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Abstract: Ragamalika denotes a genre of musical composition in Karnatik music where various sections or segments
are set to different raga-s. Each raga is typically essayed in a concise manner bringing out the key phrases. A study
of ragamalika-s are imperative to understand the evolution of raga-s and their svaripa (melodic structure) in the
lifetime of the composer. Also, the raga-s chosen by the composer could indicate their prevalence at the time. One
such ragamalika composed by one of the Trinity of Karnatik music, Muttusvami Diksita is ‘simhasanasthité’. This
ragamalika is set in four raga-S saurdastra, vasanta, surati and madhyamavati. This composition was first found
published in Sri Dikshita Kirtanamala by Sundaram lyer in 1955. Subsequently, it is found notated in many other
publications. This paper will analyse the ragamalika ‘simhasanasthite’ and will attempt to trace the changes in
svarupa of these four raga-s as gleaned from the notations of this composition.

Index Terms - Ragamalika, Muttusvami Dikshita, Simhasanasthite, Mangalaragamalika, Saurashtram, Vasantha,
Surati, Madhyamavati

. INTRODUCTION

Ragamalika, as the name implies, means a garland of raga-s. Ragamalika denotes a genre of musical composition
in Karnatik music where various sections or segments are set to different raga-s. The concept of ragamalika is seen
applied in many musical forms like gitam, jatisvara, svarajati, varnam and kirtana. The earliest vaggéyakara known
to have composed ragamalika-s is King Sahaji of Tanjore (Hariharan M, 1999). Among the Trinity of Karnatik
music, only Muttusvami Diksita has handled this form. The analysis of one of his ragamalika-s, ‘simhasanasthité’
has been taken up in this paper.

Muttusvami Diksita, born in 1775, the youngest of the Trinity, was a versatile and prolific composer. He was a
srividya upasaka and well-versed in many subjects including samskrta, védanta, vyakarana, chandas and jyotisa
apart from sangitasastra. His compositions in samskrta, are descriptive and philosophical in content adhering strictly
to the rules of poetic prosody and grammar. The compositions of Muttusvami Diksita are characterised by expansive
delineation of the raga in a majestic vilamba kala incorporating crisp madhayamakala sahitya passages. He
followed the raganga raga tradition (kanakambari- phénadyuti) and composed kirtana-s in many of the 72 raganga
raga -S, bringing out the svariipa of the raga in a succinct manner. The compositions of Muttusvami Diksita are a
treasure trove to any aspirant of Karnatik music.

Muttusvami Diksita’s compositions have been preserved and passed on through generations, mainly by the
descendants of his family and a few direct disciples. Today, the stock of compositions of Muttusvami Diksita is
available to us through two main sources, the published material and renditions by musicians. The most valuable
and authentic source of his compositions is Sangita Sampradaya Pradarsini, published in 1904 by his nephew
Subbarama Diksita. This publication contains notations of about two hundred and twenty compositions of
Muttusvami Diksita apart from compositions of other composers. Besides this, Subbarama Diksita also documents
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the laksarna of raga-s and various aspects of musicology as perceived by the parampara of Vénkatamakhi (Dikshitar,
1904).

Apart from Sangita Sampradaya Pradarsini, in the last century, books authored by musicians belonging to the sisya
parampara of the composer, containing exclusive collections of Muttusvami Diksita kirtana-s have also been
published. Through these publications, many previously unheard and unpublished compositions have come to light.

One such composition is ‘simhdsanasthite’, a ragamalika with four raga-s - saurastra, vasanta, suragi and
madhyamavati, set in ripaka tala. This composition extols Dévi in the form of Goddess Lalita. An analysis of the
melodic aspects of this composition is taken up in this paper. The analysis of the sahitya or lyric is outside the
purview of this study.

1. SOURCES

The earliest available publication with svara notation of ‘simhdsanasthité’ is found in Sri Diksita Kirtanamala Part
VIII by Sundaram lyer (1955). Notations of ‘simhdasanasthité’ from the following publications have been taken up
for analysis.
e Sundaram lyer, A. (1955). Sri Dikshita Kirtanamala Part VIII(1st ed., pp. 48-49).
e Rajam Iyer, B. (1958). Muttusvami Diksitar kirtanaigal given by T.L.Venkatrama Iyer. Sudesa Mitran, 55.
e lyengar, Rangaramanuja (1967). Sri Krti Mani Malai Part I11: Krits of Muttusvami Dikshitar (1st ed., pp.
492-494).
e Thiagarajan, T M (1992). Sri Muttusvami Dikshitarin 101 Kirtanaigal (1st ed., pp. 188-190).
e Govinda Rao, T K (1997). Compositions of Muddusvami Dikshitar (1st ed., p. 416).
e Rajam lyer, B. (2004). Selected Compositions of Sri Muttusvami Dikshitar with notations (1st ed., pp. 199-
201).

I11.  ANALYSIS

3.1 Structural analysis

This composition, set in ripaka tala, is divided into four sections in raga -s saurastra, vasanta, surasi and
madhyamavati. Each section comprises of sahitya spanning over eight avarta-s of ripaka tala, followed by a
cirrasvara section. The length of the cizzasvara for the first section is six avarta-s and four avarta-s each, for the
other three sections. After each section, the first section (in raga saurastra) is repeated. This version is seen in the
notations by Sundaram lyer (lyer A. S., 1955, p. 48), Rajam lyer (lyer B. R., 1958, p. 55) and Govinda Rao (Rao,
1997, p. 4186).

A variance is observed in the notations presented by Rangaramanuja lyengar (lyengar, 1967, p. 492) and Thiagarajan
(Thiagarajan, 1992, p. 188). The composition is set in adi tala tisra nadai and each section comprises of sahitya
spanning over two avarta-s. A few sangati-s are also seen in Thiagarajan’s version. Each section is followed by a
sorkarru svara (rhythmic syllables interspersed with solfa syllables) passage of two avarta-s each wherein the first
avarta is in the first degree of speed and the second avarta is in the second degree of speed.

3.2 Melodic analysis
3.2.1 Section 1 - Raga Saurastra

The first section is in raga saurastra. In the Diksita parampara, this raga is a bhasanga janya of the fifteenth méla

malavagau/a. In Sangita Sampradaya Pradarsini, the miirchana is givenas ssrgmpsdns-snsdpmg 4rs’.
Further, Subbarama Diksita says that it is a rakti »aga with sadja as graha and can be sung at all times. In some
contexts, pasicasruti dhaivata and kaisiki nisada are employed which is seen in the two kirtana-s of Muttusvami
Diksita ‘saryamirte’ and ‘varalaksmim bhajaré’ apart from the laksya gita of Vénkatamakhi and sasicari by
Subbarama Diksita (Dikshitar, 1904, p. 246). Sundaram lyer follows this definition, but indicates only where kaisiki
nisada is to be used with an asterix symbol (*) and does not give any symbol or indication as to where catusruti
dhaivata is to be employed. In the versions of Rangaramanuja lyengar, Thiagarajan and Govinda Rao, saurastra is
given as a bhasanga janya of the seventeenth méla suryakantam with arohana-avarohana ‘srgmpmdns-snd
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n,d p mgrs’ taking anya svara kaisiki nisada only in the phrase ‘d n, d p’. This is akin to the version of the raga
seen in practice today.

Raga: Saurastra Tala: Rapaka
$,,,dn*, dp,m, || ,mgrssr,mgm, |l |p,d, snsgt,s,|l|snd, nsrsse,, ||
sim . ha . sana . sthite . sun . dara gu ru gu ha nuta lali t&.
§,d,,,dn*,dp, Il p,,dpmm,gsr,, |I| s,n,d,n,s,r, |I|g,m,p,d,nst, |l
cida. nan . da na . tho . ham van d& ham van dé ham

(lyer A. S., 1955, p. 48)

In the notation presented by Sundaram lyer, this section commences on tara sthayi sadja and opens with the phrase
‘$,d.n"dpm,mgrssr,’, which clearly brings out the svariipa of the raga. The melody then ascends to and
concludes on tara sthayi rsabha. The second line also follows a similar datu as the first line, but descends up to
mandra sthayi dhaivata before concluding on tara sthayi rsabha. Rajam lyer also presents a similar structure, but
the datu of the first line concludes on tara sthayi sadja and the phrase ‘g p m \r,’ is seen used in contrast to ‘mg r
s r,’. Though the notations by Rangaramanuja Iyengar and Thiagarajan commence with a similar phrase, variance
is seen in progression of the melody. Phrases like ‘pmd,ns7,” ‘ns,n-dn,d’, ‘gmpmdns 7 which are
commonly rendered in saurastra today, are found in these versions.

Raga: Saurastra Tala: Ripaka
§,-§ndp,mgr-g mgr-snd,nsrgm gmpd,nst,gmgr snsrsnd,pdnd

pmgrsrg,mpdn ,§t,8,nd,pdn (simhasanasthitg)

(lyer A. S., 1955, p. 48)

The cizrasvara passage for this section in the notation presented by Sundaram lyer, Rajam lyer and Govinda Rao is
similar, incorporating phrases like ‘snd,pmgr’and ‘snd,nsrgmpd, ns# which highlight the arohana and
avarohana of the raga . No specific pattern is seen and svara-s move in an up and down manner. In the notations
of Rangaramanuja lyengar and Thiagarajan, this cizzasvara portion is not seen and a sorkazfu svara passage is seen
instead. The first avarta is split into two sections following the rhythmic pattern 2 - 4 - 2 - 4 (tom - takanaka - jham
-ndd p). In second avarta which is set in the second degree of speed, patterns of four are observed. The next section
IS in raga vasanta.

3.2.2 Section 2 - Raga Vasanta

Similar to saurastra, in the Diksita parampara, this raga is a bhasanga janya of the fifteenth mela malavagau/a. In

Sangita Sampradaya Pradar$ini, the miirchana is givenas ‘srsgm sdns-SnsdndMgmmpmg 4rs’. Subbarama
Diksita goes on to explain that vasanta has sadja as a graha svara, it is a désiya raga, it can be sung at all times and
that the arohana is devoid of pasicama but in the avarohana, cyuta pasicama occurs in a vakra movement. Though
it is a janya of malavagaula, suddha dhaivata occurs only in the phrase ‘m d m” and pavicasruti dhaivata is used in
all other phrases. The range of the raga is limited and phrases below mandra sthayi dhaivata are not seen (Dikshitar,
1904, p. 348). Sundaram lyer follows this school of thought but in the notation for the composition, does not give
any symbols or indication for the variety of dhaivata to be used. In the versions of Rangaramanuja lyengar,
Thiagarajan and Govinda Rao, vasanta is described as an upanga janya of the seventeenth méla with the arohana-
avarohapa‘smgmdns/srgmdns-sndmagrs’, asis prevalent today.

Rdga: Vasanta Tala: Riupaka
$,,,snd,m,d,|{l|n,d, mdmgr,s, |||sns,s,m,g,m,|l|d,m,d,n,s,,, [
brah . ma . di sa ka la d&¢ . va ta. ra . dhita pada yuga Ig .
n,s,m,mgr,s§, l|snd,n,r,s,r, I'{sngisnd,snd, |l |m,g,n,d,m,d, |
para §ura . ma bha gavata . pramukhd . pa . si ta ba ga lg .

(lyer A. S., 1955, p. 49)
In the notation presented by Sundaram lyer, this section commences on tara sthayi sadja followed by phrase ‘s nd,
m,d,n,d,mdmgrs’ which clearly bring out the svaripa of the raga. Though the miirchana givenis ‘sgmdn
s’, ‘s m g m’is employed predominantly. Raga ranjaka prayoga-s such as ‘nr7s’, ‘sngrs’, ‘mgndm’ are
incorporated aesthetically. The phrase ‘m d m’ seen in the first line in this version, could have been intended to be
rendered with suddha dhaivata. This prayoga is not seen in the notation of Rajam Iyer. The phrase ‘#s7nsd\gm
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d n s’ seems unique to Rajam lyer’s version. The versions presented by Rangaramanuja lyengar and Thiagarajan
present no similarities to the above version. The phrase ‘s r g m’ is highlighted in Rangaramanuja Iyengar’s notation.

Raga: Vasanta Tala: Rupaka
nsndndmdmgrs||[ndnsmgmdmdns || ]i,sndsmgrsg, [l [¢,sndi,s,ndn]]I

(lyer A. S., 1955, p. 49)
In the cifrasvara passage, a few minor variations are observed in the notations by Sundaram lyer, Rajam lyer and
Govinda Rao. Sundaram lyer incorporates the phrase ‘m d m’ twice whereas in Rajam Iyer’s version, it is seen only
once. Patterns of four are seen in first two avarta-s. The next section is in raga surati.

3.2.3 Section 3 - Raga Surati

In Sangita Sampradaya Pradarsini, raga surati is classified as a bhasanga janya of the twenty eighth méla,

harikedaragaula with the mirchana ‘nsrmp sANS-s /NdpMgR S’. Gandhara and dhaivata are omitted in the
arohana and the elongated nisada, madhyama and rsabha indicate the importance of the svara-s in the raga.
Subbarama Diksita further says that surari is a désiya raga and can be sung at all times. Only in the higher octave,

in some places, use of sadharana gandhara asin ‘s 7 4g 7 s” and ‘P 4¢ 7 s’ is seen. There are not many elaborations
below nisada in the lower octave. In the compositions of Muttusvami Diksita seen in Sangita Sampradaya Pradarsini,
the phrase ‘pmm, g\r,” and ‘pmm, gr,’ are seen predominately. (Dikshitar, 1904, p. 789). Sundaram lyer follows
Subbarama Diksita’s miirchana of the raga but opines that in some phrases, the sruti position of gandhara is slightly
lower and the sruti of nisada is slightly higher, and hence the raga is bhasanga. The occurrence of sadharana
gandhara is not mentioned. Though Sundaram lyer mentions this definition in the raga laksara section, when
presenting the arohana-avarohana of the raga before the composition, the miirchana is givenas ‘srmpns - s n,
dpmgmpmr,s,’. All other publications follow this arohana-avarohana of the raga. Rangaramanuja lyengar
classifies surayi as an upanga janya of the twenty eighth méla. Further, he refers to the famous quote ‘adi nara anta
surafi’ and says that surayi is an auspicious raga.

Raga: Surati Tala: Ripaka
n,d,p,,,pmpm |l |{ndpmmgpmmr,,|!|n,s,r,m,p,n, |l |mpsnt,s,,,,,|]
kamale . $a nu ta man . ga Ie . kavija na na ta man. gale . .
f,m,mgpmm¢t,, || |f,imf,s§,,,,, {ts,n,dp,,,pm |l |p,n,,,,8,,, I
man tri ni . . dan dint . . sa mu ha . di man . gale .

(lyer A:S., 1955, p. 49)

In the notation presented by Sundaram lyer, this section commences on madhya sthayi nisada, followed by phrase
‘n,d,p,pmpm nd pmmg pmmr,” which clearly bring out the svaripa of the raga . The phrase ‘mgpmr,’ is
characteristic of the modern svariipa of surasi and is seen repeated in the tara sthayi in the second line of this section.
This phrase is not seen much in the compositions published by Subbarama Diksita. In the notation by Rajam lyer,
the phrase ‘p n d n s’ is highlighted and occurs in both the lines whereas in such ascending movements, Sundaram
Iyer uses the phrase ‘p n s n 7 s’ instead. The versions presented by Rangaramanuja lyengar and Thiagarajan present
no similarities to the above version. The first line commences on tara sthayi sadja and concludes on madhya sthayi
pasicama. Phrases suchas ‘mgr,-ndp,” and ‘pnd mpns 7 are seen in Thiagarajan’s version.

Raga: Surati Tala: Rapaka
sn,dpmgmr,ns|I[rmpndpmgpmr, sr,mpmpn,d,n|I][sipmgms,sndn ]l

(lyer A. S., 1955, p. 49)
In the notations presented by Sundaram lyer, Rajam lyer and Govinda Rao, the ciffasvara passage commences with
the phrase ‘s n, d pmg mr,’. This phrase is seen commonly in Subbarama Diksita’s sura¢i but is not prevalent
today. The phrase ‘m g r s p m’ is seen explicitly in Rajam Iyer’s notation whereas in Sundaram Iyer and Govinda
Rao’s notation, ‘sr, m p m’ is seen instead. The last section is in raga madhyamavati.

3.2.4 Section 4 - Raga Madhyamavati

Madhyamavati is classified as a janya of the twenty second méla with the arohana-avarohana ‘srmpns-snpm
rs’. This audava rakti raga omits gandhara and dhaivata in ascent and descent. Rsabha, madhyama and nisada are
important amsa svara-s. Subbarama Diksita further says that traditionalists opine that even from the time raga-s
originated, to absolve one of the errors committed in singing raga-s, this raga has been sung in the end and bestows
all good. To affirm this view, in the descriptive verse of madhyamadi (popularly known as madhyamavati), the
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carlier preceptors have declared it as a ‘surdga ’ (auspicious raga). (Dikshitar, 1904, p. 648).The laksanra of this
raga is similar in all publications.

Raga: Madhyamavati Tala: Rapaka
flsln!pl!!ml | mlr!mlrllls1 I pvmynlpvsnfl I S!Snplnlslll ”
haya gri. va kum bhaja . di pi . ji ta nit . yaman ga le .
f,m,5,8§,n,8, [I| n,p,pmp,pn,,|l|nitsnp,m,r,s, (I {m,mrpmmr,,,, ||
nira ti $a yasu bhaman . gale . na va navavidha man . ga IE

(Iyer A.S., 1955, p. 49)
In the notation presented by Sundaram lyer, the datu commences on tara sthayi rsabha followed by the phrase ‘7,
s, N, p, m, m, r,m, r, s’ which clearly brings out the svaripa of the raga. Typical daru phrases like ‘pm-np-sn -
7 §* are incorporated. The second line briefly forays into the tara sthayi and concludes on madhya sthayi rsabha.
Rajam Iyer’s version is similar except that the section concludes on madhya sthayi nisada. The versions presented
by Rangaramanuja lyengar and Thiagarajan present no similarities to the above version.

Raga: Madhyamavati Tala: Rapaka
ppmprmpnsrm ||l [pnnpmpnsimt, ||| pmisnpmisnpm/[I|isnpmrnsrmpn ||

(lyer A. S., 1955, p. 49)
In the notations presented by Sundaram lyer, Rajam lyer and Govinda Rao, the cizasvara passage incorporates
some interesting patterns. A short yati - like pattern ‘mp-rmp -z sr mp’ is seen. The passage concludes with
svara-s in patterns of Six - “pmrsnp-mrsnpm-/snpmr-psrmpn’.

IV. OBSERVATIONS

This ragamalika has been referred to in some publications as ‘véda ragamalika’ (lyer B. R., 2004). The number
‘four’ is commonly associated with the four Vedas, the oldest scriptures of Hinduism. Though the sahitya of this
ragamalika has no direct reference to the Vedas, the name ‘vedaragamalika’ could have been adopted due to the
presence of four sections.

Some other publications refer to it as ‘marngala ragamalika’ (Rao, 1997, p. 416) probably because of the choice of
raga-s. Traditionally the raga-s saurastra, vasanta, surati and madhyamavati have been considered auspicious raga-
s and in practice, concerts are usually concluded with a composition or s/oka in one of these raga-s. Interestingly,
the same set of raga-s vasanta, surati, saurastra and madhyamavati are the last four raga-s used in Muttusvami
Diksita’s dasavatara ragamalika ‘madhave mam patu’. Saurastra and  vasanta are both janya-s of
mayamalavagau/a taking both varieties of dhaivata and sura¢i and madhyamavati structurally take the same svara-
s in the arohana. The placement of these raga-s in succession in ‘simhdsanasthite’ is noteworthy.

The choice to employ riapaka tala in ragamalika-s seems to have been favoured by Muttusvami Diksita. Three of
the four ragamalika-s attributed to the composer are set in this tala. In all these ragamalika-s, each sahitya section
is followed by a crisp cigrasvara passage. The versions of ‘simhasanasthite’ presented by Sundaram lyer, Rajam
Iyer and Govinda Rao adhere to this pattern. In the versions of ‘simhdsanasthité’ presented by Rangaramanuja
lyengar and Thiagarajan, the composition is set in adi tala tisra nadai and each sahitya section is followed by a
sorkasru svara passage. Adi tala tisra nadai is not seen used by Muttusvami Diksita in any of his compositions.
Though the total number of aksara-s in adi tala tisra nadai and ripaka can be mathematically equated, the gait of
the composition changes completely. Hence, it is unlikely that the composer envisaged this format for
‘simhdasanasthité’.

Regarding the svaripa of the raga-s, a shift is seen to a more contemporary approach in the versions of
Rangaramanuja lyengar and Thiagarajan. Though a few of the older phrases are observed in the versions by
Sundaram lyer and Rajam lyer, modern phrases of the raga also find a place.
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V. CONCLUSION

The analysis of compositions of great past masters provide a deep insight into the conception of music in the lifetime
of the composer as well as his legacy. In a ragamalika, a series of raga-s for a short duration in a succinct manner
are presented in comparison to a kirtana where the composer has the freedom to unfurl the raga more elaborately.
Therefore the essence of each raga is highlighted in a ragamalika. A study of this form reveals the characteristic
phrases of raga and the typical flow of melody.

In the course of study of the ragamalika ‘simhasanasthité’, insights into the evolution and svariipa of each of the
raga-s saurdastra, vasanta, surasi and madhyamavati were brought out. An analysis of the lyric and sahitya bhava
along with a comparative study of all ragamalika-s of Muttusvami Diksita provide scope for further research and
will widen the understanding of the creative process of the composer and the music of his time.
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