lord and even clothes. As love grows in the heart of the devotee, he expresses in
giving as love to the Supreme. He gives everything that is best which gives the devotee the

inner satisfaction and fulfillment in the love towards the Almighty.

ST Agastisvaramaradhayehari

| do Pizja of Agastisvara (59-P).

S Fad 3 S0id Aradhayami satatar gari ganapatin

| do Paja always of Garapati (166-C).
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STEANIR STRIRA™, Arddhandarisvaram aradhayami satatam

| do Paja of lord Arddhanarisvara (396- P).

FgTaICTG JoTHTI FrEAISsTi, ST R =gt SuuT

TSR TgA T, o Wehaal

Nandanavanotpadanam puspamalikarii vandanalayadi prasthapan divya candana

gharsana sthalasuddhikarana vandana stotradi pathana bhaktasevanari

Who wears the garland of flowers, is served by devotees, engaged in grinding the sandal
paste, purifying place, sing devotional songs, hymns (114-C).

5.1.2.4.1 National integration through Bhakti

Some historians believe that the British framed the nation India and before their arrival, it did
not exist. But in reality, there are abundant pieces of evidence of the existence of India as a
nation. Ancient literary works like Mahabharata, Purananuru, Vispupurana and Bhagavatam
describe India as a single nation with diverse religious beliefs, cultures, traditions observed.
Several rulers like Guptas ruled the whole nation. Yet India’s nationhood was not just
through single governance but is through its cultural diversity. There is a common cultural
identity that runs in the length and breadth of India which lies as the undercurrent for its
nationhood.

5.1.2.4.2 Diksitar’s Pilgrimage from North to the South of India

Devotion and belief in the Supreme Being form an integral part of all cultures precisely why
temple worship has become a vital part of most of the cultures, this belief system created by
people gives a form to the supernatural which is beyond their comprehension. Carrying the

belief that there is a higher purpose in life over and above materialistic aims and desires,
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saints like Muthusvami Diksitar, Adi Shankaracharya wandered throughout India to pay
homage to the Divinities found in various temples. It is known since time immemorial the
power of music in evoking Gods and gaining mystical perception through the ancient
scriptures. Whether arising as a textless chant by a single voice or a percussive auditory event
for ritual dance or music is a virtually ubiquitous companion to religious and spiritual
practices. The word temple has many synonym words and their usage depends on the

geographical area of India e.g, Devalayam, Kovil, Devasthanam, Mandir, Prasadam.

The History of spirituality and culture flourished with leaps and bounds with the Bhakti
movement in the 17" and 18" centuries. The Tasjavur, the then Cauvery delta region was
ruled by the Chola's indulged in upbringing many Art forms. Diksitar’s birth place was
Tiruvarar famous for its magnificent temples with various deities seated in its sanctum
sanctorum like Tygaraja, Kamalamba, Mahaganapati, with their rituals, festivals and
processions, chariots, musical instruments like Nagaswaram, the famous Shuddha maddalam

and Parichamukha vadyam.

Diksitar’s father Ramaswami Diksitar, a scholar, musician, learned musicologist, and
recipient of many honors and emoluments in the knowledge of music gained sufficient
knowledge in musicology composed a song on Goddess Minaksi of Madurai in 44 ragas, a
Ragamalika of 108 ragas on lord Viswanatha. Chinnaswami, brother of Diksitar suddenly
lost his vision. Since Ramasvami Diksitar was proficient in musicology composed a song and
a Ragamalika comprising of 48 ragas worshipping Lord Verkatesvara when the family
visited the lord of seven hills at Tirupati. As blessings from the lord, Chinnasvami’s eyesight
was restored. Such instances might have influenced Diksitar to compose songs on the deities

as they provide protection and Moksa to him (Balachandran, 2002).

Chidambaranatha yogin, Guru of Ramasvami Diksitar, spotted the requisite potential of a

great soul in Diksitar, took him on pilgrimage to Kasr for six years at the young age of
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sixteen. Visiting shrines of different Gods and Goddesses, serving Gurus, writing and singing
songs for the deities and the rituals performed daily for the deities. Therefore he was called
‘Eternal Pilgrim’. Describing the architectural beauty of the temple and place in his
compositions stood out among the composers of his time and time to come. His descriptions
of temples are related to Sthalapuranas (literature that narrates the stories about the sacred
spots) also (Srivatsa, 2001).

He might have traveled to places like Mount Kailash since he dedicated 2 songs for the
temples both of which are of Lord Siva. Mount Kailash is also known as the ‘Pir-Panjal range
of Himalayas’ which is 4080 meters high in altitude and lies on the banks of the sacred river
Garnga which originates from its peak. Diksitar has composed a song on Goddess Ganga
extolling her attributes in the famous Krti ‘Garnge mam pahi’.

The pilgrimage spots of Northern India enunciated in Diksitar’s compositions are as follows-

mERo™ RR RERT Mahakailasa giri viharena

lord Mahddeva abides in the great mount Kailasa(153-AP).

qEdare SO SSEiRs Parvatipativii pranaumi kailasavirdjar

Parvatipati is Lord Siva who resides in Mount Kailasa (333-P, C).
He also dedicated 2 two songs for the temples in Jammu Kashmir; the temple of Goddess
Sarada Devi in Neelam valley and the Temple of Goddess Sarasvart in the Kamakoti pith at

Kashmir.
HFRHANER  Kasmiravihara
Goddess Sarada Devi Lives in Kasmira (359-C).

oft el FWRIR FSA i sarasvati kamakoti nilaye

Goddess Saraswati, who resides at Kamakoti (131-P, C)(Pallavi &Cararam).
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Diksitar dedicated 1 song for the famous temple of Lord Satyanarayana at Badrinath in
Uttarakhand. He dedicated | song to the temple of Lalitambika also referred to as Goddess
Durga of Jalandhar pith of Punjab which is 200 years old, the temple is known as ‘Devi Talab

Mandir’.

HEHA aaﬂﬁ@a Bhasamana badari sthitam

Lord Satyanarayana dwells in the glorious holy place of Badart (383-AP).

SRR Jalandharapithayai

Goddess Lalitambika is established in Jalandhara pith (118-C).
Diksitar dedicated 2 songs for the temples at Kathmandu in Nepal; the famous temple of
Lord Pasupatiswara (known as eastern Kashmir) and the temple of Nildachalanatha residing

at Mount Indranil.
QRN TSRgd  Pascimkasmira rajavinutari

Lord Siva is extolled at the Pasupatiswara temple (382-AP)(Anupallavi)

FErSuR AR Indranilaparvatasthitaprasiddhari

Lord Nilacalanatha is established on Mount Indranila (414-C) (Govindarao, 1997).

45



Table.3. Pilgrimage spots of India in Diksitar compositions

Sr.no Temples Districts
1 Mahadev Mount Kailasa
2 Nilakantha Mahadeva Mount Kailasha
3 Kashmir Sharada Neelam Valley
4 Saraswati Kamakotipeeth (J&K)
5 Pashupatishvara Kathmandu
6 Nilachalanatha Kathmandu
7 Jalandhar pitha(lalitambika) Jalandhar
8 Sri Satyanarayana Badrinath
9 Vishwanatha Varanasi
10 Annapurna Varanasi
11 Sri Rama Ayodhya
12 Kalabhairava Varanasi
13 Narasimhaswamy Varanasi
14 Sri Rama Ayodhya
15 Vindhyavasini Vindhya mountains
16 Shulini Vindhya mountains
17 KashiVishalakshi Varanasi
18 Nanda Gopala Mathura
19 Mahishasuramarddani Varanasi
20 Govardhanagirisha Mathura
21 Nandagopal Dwaraka
22 Krishna Dwaraka
23 Sri Kalahastisha Chitoor
24 Govinda Chitoor
25 Sri Venkateshwara Chitoor
26 Seshachalanayaka Chitoor
27 Kotitirtha Kolar
28 Senapati Shankarpura
29 Anandapadmanabh Tiruvanantapuram
30 Ayyappa Sabarimalai
31 Guruvayur Guruvayur
32 Rakta Ganapati Tiruvanantapuram
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Gartha tira is in Tiruvarar (Tamil Nadu). Diksitar expressed the fact in the composition
below, that there are two temples of Lord Siva one in Tiruvarir and the other in Kasi

(Varanasi).

TR NIRRT Gartatiraprabhavena kasiksetrasthitaprasidhena

lord Viswanatha dwells on the banks of Gartta river and is graced at Kasi ksetra (358-AP,C).

W@Eﬁ@ﬁm Yamunatiravihara vaikunthsthitanandakanda

lord Nandagopala sports on the banks of the river Yamunda and has Vaikurnitha as his abode

(455-P,C).

TereAR Rl Govarddhanagirisari

Lord Krsna who is known as Govarddhanagirisha resides in Mathura (122-P).
Malava, Guru (refers to Kuru) and Panchala districts relate to the modern-day Farrukabad,

Budaun and surrounding districts of Uttar Pradesh as described below;

S w 1 15 1) R G Jaya suddhamalavi kuru paiicaladi viharar

SrT Narahari is the one sporting at Malava, Kuru, Paiichala, etc (100-C).

ST ZRHT ﬂﬂﬂeﬁ Ayoddhya dvaraka susadanena

Lord Rama and lord Krsna reside at Ayoddhya and Dvaraka respectively(185-C).

ﬁwm @ ot Gokulavasa nirafijana sri
Lord Ananta BalaKrsna resides in Gokula (220-C).
HRIGE ‘fl’il Kasipuravasar bhiitesari
Kalabhairava resides in Kasipura (98-P).
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Diksitar dedicated 2 songs for the temples; the temple of Goddess Silini and Goddess

Gayatri (referred to as Sandhya Devi) residing in the Vindhya mountains in Uttar Pradesh;

freafeaTie Vindhyanivasini
Goddess Siilini resides in the Vindhya mountain(366-C).
farearasatya fermfoe Vindhyacalanivasita visalini
Goddess Gayatrt has her majestic abode in the Vindhya mountain(219-AP).
qb'ﬂiﬁlﬂﬂ%lﬁ Madhyadesavasini

lord Mahisasuramarddhani resides in Madhyadesa (Uttar Pradesh) (50-P).

FRNeE fRafii Kasiksetra nivasini

Goddess Annapirna resides in the Holy city of Kas7 (30-C).
a:rsﬁgwm:ﬁ Kasipuravasinim

SrT Kasivisalaksi abides in the holy city of Kasi (402-C).
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Figure.l. Pilgrimage spots of India in Muthuswami Diksitar compositions
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Northern Varanasi is the sacred spot for south Indians while southern Rameshwaram is the
sacred spot for north Indians and this is how through pilgrimage India is connected. Ancient
saints of India like Sant Jianesvara, Sarkara, Ramanuja, Samartha Ramdas and Ramananda
and modern saints like Svami Vivekananda, Svami Rama and Pappa Ramaddas had the deep
urge of wandering throughout the length and breadth of the nation which contributed to the
essence of National Integration. Diksitar’s pilgrimage was one such urge. Diksitar dedicated
12 songs to the temples of Varanasi and the surrounding districts of Uttar Pradesh.

Diksitar’s stay at Kasi ended with the blessing of Goddess Garnga in the form of a unique
Vina with Yali Mukht upwards and Sri Rama inscribed on it in Devandgari. The yogin
advised Diksitar to meet his natural guru (Lord Subramhanya) for further training in music.
A unique temple with the combination of Linga and Sri cakra known as ‘Sri
Chakralingeswara temple’ was built at Hanuman ghat where Diksitar and yogin stayed
during their sojourn at Varanasi. This temple was the ‘Jiva Samadhi’ of Chidambaranatha
yogin where Diksitar performed several rituals of Sr7 Vidya for many years. Adopting the
Dhrupad technique of the Hindustani music, sonorous compositions of Tulsi Ramayana and
Bhajans of Mira and Sirdas it seemed like Diksitar was engrossed in the musical atmosphere
of Varanasi.

The training at Kasr resulted in the formation of a prodigy in vocal and instrumental music
with his exalted peers in developing the art of Carnatic music. During his six years of sojourn
at the holy city, he mastered the Hindustani system of music. The slow Dhrupad style of
North Indian music is reflected in his works in form of Vilambakala. Diksitar had strived to
combine the two systems of music i.e, Northern and the Southern and spread the
metaphysical phenomena of the North in the South. Diksitar can be considered as the musical

amalgamator of India (Sridhar, 2019).
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Table. 4. Sacred spots and temples Diksitar praised in his songs

Krti Names of Ksetras in Names of Ksetras in recent Name of the God or
No. Diksitar Krti times Goddess
414 Indranila mountain Kathmandu Nilachalanatha
131 Kamakoti pitha Jammu kashmir Saraswati
366 Vindhya mountains Uttar pradesh Silini
358 Garthathira Tiruvarur Viswanatha
50 Madhyadesha Uttar pradesh Mahisasurmarddhani
100 Malava, Kuru, Panchala Uttar pradesh Narasimhasvamy
188 Kanakashaila Tirunelveli Subrahmanya
234 Kamalanagara Tiruvarur Kamalamba
68 Southern Kashi city Tenkasi district Nilakantha
106 Sripura Tiruvarur Kamalamba
92 Saketanagara Ayodhya Ramachandra
148 Malayadhvaja Madhurai Halasyanatha
150 Shivaranjani Kshetra Nagapattinam Kayarohanesha
229 Swamishaila Thanjavur district Svaminatha
70 Srikalish Nagapattinam district Mahalinga
33 Chamatkarapura Tiruvarur Mahalinga
252 Vaidyanatha Kshetra Mayiladuturai Angaraka
257 | Sri Gandharanya Kshetra Tiruvarur Vanchanatha
96 Devarajapura Kanchipuram Vinayaka
157 Kashi, Kannada, Gaula, Tiruvarur Nilotpalambika
Desha
171 Panchanakshetra Tiruvarur Pranatartti Hara
178 Trikuta Mayiladuturai Balambika
318 Shvetaranya Nagapattinam Svetaranyeshwara
324 Hatakakshetra Tiruvarur Hatakeswara
330 Shalivatishwara Tirunavelli Salivatiswara
393 Shankarapura Karnataka Senapati
386 Halasya Madhurai Sundaresha
392 Vrushabhachala Madhurai Sundarardja
406 Darsha Pushkarni Tiruvarur Bhaktavatsala
444 Kadamba Madhurai Minakst
85 Dakshina Dwarakapuri Mannargudi Rajagopalabala
90 Bilva Tiruvannamalai Marakaralinga
354 Koti Tirtha Rameshwaram Parvatavarddhani
445 Ghatikachala Vellore district Narasimha
80 Balamandana Tirtha Karnataka Gokarneswara
144 Tamraparni Tirunelveli LaksmiVaraha
89 Shaurigiri Shabari malai Sasta
448 Parashurama Kshetra Thiruvananthapuram Ganesa
165 Pandya and Kerala Thiruvananthapuram Ananta Padmanabha
18 Gurupavanapura Guruvayur shrine Krsna
382 Western Kashmira Pashupatishwara temple Pasupatiswara
242 Matrubhutam Trichy Matrubhuteswara
206 Madhyarjuna Thiruvidaimarudur Mahalingeswara
233 Kailasagiri Kanchipuram Kaildasandatha
67 Chidambaram Cuddalore Govindaraja
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206 Tanjapurishwari Thanjavur Brhadiswara

53 Sri nagara Tiruvarur Tyagardja

58 Vijayanagara Tiruvarur Renuka Devi
145 Sri Rangam Tiruchirapalli Kodandarama
176 Kamalapura Tiruvarur Tydagaraja

390 Virinchipuram Vellore Margasahayeswara
413 Kamakoti pitha Kanchipuram Kamaksi

391 | Gandhamadana mountain Rameshwaram Ramanatha
125 Yamunambapuri Tiruvarur Santana Ramasvami
242 Trishiragiri Tiruchirapalli Matrubhuteswara
200 Mayura Mayiladhuturai Siva

He traveled the highest among the trinities and his journey included states of Andhra,

Karnataka, Kerala and Tamil Nadu in the southern region. Even in the south, he has dedicated

ten songs for non-Tamilian states (Kerala-4 songs, Karnataka-2 songs, and Andhra-4 songs).

His main focus was Tamilnadu though he is a Kannadiga. This is common with many saints

in India. Though Vallabhdcharya was from Andhra Pradesh, his identity was with north India

where he stayed most of his life possibly because India was the bigger identity. Other than

Tamil Nadu in the South, he visited the famous temple Kalahastisa and the famous temple of

Lord Verikatesvara on Tirumala hills is described in his compositions (Dhanya, 2013).

W&ﬁ Venkatavaradaksetram

lord Visnu resides in Verikaravarada ksetra (347-AP).

T ISERNE  Daksina kailasabhista

Sri Kalahastisa is enshrined in the Daksina Kailasa Ksetra (156-C).

AgRiRamE Venkatagirivasa

Govinda abides at Verikaragiri(280-P).

TSI Sesacalanayakari

lord of the Sesdchala (375-P).
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Diksitar has dedicated 2 compositions to the temples in Karnataka: Senapati temple at Udipi

in Karnataka, Gokarnesvara (Siva) temple at Daksina Kannada.

RO FSHred TAANTE  Gokarnesvara balamandana tirthatiravdsa

Gokarnesvara resides on the banks of Balamarndana tirtha (80-P, C).

FISEUAET TELH Kalaharatripurahara Sankarapura

lord Sendapati resides at Sankarapura (393-C).
Diksitar has dedicated 4 songs on the deities of Kerala; the famous Anantapadmanabha
temple at Thiruvananthapuram, Krsna temple at Guruvayir, Ayyappa temple at Sabarimalai

and Rakhta Gapapati temple at Thiruvananthapuram;

IAAITET INBE Unnatapandya keralanivasa

Padmanabha is enshrined in the hallowed precincts of Pandya and Kerala (165-AP).

FRIGTERRNE TAaRE RATRER

Kasiksetrasadrsadhika garttatiravasa saurigiriviharam

Sasta resides at Saurigiri (Sabari malai) (89-AP).
L REL U] Gurupavanapuradhisari

Sri Krsna is the Lord of Guruvayur shrine (18-C).
T, ol TRt
Raktaganapatim bhajeham parasuramaksetraprabhavari

Lord Ganesa shines gloriously in the Parasurama Ksetra (448-C).
Diksitar dedicated 156 songs to the temples in Tamilnadu. It should be noted that though his

lineage is from Karnataka, he identifies himself with Tamilnadu. His local identification is
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also expressed through the words he uses like ‘Sivakami’ (426-P) and ‘Abhirami’ (251-P).
These kinds of expressions are grammatically wrong in Sazskrta. But Diksitar uses it because
he gives more importance to the regional usage of these words among the common people
than the Sanskrta grammar rules. He also sings on the stories pertaining to a few regions

found in Tamil Nadu like Vatsala’s marriage (6-C).

Out of the 156 songs, 55 songs were dedicated to temples at Tiruvarir which was the
traditional capital of the Chola empire and as said that the chronicle of the state entices

around the temple of Tyagarajasvami famous for its chariot festival.

54



Table.5. Pilgrimage spots of Tamil Nadu in Diksitar’s compositions

No. | Name of the temple District No. | Name of the temple District
1 Ranganatha Trichy 60 Hara Thiruvarur
2 Matrubhuteshwara Trichy 61 Vaidyalinga Thiruvarur
3 Sri Ranganatha Trichy 62 Nagalinga Thiruvarur
4 Shankaranarayana Tenkasi 63 Rajagopalam Thiruvarur
5 Svetaranyeshwara | Mayiladuturai | 64 Kamalamba Thiruvarur
6 Angaraka Mayiladuturai | 65 Ucchista Ganapati Thiruvarur
7 Girijaya Mayiladuturai | 66 | Dharma samvarddhani Thiruvarur
8 Abhayambika Mayiladuturai | 67 Tripurasundari Thiruvarur
9 Vaidyanatha Mayiladuturai | 68 Pranatarttiharaya Thiruvarur
10 Shiva Mayiladuturai | 69 Vishwanatha Thiruvarur
11 Balambika Mayiladuturai | 70 | Annapurnevishalakshi Thiruvarur
12 | Gauri Mayuranatha | Mayiladuturai | 71 Parameshwara Thiruvarur
13 DhundiGanesha Mayiladuturai | 72 Venugopala Thiruvarur
14 Nandi Mayiladuturai | 73 Ganapati Thiruvarur
15 Nilayatakshi Nagapattinam | 74 Hatakeshwara Thiruvarur
16 Vedaranyar Nagapattinam | 75 Ganarjena Thiruvarur
17 | Shivakayarohanesha | Nagapattinam | 76 Nilotpalambika Thiruvarur
18 Saundarya raja Nagapattinam | 77 Mahaganapati Thiruvarur
19 Kayarohanesha Nagapattinam | 78 Tyagaraja Thiruvarur

20 Bhairava Nagapattinam | 79 Shiva Thiruvarur

21 Margasayeshwara Vellore 80 Renuka Devi Thiruvarur

22 Narasimha Vellore 81 Hiranmayilakshmi Thiruvarur

23 Guruguha Vellore 82 | Panchamukhaganapati Thiruvarur

24 Ramanatha Rameshwaram | 83 Kamakshi Thiruvarur

25 Parvatavarddhani | Rameshwaram | 84 Vanchanatha Thiruvarur

26 Kantimatim Tirunelveli 85 | Anantapadmanabha Thiruvarur

27 Shalivatishwara Tirunelveli 86 Tyagaraja Thiruvarur

28 Venkatesha Tirunelveli 87 Kamalamba Thiruvarur

29 LakshmiVaraha Tirunelveli 88 | Kashivishweshwara Thiruvarur

30 Shivakameshwari Cuddalore 89 Valmikalinga Thiruvarur

31 Nataraja Cuddalore 90 Nilotpalambika Thiruvarur

32 Nataraja Cuddalore 91 Kamalambike Thiruvarur

33 | Shivakameshwara Cuddalore 92 Viravasantam Thiruvarur

34 Balambika Cuddalore 93 Tyagaraja Thiruvarur

35 Nataraja Cuddalore 94 Tyagaraja Thiruvarur

36 Virabhadra Cuddalore 95 Vasudeva Thiruvarur

37 | Givindaraja Perumal Cuddalore 96 Kamalambika Thiruvarur

38 Nataraja Cuddalore 97 Bharati-Saraswati Thiruvarur

39 Nataraja Cuddalore 98 Nilotpalambika Thiruvarur

40 Govindaraja Cuddalore 99 Venkatachalapati Thiruvarur

41 Madhurambika Madhurai 100 Madhyarajuna Thiruvarur

42 Minakshi Madhurai 101 Rajagopala Thiruvarur

43 Madhurambika Madhurai 102 | Nilakantha Mahadeva Thiruvarur

44 Minakshi Madhurai 103 Nilotpalambam Thiruvarur

45 Sundarajan Madhurai 104 Nilotpala Thiruvarur

46 Minakshi Madhurai 105 Kusumakara Thiruvarur
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47 Madhuramba Madhurai 106 Kamalamba Thiruvarur
48 Sundaresha Madhurai 107 Kamalamba Thiruvarur
49 Somasundara Madhurali 108 Santana Thiruvarur
ramaswaminim
50 Menambikaya Madhurai 109 Vinayaka Thiruvarur
51 Rajamatangi Madhurai 110 | Sri mangala devata Thiruvarur
52 Madhuramba Madhurai 111 Sadachaleshwara Thiruvarur
53 Ekadantam Madhurai 112 Somaskandha Thiruvarur
54 | Somasundareshwara Madhurai 113 Mahalingeshwara Thiruvarur
55 Balakuchambika Madhurali 114 Dakshinamurthy Thiruvarur
56 Madhuramba Madhurai 115 Arunachalanatha Tiruvannamalai
57 Nilakantha Madhurali 116 Marakatalinga Tiruvannamalai
58 Halasyanatha Madhurai 117 Ratnachalanayaka Karur
59 Subrahmanya Thoothukudi | 118 Guruguha Tiruvallur
119 Varadaraja Kanchipuram | 139 Bhaktavatsala Thanjavur
120 | Ekamranatheshwara | Kanchipuram | 140 Brihadishwari Thanjavur
121 Krishna Kanchipuram | 141 Niranjani Thanjavur
122 Kamakshi Kanchipuram | 142 Balasubrahmanya Thanjavur
123 Kamakshi Kanchipuram | 143 Brihadishwara Thanjavur
124 Kamakshi Kanchipuram | 144 Swaminatha Thanjavur
125 Kamakshi Kanchipuram | 145 Mangalambaya Thanjavur
126 Ekamranatha Kanchipuram | 146 Brihadishwara Thanjavur
127 | Saraswatimanohari | Kanchipuram | 147 Pranatartti Thanjavur
128 Ekamranayaka Kanchipuram | 148 Mahalingeshwara Thanjavur
129 Ekamresha Kanchipuram | 149 Kamakshi Thanjavur
130 Kamakshi Kanchipuram | 150 Prasanna Thanjavur
Venkateshwara
131 | Lalita Parameshwari | Kanchipuram | 151 Brihadeshwari Thanjavur
132 Kailasanatha Kanchipuram | 152 Chayavati Thanjavur
133 Ekambranatha Kanchipuram | 153 Tiruvalanchuli Thanjavur
134 Vinayaka Kanchipuram | 154 Tiruseingnalur Thanjavur
135 Somaskandha Kanchipuram | 155 Suryanar Thanjavur
136 Bhushavati Thanjavur | 156 Swamimalai Thanjavur
137 | Kumbhareshwara Thanjavur 157
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Figure.2. Pilgrimage spots of Tamil Nadu found in Diksitar’scompositions
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(Thondai Naadu etc mentioned in the above map are various kingdoms of early Tamil Nadu)
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5.1.2.4.2.1 Unique features of the temples visited by Diksitar in Tamil Nadu

Diksitar mentions several unique features of the temples he visited in his songs. They are
given below.

The lord Mahalinga has his abode in Camatkarapura (based on the Skanda Purana,
Tiruvarar is also called as Camatkarapura by a king) and resides amid a sanctum sanctorum
wherein the shadow of the glowing lamps do not fall. The significance of the temple is, the
lord is worshipped with a lamp-lit with water instead of ghee. The Chola queen rebuilt the
temple in stone. Inscriptions of the Raja Raja Chola are found in the temple which is west
facing with sanctum and Ardhamandapam (33-C).

Lord Bhaktavatsala resides in Krspa Mangala Ksetra. His marriage with Goddess Laksmi is
celebrated as a festival here. He has a spacious hall known as Vedasagara Mantapa
consisting of four pillars depicting four Vedas. The Vimana of the temple is called ‘Utpala
Vimana® (lily-shaped). There are bee-hives in the temple in the form of Gods. The Lord
dwells on the western banks of the holy tank Darsa Puskarini (406-C).

Laksmivaraha resides on the banks of the river Tamraparpi. The mineral waters of
Tamraparnt being crystal clear has medicinal qualities, which are said to carry away ills of
the body. The word ‘Bhasiga’ used here is a medical term depicting paralysis and
synonymous diseases. This word used in the composition shows Diksitar was trained in
“Vaidya Sastra’ (144-C).

Lord Mahalinga resides at Madhyarjunapura, Somaskanda shrine is in Tiruvarir, Nataraja
shrine in Chidambaram, Bhairava shrine is Sr7 kalis, Subrahmanya shrine in Svami Malai.
Tiru-idai-marudur translates into Saniskrta as ‘Madhyarjunaksetra’. The name depicts the
Sthalavrksa, the sacred tree growing on the temple premises called as ‘Arjuna’ tree also
known as Maruda Maram. ‘Arjuna’ is an Ayurvedic herb and is often used for treating

common ailments like Heart and other diseases (70-C).
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Lord Kast Visvesvara resides in Garttatira, which is equivalent to Kasr, capable of bestowing
greater boons. The tank Garttatira is supposed to cure leprosy this signifies that the
Kuzhikkarai temple is a powerful shrine (235-AP).

Lord Tyagaraja resides in Kamalapura and presides at Valmikesvara in the form of an anthill
representing the Prthvi Lizga and protects the devotees (195-C).

Lord Ganesa shines gloriously in the Parasurama Ksetra. Geographical reference of the
western coastal state of Kerala with special reference to the offering made to the lord called
‘Payasam’ (pudding), made with rice and milk (448-C).

Tiruvarur has other names like; Srz'pura, Srinagara, Kamalapura, Kamalalaya and
Miladhara Ksetra. Tiruvarir being his birthplace, Diksitar stayed there for a long and wrote
a maximum number of Krtis on the deities and temples residing there. In his composition,
referring to ‘Harakaksetra’, he mentions the presence of a sacred tree called as ‘Padri’ also
called as Mango tree or even called as ‘Patali’.

The deities of all the temples in Karichipuram face towards the Goddess Kamaksi temple. In
his Bilahari composition, which describes the architecture of Kamaksi temple, he describes a
small image of lord Visru seated in a hole at the bottom of the pillar in the inner sanctum of
the Godesses shrine.

Kodandarama resides in Sri Ranga. Diksitar incorporates details of the temple and its
surrounding like the golden Vimanam and the icon Kodandarama in the temple premises
(145-P).

‘Vara’ is used for the Banyan tree. The word Nyagrodha is found in Visnu Sahasranama also

means Banyan tree. Diksitar descirbes Daksinamiirtti as ‘Golden Banyan tree’ (266-AP).

At the shrine of Govindaraja Perumal inside the Nataraja temple, the lord Visnu is seen in

resting pose, neither in awaken state nor in sleeping state which depicts the fourth state of
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Turiya or Transcendental state, which further manifests in removing the worldly desires or

Maya (132-P).

Vaidyanathaksetra (Mayiladuturai) as the name suggests that prayers to Lord Vaithisvaran
can cure diseases (god of healing) his consort Balambika is said to carry a vessel with

medicated oil (209-AP).

Vedaranyam near Nagapattinam has a historical significance; after the victorious battle with
Ravana, Lord Rama on his way back to Ayodhya, bathed in the sea and worshipped lord Siva

(Vedaranyar)(20-P)

Lord of golden hall Nazardja also known as Kanakasabhapati of Chidambaram has a great
historical significance and the idol of lord Siva is in the form of Happiness or ‘Ananda

Tandava’ in the hall of consciousness (168-P).

Marngalambdya in Taijavur, a Siva sthalam is a vast temple and a Mukti sthalam where
Goddess Gariga has bathed in the Gupta Garnga tirtha to wash the impurities of those who

bathed in the river waters of Ganges (169-AP).

Nilotpalambika known as kailasanayakt resides in Kailasa (Tiruvariar). Bathing in the ‘Sesa
Tirtham’ and applying the herbal mixture offered in the temple relieve vision problems (51-

Q).

Renuka Devi temple at Tiruvarar is famous as those suffering from eye problems worship

here and it is treated with a flower called ‘Nandiavattai’ (58-C).

Rajagopala resides in Champakaranyam Mannargudi. Diksitar refers to the annual float
festival in the Haridranadi tank and the Mohint alankaram in the annual ‘Irappattu utsavam’

in his songs (85-AP).
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SrT Mangaladevatd at kamalalaya in Tiruvarir is where Diksitar expressed his gratitude to
Mahalaksmi for having cured the infatuation for jewelry that his second wife had by coming
in the dream of his wife (23-AP).

In his famous composition, ‘Vedapurisvaram’ Diksitar mentioned an incident that occurred
daily at a hill shrine when he stayed at Karichipuram. This temple at Chengulpet was known
for the two eagles that use to fly down to the temple only to consume the lord’s Prasadam.
The Alasigudi Guru Bhagavan ( SrT Daksinamirti) temple at Tiruvarir is known of the fact
that Lord Siva drank the dangerous poison produced during the churning of the sea of milk

(Govindarao, 1997).

5.1.2.4.2.2 Pafica Bhiita linga Ksetra Krtis
‘Pafica’ means five. ‘Bhiita’ means elements of nature. They Akasa (sky), Vayu (air), Agni

(fire), Jala (water) and Bhami (earth). Linga represents Lord Siva. Ksetra Krtis means the

songs composed on the sacred places which are five; 4 in Tamil Nadu (Chidambaram,
Tiruvannamalai, Tiruvanaikkaval and Karichipuram) and 1 in Andhra Pradesh (Sr7
Kalahasti). Diksitar might have visited these shrines since he dedicated these songs to them.
The Siva linga at Chidambaram represents the Ether element, where the deity is Nazargja in
cosmic dance form. The song is Ananda natanaprakasham. The Siva linga at Sri Kalahasti
(referred to as Daksina Kasi) represents air element which is understood why the lamp in the
shrine keeps flickering due to the absence of air in the sanctum. At Tiruvannamalai, the lord
is Arupdchalanatha who manifests as fire. Diksitar says that just by thinking Lord
Arundchala, he grants salvation. The Liznga is said to be the oldest on the earth fiery in nature.
At Tiruvanaikkaval, Siva takes on a water element where the shrine is flooded with the waters
of the Kaveri river in the rainy season. It is said that the sanctum of the deity always has the
waters of the Kaveri river seeping in. At Kaiichipuram Siva (known as Ekamrandtha) takes

the form of earth residing at the base of the mango tree (Raghavan, 1975).
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5.1.2.4.3 Tantra

Tantra is an elevated form of Arcana. Tantra literary means technique. It includes many
methods of Arcana both in ritual and psychological perspectives. It also includes Yantra
(different shapes that can make the mind focus and accomplish powers) and Mantra (chants).
Even without Tantra, Arcana is possible through pure devotion. Yet Tantra makes it more
effective. Tantra is an elevated form of Arcana because it not only includes rituals, but also
the psychological process of purification of mind as well as accomplishments of various
powers. In devotional literature of music, various aspects of Bhakti can be seen with many
composers. But only in rare composers, Tantra's aspects can be seen in detail. Diksitar is of

such a kind.

Diksitar can be considered as the pioneer of both fusion music and Raga Cikitsa since his
compositions follow the stotra tradition (chanting of Mantras). The chanting and toning
involved in Veda hymns in praise of God have been used to cure several disharmonies in the
individual and enhance immunity, help calm the mind and Vedic Mantras help in balancing
the Cakras or psychic centers in our body. Mantras provide us with enigmatic and mystical
experiences and it represents the combination of clairvoyance and sound. Mantras provide a
meditative mood through monotonous utterances also known in a combined form of Smarana
and Kirtana.

At Kasi,Cidambaranatha Yogin gave Diksitar ‘Diksa’ (initiation) in ‘Sri Vidya sodasaksart
Mantra’ leading him to ‘Sri Vidya Updsana’ one of the most important elements in Tantra.
The very word ‘Diksita’ means one who is initiated into ‘Sr7 Vidya Updsana - the systematic
rituals followed during the worship of Goddess Sr7 Lalita Tripurasundarz (divine mother).
‘Diksa’means imparting or initiating to teach spiritual knowledge and removal from the
bondage of innate ignorance. Even the predecessors of Diksitar known as ‘Diksitar Pentad’

(the group of five generations) made rich, numerous and varied contributions to the golden
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age of Carnatic music who were highly devoted to Devi and so were inducted to the mantra
Diksa, got initiated into ‘Sr7 Vidya Upasana’ and had immense knowledge of the ancient
scriptures like Vedas and music. In musical phraseology, the name Diksitar follows a
glorious tradition or heritage with his father Ramasvami Diksitar, brothers Chinnasvami and
Balusvami who were expert and skillful musicians and composers and made an enduring
mark in the world of Carnatic Music (Venkatarama, 1968).

The passages given below are culled from the literature of Diksitar which expresses his

wisdom of Tantra.

A fetargul Wﬁﬂﬁ@mi Dasa virisadvarna garbhini kundalinya

She is the Kundalini encompassing the fifty letters (of the Saziskrta alphabet) (31-C).

@U'@%ﬁ AT | Kundalini nagadhvani sahite

She is the Kundalint sakti having the sound of a serpent (470-6" stanza )

@H@Wﬁ Miiladharaksetrasthitayai

She resides at Muladhara ksetra (203-AP).

HIATIR %lg?fas Yhemede® Miladhara caturdala pankajamadhyastham

He is the center of Miladhara which is the form of four-petalled lotus (84-C).

ot SR 9% F™&®  Sri Miladhara cakra vindayaka

Vinayaka, Who is established in the Miladhara Cakra (141-P).

m Miiladharaksetrasthitam

He is the presiding deity of Miladhara Ksetra (334-C).

63



NG, ARG QA Miladi navadharavyaortta dasadhoani

Who is inherent in the nine centers-Cakras of the mystical yogic body Miiladhara etc, knows

how to pierce through the sounds (119-C).

ﬁﬂﬁm Visuddhacakrasthite

Seated in the Visuddha cakra (190-C).

fageaie et Visuddhayadi nilayari

Remains in the Visuddhi cakra (332-C).

fergfempitad fRMIGRIRYt Visuddhicakrasthitan vinodakarinari

He is established in the Visuddhi Cakra (340-C).
fAgeTwiFead  Visuddhacakranilayaya nitya
Established in Visuddha cakra (345-AP).

ﬁﬂﬁ'ﬁﬁﬁ'@?ﬁ Visuddhacakranivasinim

She is the presiding deity of Visuddha Cakra (426-C).

TEEgs GUeeme A : Sahasradala sarasijamadhya nivasinah

Who resides amidst thousand-petalled lotus(213-C).

TR RIS TERCEUeici TEtiebairey FHSIrId RIaeHes T

RHMAgEa

Miladharamanipiirakadyabjabhedana sphuratkundalini sahasradala
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Brahmarandhrastha kamalantargata sivasammelana galita

paramamytabindusecana

Invokes the blossoming of Kundalini sakti, transcending the flowering of Miiladhara and
Maunipiraka. The Goddess joins in the harmonious union with Siva, who is seated in the

thousand-petalled- Sahasrada/a-lotus (335-C).

HSHSI=EAEIAToT Miilamantrayantrasvariipini

You are inherent of Mizlamantra and Yantra (193-C).

SfrasEIe Wisg Srividyarajagopalarir bhajehari

| sing on lord Rajagopala, who is the form of Sri Vidya. The beautiful image of the shrine
icon is where the lord is merged with the Goddess Ambal too so it is known as
Ardhanarisvara mirti, lord Vispu and Goddess Ambal is the same Sakti, they together
represent the protection and preservation of life (372-P).

5.1.2.4.4 Jyotisa

Another rare aspect found in Diksitar is Jyotisa. Diksitar being proficient in Jyotisa
composed ‘Navagraka Krtis’ also known as ‘Vara Krtis’ is a set of Krtis in praise of nine
Grahas (presiding deities of planets). The Krti ‘Brhaspati’ in Afana raga was composed first

to cure the illness of one of his disciples. The set comprises all seven Sooladi Talas.

2 b
FEEFE‘I TRISEd  Sitryamiirtte namostute

Oh, Saryamirti (sun)! salutations to you (81-P).

92 W A9 Candram bhaja manasa

Oh mind! Sing in the praise of the moon (21-P).

IENHASETEAY R Taafafd

65



Angarakamasrayamyaharit mesa vrscika rasyadhipatiri
| take refuge in Anigaraka, lord of Mesa (Aries), Vrscika (Scorpio) (252-P, AP).
JIATATY qad gAFad Budhamasrayami satatar mithunakayadhipa
I always seek shelter in Budha, lord of houses of Mithuna (Gemini) and Kanya (Virgo)
(248-P, C).

TEEI TR RIS H‘ﬁ!—@%l Brhaspate tarapatebrahmajate namostute

Oh Brhaspati, Lord of stars, Brahmin, | salute you.
Diksitar was adept in Jyotisa (Astrology) which paved the way for composing the Navagra/a
Krtis. They were written to heal an ailing disciple due to the ill effects of the Graha

Brhaspati or the Jupiter (204-P).

2 TR AARIGY 9 ﬂali'ﬂ'ﬂ He sukrabhagavan mamasupalaya vrsa tuladhisa

Oh lord, Sukra Bhagavan! Protect me, you are the lord of Rsabha and Tula, the zodiacal

signs of Taurus and Libra (73-AP)

Divakaratanujam Sanaiscaravir dhirataram makarakumbha rasinatham

| always meditate upon slow-moving Sani, son of Sirya, lord of two Rasis; Makara

(Capricorn), Kumbha (Aquarius) (260-P,C).

TR QS W€ Smaramyaham sadarahum

| always meditate on Rahu (400-P).

HETST %@q{ W™ Maha'surarit ketumahari bhajami
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| offer my obeisance to the extremely powerful demon Ketu (410-P).

FogaNe 78 M fAflkd  Kujabudhadi graha gati vihitar

He guides the planets Kuja (Mars), Budha (Mercury) and others around their orbits
(471-13" stanza).
5.1.2.5 Vandana
Vandana is paying homage or salutation of God. Several songs detail the salutation.
5.1.2.5.1 Nama (Bowing)
Nama is to bend or bow. It is also taken to be the short form of ‘Na mama’ which means not

belonging to me.

TEIEE A Varadabhayahaste namaste

Salutations to you, whose hands bestow boons and protect from fear (13-P).

ATROAAT A Vedaranyesvaraya namaste

| pay my obeisance to the lord of Vedaranya (20-P).

THE) eTd HHIY A0 T Namaste paradevate kamaksi namaste namaste

Salutations again and again to Sri Kamaksi the supreme(48-P).

e ed T &fda T el e

Srimatre namaste cinmdtre sevita rama harisa vidhdatre

| salute the auspicious mother, consciousness embodied who is worshiped by Brahma, Siva

and Visnu (106-C).

1y E’FI%I FIfﬁ qH: Vira hanumate namo namo

Salutations again and again to the mighty Hanuman (159-P).
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g AHARHEHTE PRI e THed

Piijita somaskandamiirttayeTyagarajaya namaste namaste

My salutations to Tyagaraja, who is in the form of Somaskanda (321-C).

My salutations again and again to lord Tyagardaja (321-P).

‘ﬁ?l'lﬂﬁﬂff foemRivt A Srinathasodarini tiraskarinim namami

| worship Goddess Tiraskarini (377-P).

S oo
TR ARER NG Namo namaste girvani

| prostrate before Goddess Girvant (Sarasvati) (380-P).

o o . Y z _ . e _, . .
oft ﬂﬁ“ﬂ‘ﬂﬁ?ﬂ TN S Daksinamiirtimisari pranaumi

| bow down before the lord Sri Daksinamiirti (4-P).

5.1.2.5.2 Vandana

Vandana means bowing or extolling a1 mﬁﬁﬁﬂ%@ﬁ= Il In the compositions of Diksitar, it

can be taken as the fusion of both bowing and extolling.

oft qad qERRRY < Sri parvati paramesvarau vande

| supplicate before Goddess Parvari and Siva (45-P).

QTTI@H\W Hal ﬂ%SEFL Varahim vaisnavim sada vande ham

| salute always Varahi, the sister of Visnu (95-P).

ﬁﬂw aﬁ{sa' Kundamukularadanavvoande han

| pay my respect to the Goddess whose face resembles Kunda flower (105-P).
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SiRTfeawcll 2iwegadl qsg Srikantimatinm Sankarayuvatim vandeham

| prostrate before Goddess Kantimati lady of Lord Siva (419-P).

NREIS a@tﬁa Elé Varasivabalam vallilolarir vande

I salute lord Subrahmanya (309-P).

yrorafd aee Svetaganapatin vande

| offer my salutations to lord Svetaganapati (360-P).

ﬁ?{lﬂaﬂﬁ’ffsi qésé ﬁsé Cidanandanathohari vandehavir vandeham

I, being the master (enjoyer) of consciousness and bliss, salute again and again Goddess

Lalita (472-P).

Har %\I@‘Pﬁ 3%3 Sitaramani kaustubhabhiisam vandeham

| prostrate before Lord Rama who wears the Kaustubha gem (288-C).

Vamankasthitaya vallabhayaslastari varanavadanam devam vandeham

| prostrate before the Elephant-faced lord Ganesa hugged by Vallabha who gets seated on his

left lap(211-P).

TGRS awg ot Sankhacakragadapanimahan vande $ri

| offer my obeisance to lord Visnzu who holds conch, disc and mace(347-P)

(Govindarao, 1997).
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5.1.2.6 Dasya
5.1.2.6.1 Servitude
Dasya is service to the Divine. Hanuman is one of the best examples of Dasya. Diksitar

expresses servitude to the Divine in many songs.

Sy TR qRIE Nilotpalambika yastava dasohari

Oh Sr7 Nilotpalamba ! | am your servant (42-P).

RLEIM | E{R:‘ﬂE Parasuramasya dasohari
| am the servant of Parasurama (469-6" stanza).
St R qresg $ri guruguhasya daso’hari
I am humble servant of Guruguha (76-P).

msé Madhurambayastavadaso hari

Oh Goddess Madhuramba ! | am your humble servant (319-P).

PR TGN IR0 SEafal

Srigara saqtyayudhadharsaravansyadaso hamanisari
| am always the humble servant of lord Saravana (398-P).

{HASH Q’I@E Ramacandrasya dasoham

| am the humble servant of Ramacandra (421-P).

Siferpm: PR 9T gRsE Ambikayah abhayambikayah tavadasoham

Oh Goddess Abhayambika, | surrender to you (335-P).

e ﬂ'ﬁﬂ@ﬂgﬁl Dhirudaina guruguhadasudani
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I am the servant of the heroic Guruguha (399-C).

5.1.2.6.2 Vatsalya

Among the five kinds of Bhavas (affectionate emotions) which are Dasya (servant’s love),
Vatsalya (parent-kid love), Santa (love to consciousness), Sakhya (friend’s love) and
Madhurya (Love’s love), Diksitar expresses only the first three. Diksitar is deeply
affectionate to Mother Goddess making himself a child. This is expressed in many of his

songs. E.g.

JEH HEH1 STRTIUE €69 SR

Brhadamba madamba brahmanda svarupa jagadamba
Glory to Brhadamba who is the mother of the whole world and my mother (8-P).

iR ImEl e FAM Srikamalambikayari bhaktini karomi

| offer my devotion to my mother Sr7 Kamalambika (186-P).
Even though Vatsalya is not found in Navavidha Bhakti, here it is included because Vatsalya
of seeing the Divine as Mother is also kind of Dasya where as a child devotee submits
himself to the Divine as a servant submits himself to the Master.

5.1.2.6.3 Devotion to Guru

Devotion to Guru is also a vital part of Bhakti. The Guru can make the disciple realize the
greatness of Brahman and one’s true self in the world of senses. Under his guidance, one
cultivates pure and unalloyed devotion to God. The guru removes A4j7iiana that puts a distance
between the disciple and God. Diksitar’s respect for his guru was revealed as he used ‘Guha’

his Raga mudra in his compositions.

ST Y ST ST 2GR, Anadyavidya tamo bhaskaram dcarya Sekharam
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He eradicates deep-rooted ignorance just as the sun dispels darkness. He is the best guru

(4-C).

EAAFITRUSIER SSEEH AR

Ajiianadhvantapracandabhaskaro jianapradayakomahesvarah

Guru is the mighty sun destroying the darkness of ignorance and is the bestower of spiritual

knowledge (43-AP).

RrsaeEaRid ggg%f SE Sisyajandvanakirte sumuhurte jaya

Guru is renowned for parting knowledge to his disciples at an auspicious time (35-P).
5.1.2.7 Atmanivedana
Atmanivedana is to surrender completely without any trace of arrogance or ego. Here the
devotee loses himself and has no personal and independent existence. God takes care of him
and god treats him as himself. He gains the true knowledge of himself when he is filled with
the devotion of God where the devotee and the lord become one. It is only in this devotion
the feeling of oneness with the lord is achieved. This Bhakti is dealt with throughout

Diksitar’s literature.

FHS S A FeUSlad  Kamalambike asrita kalpalatike

Kamalambika! You are the Kalpaka tree to those who seek refuge in you (14-P).
H\NWT@IWR_{ Somatmakamasritakalpabhiiruhari

He is the Kalpaka tree to his dependants (304-2™ line).

i%a‘ammw&sm Cidambaranatarajamasrayeham

| find refuge in Cidambara Nazaraja (337-P).
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g ‘Eﬁm’}ls'&; Venkatesayadava bhiipatimasre ham

| take refuge in lord Verikatesa (66-P).

WWW AP Somaskandarir svanandakandari asrayami

| take refuge in the blissful lord Somaskanda(305-2™ line).

T RS FfenR Sadasraye Abhayambike sannidhehi

| joyously seek refuge in you O Abhayambika (411-P).

JEHREIM §ad  Buddhamasrayami satatan

| always seek shelter in Buddha (248-P).

eﬁungﬁmﬁUﬁmwﬁ Vinapustaka dharinimasraye

| seek the blessings of Goddess Sarasvati (97-P)

Y e 4T Sadanane sakalam arpayami

| offer everything at the feet of the Sadanana (232-P).
5.1.2.8 Great Faith
In Atmanivedana or Saranagati Mahavisvasa or great faith is extremely important which are

expressed throughout Diksitar’s compositions.

SR e S CRER| Wrarsg Nilotpalambikaya sukhapradaya raksitohari

I am protected by Nilotpalambika (157-P).

L S K ST I Ramacandrena saviiraksitoham

| am protected by lord Ramacandra (130-P).
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GG v AT g WREgwE

Venkatacalapateninnu nammitivegame nanu raksiyumayya

O lord Verikatacalapate! | believe in you, please protect me without delay (158-P).

ot TRIRRAT SAWEaE §Q1 Sri Parthasarathina palitosmyaharir sada

I am protected by lord the charioteer of Arjuna (189-P).

oft FHSIaRN FRIASE Sri Kamalambikaya kataksitohari

SrT Kamalambika has cast her gracious glance on me now (293-P).

TR NIRRT JTaeRTie RO Wit AT NG OTeRT |

QTR R STRIFeadl TR ricsat AT I

Vakara sttakirana pavakadi vikasakaraya bhikara
tapatrayadibhedanadhurinatarayal
Pakaripupramukhadiprarthitasukalebaraya prakatyaparaparaya
palitodayakarayal |

I am protected by her who makes the sun, the moon and the fire manifest themselves, who is
skillful in removing the tree terrible sufferings, who possesses the beautiful form assumed to
grant the prayers of Indra and the other Gods, who manifests both as the supreme and as

empirical objects and who is compassionate (106-AP).
AW FENRPRIIS Mamava kalyanagunasalini

Oh, mother! Repository of all auspicious virtues! Please protect me (65-P).
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WS GEIRRM §@  Mamavapattabhirama jaya

Oh Paytabhirama! Please protect me (167-P).

F‘FQEI%[ at QiR feTaE 3R Jambiipate mam pahi nijanandamytabodham dehi

Oh Jambhipati! Protect me blessing me with the awakening in the elixir of blissful self

(454-P).

AFBGIA] Il TGATAISEH,

Mangaladevataya tvaya bahumanitoham

I have been honored by you Marnigaladevata (23-P).

5.1.2.9 Compassion

Compassion is an important aspect of Bhakti. This is also dealt with in Diksitar’s

compositions.

TG RATEIGER AR ATIGHATER

Mahalaksmikarundlahari mamava madhavamanohari

Oh Mahalaksmi! Wave of compassion!Kindly protect me (162-P).

HEUTTRSTI YTl RIHTET Karunakataksi pahi kamaksi

Oh Goddess Sarikari, who glances with compassion, protect me (351-AP).

FEUETS Karunarasalaye

You are the repository of mercy (181-C).

ROUNHAENN Karunamytasagara

He is the nectar like ocean of mercy (443-C).
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A qwh& AM Tarakesvara dayanidhe mam

Oh Tarakesvara! Ocean of mercy (306-P).
dANEAR] FEUTN Tarayasu karunanidhe
Oh, Tarakesvara! Take me across this life quickly (306-P).
The greatness of Bhakti literature is that it not only deals with God’s compassion to the
composer alone but also describes God’s compassion to all, especially to the poor, fallen in
misery. This can further make the devotees reflect the same quality. This is the greatness of

Bhakti Yoga. Diksitar extolled many gods as being compassionate to Dinas (poor) and

describes how gods serve the poor, guard and uplift them.
EISTTaIR TgAR Dinajanadharariir Raghuvirari
Raghuvira is the support for the afflicted (245-AP).

G| FEUMY  Dina karunanidhe

You are compassionate to the afflicted (156-C).

?ﬁ‘afgesrci Eﬂﬂﬁlﬂﬁ@iﬂ'{ Dirghayuspradarir dinajanasukhapradam

Bestows Happiness to afflicted people (89-AP).

it SRR Dinajanarti prabhafijanaritigaurave

She is adept at removing the distress of the afflicted (103-AP).

aﬁ A due aﬂﬁlr_vl'lﬂef Dehime sampadarir dinacintamane

You are like the precious gem Cintamani for the afflicted (284-2" line).

Eﬂﬂﬁlﬂﬂw Dinajanasamraksanacanari
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He is adept at protecting the afflicted ones (336-AP).

QRSHUNSH  Pamarajanapalini

Devi protects the simple folks (3-C).

SRR MaEAER Dinajanamandara govarddhanoddhara

Krishna is like a celestial wish-yielding-tree-Mandara to afflicted people (338-AP).

3R @FW& Wmﬂw Daridra duhkhadi miirdhanyasivanigrahaya

You destroy the afflictions like poverty and sorrow (23-C).

RGP Daridryaduhkhabhaiijanakara
Who destroys the poverty and afflictions(411-C).
&I W[ Dinartti bhaiijana
He is skilled in removing the sufferings of those who are in misery (132-AP).

aﬂag@@w% giea Vanajamukhambujapadasumate dinavana

O Lord of lotus face and feet! Saviour of the Helpless! (220-P).

ﬁﬁcﬁfﬁﬂﬁﬂaﬂ Vikalparogavaidyanipunena

He is an expert in curing complicated ailments (358-C).

W‘INE Tt TR Kustarogapaha gartatirtha Sambho

Cures the people afflicted with Leprosy (235-C).



5.2 Sastra and Sanskrta

5.2.1 Sastra

In addition to his devotion to Guru and compassion for the poor, his sincerity to Sastras or
scriptures gets revealed in his compositions. He sees God with the eye of the scriptures. A

few examples are given below.

ANTREUSRE QUUISuTed Tt Nagarakhandakhya puranapratipadita rajah
Ndagarakhanda is the section of Skanda Purana in which he is expounded (210-AP).
ANREUEREAYY S9N Nagarakhandakhyapurana pratipadyamanadyari

Glory of Siva of Tiruvarir is expounded in Purana called Nagarakhanda (346-C).

AT AVHFAER  Pasicaksarasvariipam agamantasarari

He is the form of Paiicaksara- the five syllables; the essence of Vedanta (276-3" line).

R FRR FgAgaaR Virdjamana sariram vedavedantasarari

He has lustrous body and is essence of Veda and Upanisads (427-C).

TRIESRYA  Vatavrksamiilasthite

‘Vara’ is used for the Banyan tree. The word Nyagrodha is found in Visnu Sahasranama
which also means Banyan tree. Diksitar descirbes Daksinamirtti as‘Golden Banyan tree’

(266-AP).
ARSI Hoba JIRTRUTT Miilakiitatraya kalebara Sobharunam (102-AP).
%ﬂm ﬂ@ﬂ'@'&ﬁ“ﬁ Srivagbhavakiitajata caturvedasvaripinii
She is the embodiment of four Vedas (431-C).
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ﬁgrgaﬂ SR Tripurasundari umamahesvari (101-P,C).

e N Thrsae Teiaaae Candika gauri rakacandravadanad rajtvanayana

(186-P,AP).

Er | Hgl?ﬁ et ZEiol Kalyani myrdani bhavant sarvani(430-AP,C)
et SRRt Avidyavidyasvariipini asktavarna (349-C).

HEFAAATI EETRIEIdEdT ST T

Kadambavanavasini sadasivapativrata samarasya parayana (418-AP,C).

RIS FEUTRETE HISHATARE TR

Visalaksi kariinarasalahari kalikalmasanasini pasamocani(402-AP,C).

The names Muilakitatraya, Kalebara, Kaulini are found in Lalita Sahasranama. Kalyani,
Sarvani, Bhaktimat, Kalpalatika, Matrka, Varna, Rupini,
Tripurasundari,Umamahesvari,Candika, Gauri, Rakdacandravadand, Rajivanayand,Kalyani,
Mrdani, Bhavani, Sarvdm', Avidya, Vidya, Svaripini, Askta, Varna, Kadambavanavasini,
Saddasivapativrata, Samarasya Parayana,Visalaksi, Karunarasalahari, Kalikalmasanasini
and Pasamocani are found in Lalita Sahasranama.These show the influence of scriptures in
his works.

5.2.2 Sanskrta

The attempts of the great souls to raise the lower classes of India were successful during their
lifetime, yet failed almost within a century of their passing away. Why? Though they were
ambitious to lift the lower classes, they did not apply their energies to the spreading of the

Sasnskrta language among the masses. Knowledge came, but the prestige was not there,
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culture was not there. It is the culture that withstands shocks, not a simple mass of

knowledge. This is the view of Swami Vivekananda.

In Swami Vivekananda’s words, the only safety, I tell you men who belong to the lower
castes, the only way to raise your condition is to study Sazskrta, and this fighting and writing
and frothing against the higher castes are in vain, it does no good, and it creates fight and
quarrel, and this race, unfortunately already divided, is going to be divided more and more.
The only way to bring about the leveling of caste is to appropriate the culture, the education

which is the strength of the higher castes. That done, you have what you want
(Vivekananda, 2018).

If Swami Vivekananda’s words are true, Diksitar’s compositions were a good start for
reverting to Sanskrta and for bringing culture to the mass. Muttusvami Diksitar has mainly
used Sanskrta, as the medium of his compositions. Diksitar’s literature became a unique
contribution in the field of Sanskrta especially at the time when the language had already
started to decline. The reasons for his choice of Saniskrta according to leading musicologists

are:

1. In his Krtis it is not an emotion but aesthetic excellence of the Raga Sancaras that plays a
dominant role. In his Krtis, Sahitya has a value not so much for its sense as for its tonal
quality. For the richness of sound, Sasiskrta is unmatched and that is why Diksitar has

preferred it.

2. Reflection of the sayings in Vedas, Upanisads, Ramayana, Bhagavata, Mooka Paricasati,
Soundaryalahari, Lalitasahasranama, Visnusahasranama, Syamaladandakam, Namavalis
and Stotras of Vinayaka, Subrahmanya, Natardja and other deities and Grahas is significantly
higher in Diksitar’s compositions. Thus his compositions are like ‘Dhydna Slokas’ hence he

must have resorted to Sazskrta.

80



3. Striking names used by Diksitar - Rauhineya for Balarama, Su-Shara-Capa- Panim for

Rama, Nagapati-suta- sudara for Vispu, Himdadri Jamata for Siva.

4. Diksitar must have personally loved Sanskrta deeply. He must have considered Sariskrta as

sacred as he perceived the Vagdevi as Girvani (Sarnskrta) (Sreeranjini, 2010).

As Swami Vivekananda says, Saniskrta is the language of dignity; Diksitar’s songs are highly
dignified. They do not have ascends and descends in emotions as found in the compositions
of others like Tyagaraja. Neither the compositions of Diksitar have rude nor crude or
uncourteous words. Diksitar’s compositions do not have love-quarrel with God. Neither do
they have complaints against God. Compositions do not express anywhere lust or rage. Their
content is Ddasya and Santa Bhavas.Their Rasa is predominantly Santa Rasa. The
compositions are formal. Sasskrta is the best way of communication to such a state of
Diksitar. Though he composed in Saziskrta, his reverence to Tamil also gets revealed when he
retains the Tamil morphs like “Sivakami’ (426-P) or ‘Abhiramr’(251-P) of Sanskrta words
‘Sivakama’or ‘Abhirama’and when he talks on the stories like that of the marriage of
‘Vatsala’ which are generally narrated only in Tamil literature. Generally, Saziskrta scholars
of Diksitar’s cadre never compromise regarding grammar rules. If he compromises, this

shows the depth of his respect for Tamil.
5.2.2.1 Figures of speech in Diksitar’s literature

Diksitar submits all figures of speech found in his compositions to the Divine so that they

become the vital parts of Bhakti Yoga. A few examples are given below.

T ERREN] AR Sasi kunda dhavala bhasvari

Bharatt is as white as the moon and delicate as jasmine flower (152, AP).

This is an example for Upama (simile). Like these thousands of Upama’s are there.
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a9 T Yol dcd GHSIFIR. gaul | Jaiie 4 feafa R

T g 7 FramoarR. REeR #N @ BE @& R

Tava carana pankajodbhava tatva samastyagare suvarna mani mayadi pafica
vimsati prakare
sudha sindhu madhye cintamanyagaresivakare maiice para siva paryanka viharel |

You are of the form of all the Tattvas which emanate from your lotus feet. You have twenty-
five Prakaras such as Suvarpa and Mazni Maya. You are the form of Cintamani at the center
of the ocean of Ambrosia. You revel on the couch of the form of Siva (54-C)

(Govindarao, 1997).

Ry, T de R g

Himadri tanayanana pankaja hiranyagarbhaya sumanase.

Ganesa is the sun for the lotus face of Parvati (339-C).

This is an example of Ripaka (metaphor).
TR A 2t Sgsd 98 O,

Sabhesa modita natandayar sayujya prada caranayam
Parvati is rich in dance that gladdens Sabhesa and has the feet which bless with liberation

(183-C)(Govindarao, 1997).

The words Sabhesa, Narana, and Carapa are linked. Diksitar could have used the word
Mahesa in the place of Sabhesa. But there is a significance in using the word Sabhesa which

means the Lord of dance-court. The syntax of Sabhesa indicates that Siva himself is an

82



excellent dancer. Being an excellent dancer, he enjoys the dance of Parvati. Therefore the
word Sabhesa is adopted. Carana or feet is linked to Narana or dance which shows that her

dancing feet offer liberation. This is an example of Parikararkura.

e R d sﬁaq{%‘{@'{ Sabhipraye visesye tu bhavet parikarankurah

Parikararnkura is a figure of speech in which a diction is adopted with an intention of

connecting it to another diction (63) (Sarma, 1903).
2 W o aiig 1 R o R o i i sy gt e g o) o)
He maye mam badhitum ka hi tvam ka hi tvan yahi yahi

kamaksi kaficipura nayike raksitum ehi ehi

O Maye! Who are you to affect me? How can you affect me? Getaway. O Kamaksi! The

Goddess of Kaiicipura! come to guard me (273-1% line).

This is an example for kavyalinga

AR RN THeie

Samarthaniyasyarthasya kavyalingam samarthanam (121)(Sarma, 1903).

Kavyalinga is to substantiate the substantial cause. Here the substantial cause is Kamaksi. In

the presence of Kamaksi, Maya has to run away.

IR ETEY AR TATT &S I T8 SFFAR

T RTe0T 51 X G 0T faifer forosequr e oseun g forreAur Qe WeAuT 6 here Jeon

Aksara svariipa amita pratapa ariidha vrsa vaha jaganmoha

daksa Siksana daksa tara sura laksana vidhi vilaksana laksya laksana
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bahu vicaksana sudha bhaksana guru kataksa viksana(262-AP).

This is an example for Prasa which refers to similar sounds being employed in the second

syllables of each word. The letter is repeated in the above verse several times.
Angaja janaka deva brndavana sarangendra varada ramantaranga
Syamalanga vihanga turanga sadayapanga satsanga(145-AP).
This is also an example for Prasa.
HhIH HH FLOT T EEFL Kala kama harana carana netram
Siva has the feet and eyes that conquer time and lust (94-C).
The purport is that feet conquer time and eyes conquer lust. This is Yathasankhya.
TTEE RO FHRHIOT GH:
Yathasankhyam kramenaiva kramikanar samanvayah

Yathasankhyam is the sequential matching of parallel dictions of two rows of words (106).

AART R AT 3%[ Naga varali veni yute
O, Goddess! You have the braid that resembles a group of best black snakes intertwined
(29-C).
This is Mudra.

H‘?‘TPfFEFi g1 W"f‘ﬁ= q‘%: Siicyarthasiicanam mudra prak tarthaparaih padaih

Indicating the indicative meaning with contextual words is Mudra (131).



Here Naga varali is contextual because this song is sung in the Raga of Naga varali. But
through this word Diksitar indicates a group of best snakes. Ali means group. Vara means

best and Naga means snake.

IR AR AT §59d Abhasatve virodhasya virodhabhasa isyate

Virodhabhasa is that which seems to be wrong but right (73).

R 7t g Rieaiy srageifen,

Cidambara nataraja mirtim cintayami atanukirtim

I contemplate the form of Nazaraja of Cidambara whose formlessness is glorious (11-P).

Here form and formlessness are juxtaposed together. Oxymoron also is Virodhabhasa.

VAR s S SR SR G aTE T TR 3 AREHAT IR T SO,
R agsl T R aead Rraises,

Bhavambunidhau nimagna jananari bhayankaram atikriira phaladari
bhavanisa kataksa patra bhiita bhaktimatam atisaya subha phaladam

divakara tanujarm Sanaiscaram dhirataravir santatam cintaye’ham

Sanaiscara is terrible and auspicious. He is terrible to them who fall in materialistic pleasures

and auspicious to the devotees of Siva (260-AP).

JRITCH T TR G TR STgHE T afy W ST 37gH SRIaTcHaRagai,

Prthivyatmaka gandharmi gaganatmaka suma gandham vayumaya dhiipagandham

vahni maya dipa brndam amrtatmakarasabrndam
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Skandha is fragrant like earth, vast like the sky, fragrant like incense filled with wind, shines
like fire and has the taste of ambrosia (109-C).

This is Ratnavall.

i SRl I TS fg: Kramika prak tarthandam nyasar ratnavalin viduh

Ratnavalr is laying the well known sequential terms sequentially (140).

Here sequential terms are five elements of nature that are attributed to Lord Skandha.

g fafvra i R e ot o

Cikura vijita nila ghanayai cidananda pitrna ghanayai

Her hair triumphs over the dark cloud and she is dense in bliss and consciousness (234-C).
This is Vyatireka.

ON_N

IRl ﬁflﬁ%ﬁﬁ@ﬁﬂﬁﬁ Vyatireko visesascet upamanopameyayoh

Vyatireka is to show how the object is unique from its compared object (57).
Here the compared object is a dark cloud. The object, hair excels the compared object, dark
cloud. The distinction is that the dark cloud is only dense in the matter while the Goddess

extolled here is dense in bliss and consciousness.
FITE Fbq, HIHIGH, FIS b 3G, RERTIGH,

Kamitartha phalada kamadhenum kala cakra bheda citrabhanum

He is Kamadhenu in showering the things wished. He is the Sun breaking the wheel of time
(260-C).

This is Ullekha which is to see the one in many ways.

TR TEISAEE e
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Ekena bahudhollekhepyasau visayabhedatah (23)

These are very few examples of figures of speech found in Diksitar’s literature to decorate
Bhakti.

5.2.2.2 Rasas in Diksitar’s compositions

Alarnkara (figure of speech) is the external part of Sanskrta literary criticism while Rasa
(aesthetic sense) and Dhvani (tone) are the esoteric parts. Diksitar’s literature is filled with

Rasa and Dhvani too. E.qg. In the below song Diksitar brings multiple Rasas.

o e At aRE S i

I TF ST AN 8 Rresd

R R STRaeH RIS JaUeIgRaiNG TR

TRERElRE Faafagd IPPTE TaTeRsTreE TR axaias

Vinayaka vighnanasaka mam dayanidhe
anatha raksaka ariidha miisika daksa siksaka
sivaguruguhavidhipiijita asritajana paripalaka
devardjapuratositavegavahinivardhita ravisasivahninetra rapatisannuta

subhagatra pavanatmajanandakara ramamitra varapavitra (96)

O, Lord Vinayaka! Ocean of mercy! Destroyer of obstacles! Ferry me across the ocean of
Samsara. O Protector of helpless! Whose mount is the mouse and who punished Daksa.
Worshiped by Siva, Guruguha, and Brahma. He protects those who seek refuge in him. He

takes nurtured delight in the holy Devarajapura with the river Vegavahini. He has the sun,

87



the moon and the fire as his eyes, praised by cupid, the spouse of Rati, he possesses an
auspicious appearance and brings delight to Hanuman, the son of Wind God, who is the
noble companion of Rama, the purest.

In this song,

Vinayaka vighnanasaka (O, Lord Vinayaka!Destroyer of obstacles!)-Virya Rasa (heroism)
Mam dayanidheanatha raksaka (Ocean of mercy! O Protector of helpless! Ferry me
across the ocean of samsara) — Karunya Rasa (compassion)

Ariidha miisika (Have ascended on the mouse) — Hasya Rasa (fun)

Daksa siksaka (you punished Daksa) — Raudra Rasa (violence) (This passage is taken to be
Raudra Rasa because the story of Daksa ’s destruction is violent in Puranas)
Ravisasivahninetra (He has the sun, the moon and the fire as his eyes) — Adbhuta Rasa
(Wonder)

Rapatisannuta (praised by cupid, the spouse of Rati) — Syngara Rasa (romantic passion)
Subhagitra pavanatmajanandakara ramamitra varapavitra(he possesses an

auspicious appearance and brings delight to Hanuman, the son of Wind God, he is the noble
companion of Rama, the purest.) — Santa Rasa (peace)

Diksitar extols the Divine Mother as filled with all nine Rasas.

RN, Y, Jegra SSioia 39 o B aft

Sriigaradi navarasangi brhadamba lingita pungava dhavalanga sriyarir dehi

O white-colored Shiva! The man is hugged by Devi whose limbs are filled with nine rasas!

Shower on me prosperity (388-P).
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5.2.2.3 Dhvanis in Diksitar’s compositions

Dhvani means tone or the indicative meaning. This is abundant in Diksitar’s literature.

TR T A TRARY FEUTE

Tarakesvara dayanidhe mam tarayasu karunanidhe(306-P)

O Tarakesvara! O ocean of compassion! Take me across Samsara.

Tarakesvara is another name of Siva. Here it is used to indicate that he can make the beings
transcend through Tarakamantra. 1t is well known in Puranas that Siva uplifts the beings

through Tarakamantra in Varanasi.

In a composition on Daksinamirti, Diksitar details on self knowledge.

“~ o - 0 2 0

AT faigfosd TATd MIgHYcl Aa AR

IETAGAV] TS RYA T A GRS TR g
foifee g &0 MguaEs AiiseTamy Ferres

= b = =

FERFTAINEET TGS PR TS

Daksinamiirte vidalita dasarte cidanandapiirte sada maunkirte
aksayasuvarna vatavrksamiilasthite raksa mam sanakadi rajayogistute

nikhila samsaya harana nipunatarayukte nirvikalpasamadhi nidraprasakte

akhandaikarasapiirnariidhasakte aparoksa nityabodhanandamukte (266)

O Daksinamurte You eliminate the misery of your servants. You are filled with the bliss of

consciousness. You are ever in silence. You are under the unexhaustive shining banyan tree.
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Guard me. You are extolled by Raja yogins like Sanaka. You remove all doubts. You
experience attributeless Samadhi. You are the faculty enjoying the infinite conscious bliss.

You are thee liberation with eternal awareness.

Varavrksamiilasthite means the one who is under the banyan tree. This is the literal meaning.
But the suggestive meaning is different. When the whole song is about non-dualistic self-
knowledge, this word also can be interpreted as deliberate self-knowledge. Candogya
Upanisad explains Brahman, the subtlest cause of the world, through the example of the
subtlest seed from which the whole banyan tree has come. Based on this the above passage of

Diksitar can be explained as Daksinamiirte is the in seed form banyan tree of Samsara.

Another song starts with NG G Elf_‘%’ gunkhacakmgudﬁpdnimahan’z vande(347)

(I bow down to the one who holds conch, disc and mace.) and ends with L6 G2

ﬁmﬂaﬁuﬁa& Sajatiyadirahitam nijanandabodhahitam(The one who cannot be

classified and who is blissful awareness). These two expressions indicate Visnu'’s Sagunattva
(being with attributes) and Nirgurattva (attributeless nature). The former indicates his

Sagunattva and the latter indicates his Nirgunattva.

In another context (145-C) Rama is described as WIisa=a« Enarnkaravinayana(he who has

moon and sun as his eyes) indicating Rama’s coolness and effulgence.
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5.3 DIKSITAR’S YOGA BASED BHAKTI
5.3.1 What is not in Diksitar’s Compositions

Generally, any devotional literature involves Ratilaksanas (several expressions of devotion
like voice-chocking, tear, goose-pimples). But surprisingly Diksitar’s compositions do not
talk about it. Among five Mahabhavas, Diksitar’s compositions lack Sakhya (friendly love to
God) and Madhurya (Love’s love). It has only Dasya (servant’s love to God) predominantly
and Vatsalya (child’s affection to mother) sometimes. Even in Vatsalya, seeing God as one's
child is lacking in Diksitar’s compositions. Despite the unavailability of all these things,

Diksitar’s compositions are marvelous. How??

Diksitar’s Bhakti lacks the creativity or variety found in the above passage. This must be
because he does not have the concept of Ista Devata. Almost every devotee in the Hindu
religion has the concept of Isra whom he considers as favorite and sometimes supreme. A
devotee’s predominant songs will be about that diety, e.g. Most of the songs of Tyagardja or
Tulsidas is about Rama. Many of the songs of Narayana Tirtha or Surdas are about Krsna.
Syama Sastri sings mainly about Kamaksi. Regarding Diksitar, we do not find such a concept
of Isra. His songs are symmetric regarding the deities he sings.

5.3.2 Diksitar’s Kathenotheism

Kathenotheism refers to the worship of a succession of supreme gods, one at a time or even
collectively. Diksitar is a Kathenotheist who talks about the supremacy of every God when

he worships that God. A few samples are given below.

st sormeR ot AR S Ganesatparam citta nahire

Oh mind! There is no one superior to lord Ganesa (44-P).

TOREE A A Guruguhadanyari na janehari

91



I do not know of any other God than Guruguha (213-P).

Taesgd A SRE Ramacandradanyam na janehar

I do not know of anyone other than Ramacandra (26-P).

TAPRIIG A ST RIS Ao

Tyagarajadanyam na jane guruguhadi samasta devatasvariipinah
| do not know anyone other than the all renouncing Sasikara (149-P).

S IcaeTRaHET AR L3 fe Nilotpalambikayahparam nahi re re citta

There is no one superior to the Divine Mother Utpala (51-P)(Pallavi)
In this Kathenotheistic way of extolling Utpalamba, he extolls various goddesses like
Abhayamba (201-P), Balamba (160-P), Minamba (331-P) and Kamalamba (119-P). This
must be the reason for the unavailability of various Bhavas and Ratilaksandas in Diksitar’s
compositions. Only to them who have the concept of Iza, the love becomes intense as the
result of which varieties like Mahabhavas and Ratilaksanas will be created. For Diksitar,
love to God is not an end; but a mean.

5.3.3 Diksitar’s Santa-Bhiva

Then comes a question? What is the end to him? The end is the internal peace that is
extracted from the love Divine. Extraction is not extraction in a literal sense. It is just a
transactional expression of the removal of psychic modes. When the psychic modes are
removed with the tool called Bhakti, that which remains is the pure self. This pure self and
internal peace are one. It gradually reveals itself in the path of spirituality. The more one

removes the psychic modes, the more the pure self gets recognized.
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Even those who have Bhakti as their end also can experience this. But to those whose end is
the purity of self, voluntarily plunge into the ocean of internal peace having the mean as
Bhakti. This is called Santa-Bhava. Here though we cannot see the varieties of Bhavas or
Ratilaksanas, which the one who has Isza, enjoys, one evolves spiritually soon. Those who
lack this element may get struck into pettiness. They may develop a negative attitude to the
other's way of worship. This had led to hatred featured with various crusade wars, holocaust

and genocide. The medieval age history of the world is filled with such kinds of events.

But spiritual evolution through Santa-Bhava is an expansion and elation of the mind with
serene and humble thoughts. Diksitar’s Bhava is this and this is Yoga-based Bhakti, as Yoga
is to stop the psychic modes. Here one does not hate any form of worship. He never
condemns any form of God. To him, any form of worship of any form of God is to attain

peace. By worship, he voluntarily plunges into peace.

That is why Diksitar can appreciate any kind of worship. His Santa-Bhava is so deep, that he
does not have an Ista for himself. His heart can embrace any form or name which can make
him dwell in peace. When he says, | know none other than Ganesa, | know none other than
Abhayambika, 1 know none other than Rama, etc, we cannot take them in a literal sense.
When he says, there is nothing greater than Siva, there is nothing greater than Visnu, there is

nothing greater than Skandha, these statements cannot be taken in a literal sense.

A worshiper of Isra may ridicule Diksitar telling, he is not firm in one path and he just gets
confused. But we should see the suggestive or indicative meaning of what Diksitar says. To
him, all these Gods and Goddesses are just that Supreme Brahman and that Supreme
Brahman too is one’s own Atman (Pure Self beyond adjuncts). If he tells that there is nothing
greater than Ganesa, it means that there is nothing greater than Brahman. If he says that he
knows nothing other than Rama, it means he sees infinite Brahman everywhere. This is the

spirit of the compositions of Diksitar.
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Diksitar was never against any spiritual path neither was he had hatred towards any other
paths than devotion in spirituality. Some devotees may ridicule Tantra. Some others may
discourage Jyotisa. But Diksitar encompasses all these things. This is also due to his Santa-
Bhava. Diksitar does not have hatred for life. Generally in the songs of many devotees, life
hatred will be expressed. But Diksitar never talks of the ill of life. This also must be due to
his Santa-Bhava. Diksitar’s compositions are absent of the prejudices related to women,
classes and castes. This also must be due to his Santa-Bhava.

As his devotion was possessed by Jfiana or knowledge his compositions took the impersonal
art form with Santa Rasa and Sthayi Bhava (emotional stability). Diksitar maintained his
sublimated personality and elevated himself to an impersonal level by maintaining an
indifferent attitude to any situation influencing the expressions of Art. This psychological
behavior provides the exact explanation for his majestic character, striking richness, overall
completeness and perfectly chiselled musical compositions. Diksitar has all Sattva
components elucidated systematically in the paper by Judu V llavarasu (llavarasu, 2013).
Through his literature, it can be understood that calmness, awareness, attention, acceptance
and adaptability which are considered to be the effects of Yoga by Dr. H.R. Nagendra
(Nagendra, 2013) are the features of its author.

Santa-Bhava of Diksitar reflects in his music too. Nagarajan Karuna (Karuna, 2013)
elucidates how music works well on stress and helps to manage the systems of the body

creating equilibrium with the mind, body and spirit. Diksitar’s music is of this kind.
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5.3.4 Diksitar’s Yoga

5.3.4.1 Diksitar’s Bhakti Yoga

Diksitar has been conferred the title of Tiruvarir Yogesvara(Sharma, 1952). Devotion or

Surrender to the Divine is vital in Yoga too.

Yoga sutra says,

ATV T Isvarapranidhanad va

Yoga gets accomplished through the surrender to the Divine (1.23)(Prabhavananda, 1953).

AT ERTOTTT Samadhisiddhirisvarapranidhanat

From surrender to the Divine comes the perfection of Samadhi, the highest goal of yoga
(2.45).
Hatha Yoga Pradipika begins with an offering of reverence to Shiva as the source of yogic
knowledge which is the first step to the pinnacle of Raja Yoga. Yoga Yajiavalkya (9.12-44)
describes the importance of developing the practice of meditation on the deity to achieve

union with the Paramatman (Supreme Self) to achieve Moksa (liberation).

Diksitar composed songs only on Gods and Goddesses who remove his adjuncts and make
him be in pure self. Diksitar was known as Nadopasaka, a Spiritual aspirant who has made
music his way to get absolute control over his mind and the senses hence rises into the
superconscious realms of Samdadhi. Tranquility, supremacy and epitome of virtuousness,
what music is said to be integrated with the metaphysical phenomena to escape from the

gross form, towards Brahman are abundant in Diksitar’s compositions.

His compositions can be described as the products of a mood of contemplation and

meditation (Dhyana) and reflect the solemnity of the vast inner silence, behind the marvel of
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architectural design in sound. In the depth of his compositions, a sense of sublimation to the
diety and an experience of self-realization reflected through the mesmerizing Gamakas that
showed the Bhakti rasa aspect. His songs worshipped the ‘Absolute’ or ‘Para Brahman’ is

both saguna and nirguna forms.
5.3.4.2 Diksitar’s Raja Yoga

Raja Yoga is a step-by-step exploration of the psyche through meditation through which one
evolves in spirituality. Diksitar’s Bhakti is blended with Yoga. Here are the passages of

Diksitar which show that.

TR R Yamaniyamadhyastariyoga vihite

Guruguha is meditated through Aszarnga Yoga that includes Yama (ethics), Niyama(self
disciplines), Asana (Yoga postures), Prandyama (voluntary regulation of breath), Dharana
(focus with effort), Dhyana (effortless focus) and Samadhi (Being one with the object of
meditation).

Diksitar beautifully connects the Vedic rituals and temple ceremonies with Yoga

(9-C)(Charanam)
SEFART TR BT Astangayoga vara hathanavadijaya

Who has conquered passions like cruelty and ego by the power of Astarnga Yoga.

Diksitar connects the object of worship with Yoga (211-C).

TR AR & FAS AAS

Yamadyastanga yoganirata samyamidhyeya hrta kamale vimale

She is meditated in the lotus-like hearts of the disciplined yogin’s practicing the Astanga

Yoga like Yama, Niyama, etc (320-C).

96



TS EHARE ST Sanakhyatarakamanaskarajayoginya

She transcends the Sasikhya Yoga and is established in Rajayoga (335-AP)(Anupallavi).
(This is a significant reference. Generally, everywhere Yoga is taken to be the off-shoot of
Sankhya. Here Diksitar has a different view. Only by transcending Sarkhya one comes to
Yoga, he says. Sankhya deals with twenty-four principles of Nature while Yoga is to

transcend them.).

TR AR TR ot Yamaniyamadyastangayogavisayadinigrahakarana
She contemplates on Asthanga Yoga like Yama, Niyama (335-AP, C).
g Vijayacinmudrankar
Daksinamarti is with the victorious Cinmudra (207-C).

ARG FORE AR TSI T T 78 FEgE TGeed

Yogibrndantahkaranasya yogipithadikaranasya manana dhyana samadhi nistha
mahanubhdva hrdgrhasya

Guruguha resides in the hearts of yogins who practice Manana (contemplation), Dhyana
(meditation), Samadhi (becoming one as if with the object of meditation), Niszha (single-

pointedness of mind) (76-AP, C).

T S EA1d Sl

Manana dhyana dhyatr dhyeye mahaniya samrajyapradaye

She is the object of contemplation and meditation. She is the one who meditates and the one

who is meditated (325-C).

el: FROTHRFRNGING T RIS e P T RIS TGRS e AR
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Antah karaneksurmukasabdadi paiicatanmatravisikha
tyantaragapasadvesankusadharakare 'tirasya yoginipare
She is the secret Yoginz who holds in her four hands the sugarcane-bow symbolizing the

mind, five arrows symbolizing the five Tanmatras, essences, sound, etc of the five elements,

the noose, symbolizing attachment and the goad symbolizing the hatred (126-C).

T WY o TRl

Caratmaka sarvarogahara niramaya rajayoginyari karadhrta

She is the healing Raja Yoginz who removes all illness (186-C).
S| HEICOREIR) ﬁ?ﬁ% Yogini hrdayaprakasa cittavrtte

She is the mental vibration illuminating the heart of yogins (35-AP).

AIEARANSNE  Japasamadhyabhilasa

Hanuman is the aspirant of meditation and Yogic contemplation (369-C).

ANSAGS TFHS Odyanapitha sakalakale

She resides in the form of all Kalas in the Odyana Pitha (327-C).

S0 R wmey Animadi siddhisvaryai namaste

Diksitar extoles Devi as the suzerain of Anima and other Siddhis (311-P).
At Kast, Cidambaranatha Yogin gave Diksitar ‘Diksa’ (initiation) in ‘Sr7 Vidya sodasaksart
Mantra’ (a Tantric form of worship) helped him to attain mantra siddhi. Siddhis or ‘Powers’
are Paranormal abilities attained through extremely rigorous and accomplished spiritual

practices, meditation, control of senses, and Mantras. Siddhis include visions, precognition,
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mind reading, and controlling the mind of others, shrinking or enlarging of body sizes and
others (Muktibodhananda, 1998).

Diksitar’s power of Siddhis can be first seen as the blessings of Goddess Gasga in form of
unique Vina and when Lord Subrahmaznya came in form of an old man putting sugar candy in
his mouth.

The following passages show Diksitar’s power of Siddhis for the betterment of society:

In the famous krti ‘Akshyalingavibho’, Diksitar was told to leave the temple as it was time to
close the doors of the temple. Diksitar insisted to sing for the deity seated in the inner
sanctum. As he started to sing the doors of the inner temple opened and the Lord revealed

Himself to the devotees. These are the Siddhis revealed through his works.

Diksitar’s wife called on to one of his disciples as they were short of groceries for food. The
disciple reacted saying she will sell her ornaments and give them the money to buy. Diksitar
stopped her from doing so. He composed the famous song ‘Hiranmayi Lakshmin’ on
Goddess Laksmi in which conferred that Goddess would help him. Though Diksitar was
surrounded by poverty but always stuck to self-abnegation. It so happened that an elderly
official was supposed to visit the village for which groceries were collected to make special
food for him. The Goddess helped him by cancelling his arrival to the village and the village
head felt necessary to give all the groceries to Diksitar who was considered the most

deserved person of the village (Govindarao, 1997).

On his way to Ettayapuram, Diksitar came across a village facing severe drought with dry
parched lands and people dying of thirst. Diksitar composed and sang the song
‘Anandamrtakarsini’ in Raga Amrtavarsini which brought down so much rain as to wash
away the village till he sang to the Goddess Amyteswari to stop the rains. This is one of the

examples of his Siddhis.
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The creation of Navagraka krtis is another apt example of Diksitar Siddhis. One of Diksitar’s
disciples complained of severe stomach pain. He got the intuition that this was the foul play

of the planet Jupiter and being proficient in Jyotisa composed the krti to reduce its effect.

Diksitar got a vision of Annapirneswari and remembered Yoga-Guru telling him that
Goddess Annapiirneswari not only gives food but also liberation, Diksitar knew that he was
nearing his end. He told his disciples to sing the famous composition ‘Minaksi me mudam

dehi’ praying for her to grant salvation to her devotees and liberate his soul.

SCHEITRRIS @A Atmaripaprakdsaka avava

Siva shines in all beings as the inner self (107-P).

FEHEHATHES  Ahamahamityatmarupa

He pervades in them as the self in the form of Atmaripa (387-P).
ATETEY YRRl R Tatvasvariipa prakasam sivasaqtyadi
Sadasiva illumines the fundemental principles like Siva and Sakti (113-C).

AHERR® Atmaripaprakasaka

[lluminer of the pure self (200-P).

feleqaHT TR Nirvikalpasamadhi nidraprasakte

He is steeped in Nirvikalpa (mutation-free) Samadhi (266-C).
I TSt FoisE
kaivalyapradam dasarathatmajarm bhajehari

| sing on the lord Ramacandra who bestows Kaivalya (being without adjuncts) (287-7" line).
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S IIWERRYT Uchvasa ajapanatabharanari

Lord Visvanatha dances Uchvasa and Ajapa forms in an ornate style (36-C).

5.3.4.3 Diksitar’s Karma Yoga

Diksitar connects Yajfia with Yoga.
Yagasaladyutsavacodyam yamadyastangayogamadyar

God is impelled by the festivities found in chambers of Yajfia, being in the form of Aszanga
Yoga that includes Yama, Niyama, etc (143-AP).
Diksitar’s understanding of the esoteric meaning of Vedic rituals is expressed here. The Gita

too connects Yajfia with Karma Yoga.

AT W‘fﬂﬁ Tyagardje krtyakrtyamarpayami

| surrender to Sr7 Tyagardaja all my deeds (452-P).

5.3.4.4 Diksitar’s Jiiana Yoga

Diksitar’s Vedanta is not just to gain scholarship or intelligence or eloguence or to gather

some information, but to calm the mind merging into internal peace being in the pure self.

ST F FTRTSEe G FSTRISTR aETHETERId SRR HR%RUT SRRIAISEH,

Sravana manana nidhidhyasana samadhi nisthaparoksanubhavasvamatravasesita

prakasamana mahesvarena samraksito’ham

Mahesvara shines as pure self-experience that remains after the constant spiritual practices

like listening, contemplation and meditation (108-C).
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Vedanta talks about five sheaths or coverings of Self. They are physique, vital, psyche,
intelligence and bliss respectively. Two dimensions of approaching these sheaths are spoken
by Diksitar. The first dimension is to transcend these five sheaths or rather shed identification

of all these five adjuncts.

TR Bhavapaiicakosavyatiriktena

Self is different from five Kosas (sheaths are) constituting the world (108-C).
Fremremrsefila @wad &R M Cidanandanatho hamiti santatarithydini bhaja
Oh Mind! Constantly contemplate that you are the Cidanandanatha (43-P).

This first one is well known among Vedanta circles. But the second which Diksitar talks on is

seeing all these sheaths as Brahman.

-

\ 2 - —
HART hRICHBF  Kuru manomaya kosatmakamara

You are immortal and of the form of Manomaya sheath (220-C)
5.3.5 Diksitar’s Bhakti
As already dealt with, to Diksitar, Bhakti is not for the sake of some material pleasure; nor it

is for its sake. It is for internalizing the diety and to be in internal peace.

QERIFAIRIRIN  Paramasantaprakasini

Who radiates supreme peace (16-C).

WH JETEIER. Parama santasvarupakare

She is in the form of tranquility (134-C).

QORI Paramasantari
Who is established in the supreme tranquility (282-P).
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qRAfTSH et Paraiijotismati parvati

One whose mind is established in supreme effulgence (462-P).
;e W Santarit bhaje
Visnu is the embodiment of tranquility (301-2nd line).

5.3.6 Upasana (Meditation with Deep Internalization)

Upasana is a vital term in Upanisads and other scriptures. It is generally a metaphor-
constantly seeing one on the other. E.g. seeing the Yajfia-post as the sun. But in the context of
Vedanta, especially Advaita Vedanta, seeing the God worshiped as our consciousness is

Upasana.

fﬁﬁﬁﬂﬁ'ﬁ‘l@% e Govindarajamupasmahe nityasi

| internalize and meditate forever on Govindaraja (132-P).

Wﬁw SR Santanagopalakrsnam upasmahe

| internalize and meditate on lord Santana Gopalakrsna (230-P).

off GeaNEvt STER i Si Satyanarayanam upasmahe nityari

let us internalize and meditate on lord Satyanarayana constantly (383-P).

N N N Iy _ _ _ . .
AGEAHIHE AGAHS Vasudevamupasmahe vasudevatmajarit

| internalize and meditate on Vasudeva, son of Vasudeva (63-P).

H&T&ﬁ'ﬁqw% % 83 Sadasivamupasmahe $arir muda

| internalize and meditate on lord Sadasiva with great joy (297-P).

WHCIFI% Varadarajamupasmahe
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We internalize and meditate on the lord Varadaraja (453-P).

Upasana includes seeing the attributeless aspect of the Divine too.

e HEaTi T0T frRjua®d Wl

Santanaramasvaminari saguna nirgunasvariipari bhajare

Always sing on Santana Ramasvami who has two dimensions- attributeless and attribute full
(125-P).

Seeing the object of worship as one’s self is important in Diksitar’s Bhakti Yoga.

JAHEY SfAfewat 7 Atmariipa pratibimba madamba

My mother is the reflection of the supreme self (430-P).

Diksitar’s Bhakti is not just to get stuck with something. It is for constant evolution.

IRBTIAl AREFcT Seaded! o L ¥ &2

Feoeg, TSN TeIT SERTENR o RRERRIETENT NG NT

Ucchistaganapatau bhaktinkrtod unnatapadavin vraja re re hrdaya
sacchabda vacasvariipini Sabalikrta brahmasvaripini cicchaktisphiirttisvariipini
cidanandanadasvariipini

Oh, heart! Evolve better by devoting yourself to lord Ucchisra Gapapati and attain high
stature. He is a form of a word denoting knowledge-Sat. He is of the form of Sabalikrta

Brahman, pure consciousness (394-P, AP).
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