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ABSTRACT

Raga, tala and pada are the three foundational elements of Indian Classical Music. A raga comprises of a group of svara-S
which have a specific and well-defined relation with each other, and clear-cut patterns of movement. The intra-relationship
between these svara-s in a phrase, give each raga its unique flavour. A svara in a raga which is prominent and is used frequently
is known as vadi. There are said to be three ways in which svara-s are related to each other with reference to the vadi-samvadi,
anuvadi and vivadi. Svara-s that have a discordant relation to the vadi are called vivadi. The presence of vivadi relationship
between svara-s in a raga is considered to be a ‘defect’ and ‘dosa’. This ‘vivaditva’ is seen in forty out of the seventy two meéla-s
and in these méla-s, forty four compositions of Muttusvami Diksita are found in Sangita Sampradaya Pradarsini, the earliest
authentic source of his compositions. While rendering these mela-s, Subbarama Diksita, the author of Sangita Sampradaya
Pradarsini says that it is tradition to observe ‘vadi vivadi laksana-s’ in order to offset the ‘dosa’ of vivaditva. An analysis of the
handling of vivadi raga-s by Muttusvami Diksita is taken up in this paper.

Keywords— Muttusvami Dikshita, Vivadi ragas, Subbarama Diksita, Sangita Sampradaya Pradarshini, Vadi, Samvadi, Suddha
Rishabha, Suddha Gandhara, Suddha Dhaivata, Suddha Nishada, Satsruti Rishabha, Satsruthi Dhaivata, Varja, Vakra, Dirgha

1. INTRODUCTION

Indian Classical Music has three principal elements - raga, tala and pada. Among these, raga-s form the melodic backbone of this
aesthetically structured artform. A raga comprises of a group of svara-s which have a specific and well-defined relation with each
other, and clear cut patterns of movement. Each raga has a melodic framework containing characteristic phrases which bring out its
individuality. The intra-relationship between these svara-s in a phrase, give each rdga its unique flavour. A svara in a raga which
is prominent and is used frequently is known as vadi. There are said to be three ways in which svara-s are related to each other with
reference to the vadi - samvadi, anuvadi and vivadi. Svara-s that are concordant to the vadi are called samvadi. If there are a gap of
eight to twelve sruti-s between two svara-s, they are said to be samvadi to each other. Svara-s which are neither concordant nor
reduce the pleasantness of the melody, are anuvadi. Certain svara-s have a discordant relation to the vadi. These are called vivadi.
(Ramanathan, 1983, p. 1) In the svara prakarazam of Caturdandiprakasika, Venkatamakhi defines a vivadi relationship as
‘ekasrutyantaritatd yayostu svarayordvayoh’ (Vénkatamakhi, 1934, p. 35)

If two svara-s are separated by one sruti, they are mutually vivadi to each other. Further, Vénkatamakhi says that the relationship
between suddha rsabha and suddha gandhara, suddha dhaivata and suddha nisada, sadharana gandhara (satsruti rsabha) and
antara gandhara and kaisiki nisada (satsruti dhaivata) and kakali nisada, are vivadi (Vénkatamakhi, 1934, p. 35). Subbarama
Diksita who followed Venkatamakhi’s school of thought, after quoting him, goes on to say that vivadi is like an enemy or defect
(‘dosa’) and there are eight vivadi ‘dosa-s’ that occur while:

Ascending from suddha rsabha to suddha gandhara
Descending from suddha gandhara to suddha rsabha
Ascending from sazsruti rsabha to antara gandhara
Descending from antara gandhara to satsruti ysabha
Ascending from suddha dhaivata to suddha nisada
Descending from suddha nisada to suddha dhaivata
Ascending from sazsruti dhaivata to kakali nisada
Descending from kakali nisada to satsruti dhaivata
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The presence of vivadi relationship between svara-s is seen in forty out of the seventy two mela-s. While rendering these méla-s,
Subbarama Diksita says that it is tradition to observe ‘vadi vivadi laksana-s’. This can be done either by omitting the vivadi svara
or by camouflaging using gamaka-s, thereby showing vivadi as a friendly svara. He further cautions that if these methods are not
employed, the melody of the song is blemished by the vivadi svara.

Muttusvami Diksita, the youngest of the Trinity, was a versatile and prolific composer. He was a srividyd upasaka and well-versed
in many subjects including samskrta, védanta, vyakarana, chandas and jyotisa apart from sasgitasastra. His compositions in
samskrta, are descriptive and philosophical in content adhering strictly to the rules of poetic prosody and grammar. The major stock
of his compositions are available to us today through Subbarama Diksita’s magnum opus Sangita Sampradaya Pradarsini. Of the
two hundred and twenty compositions of Muttusvami Diksita found in this work, forty four compositions are in vivadi raga-s. It
may be pertinent to mention here that the term vivadi raga is being used to denote a raga taking one or more of the vivadi pairs of
svara-s as mentioned by Subbarama Diksita. The remedial methods employed by Muttusvami Diksita to counter ‘vivaditva’ in these
compositions have been taken up for study in this paper.

2 METHODS USED TO OFFSET VIVADITVA BY MUTTUSVAMI DIKSITA

The methods employed have been broadly divided into six categories. Raga-s in which one among the pair of vivadi svara-s are
omitted (varja) forms the first category. The second category deals with raga-s wherein vakratva or zig-zag movement is used to
navigate the vivaditva. The third category deals with raga-s wherein one among the vivadi svara-s are elongated (dirgha). The
fourth section discusses the use of janta svara-s in vivadi raga-s . The use of gamaka-s to embellish the vivadi svara pairs are dealt
with in the fifth category. The sixth category deals with the use of vadi-samvaditva in prayoga-s to offset vivaditva.

2.1 Varja - Omission of svara-s

2.1.1  Omission of suddha gandhara: In a raga taking suddha rsabha-suddha gandhara along with suddha madhyama, it is seen
that suddha gandhara is dropped in the arohapa. This is seen in all the compositions in raga-s belonging to the first cakra-
kanakambari, phénadyuti, ganasamavarali, bhanumati, manorarjani and tanukirti. For example,

raga: kanakambari (Srimipdi S-SNi1dipmGir Ry S)
tala: tisra jati eka

Pallavi
srm,pml\g,r,s,llndpds,l\
kana kam. ba 11 ka . run . ya. mrta la ha 1T

(Dikshita, 1904, p. 3)
The kirtana in raga tanukirti, ‘cidambaranaarajamiirtim’ also begins clearly with a ‘s R m p’ phrase.

2.1.2  Omission of antara gandhara: I\n a raga taking sagsruti rsabha and antara gandhara along with suddha madhyama, antara
gandhara is dropped in the avarohana and phrases are rendered as ‘m r s’. This is seen in kirtana-S in raga-s such as kalavati,
ragaciidamani, gangatarangini, bhogachayanata, sailadésaksi and calanata.

raga: gangatarangini (SR3gaM1pdinzS-5nspdimimigsmyrsS)
tala: tisra jati eka

Pallavi B
mr s r,,|l|{s..nn, ‘p.,|I
va ra dara. . ja. va. va.

(Dikshita, 1904, p. 1031)

2.1.3  Omission of suddha nisada: When suddha dhaivata and suddha nisada combination occurs, suddha nisada is dropped in
the arohana and phrases are rendered as ‘p d §’.

raga: kanakambari (Stimipdi S-SNidipmGiri R S)

tala: tisra jati éka

Anupallavi (second line)

m, p ds ||, g § , ndp dm g 1|l
dé . vi maha. . tripu ra sun da r1 san . ka ri

(Dikshita, 1904, p. 3)

This omission of suddha nisada is seen in all other raga-s taking this combination of svara-s such as géyahejjajji, saravati, kalavati,
saugandhini, samala, kuntala and santanamarijari.

2.1.4  Omission of satsruti dhaivata: When sagsruti dhaivata-kakali nisada combination is seen in a raga, satsruti dhaivata is
dropped in the avarohana. This is seen in kirtana-s in raga-s such as tanukirti, ripavati, jayasuddhamalavi, viravasanta,
nagabharana, calanata, ravikriya, jivantika, vamsavati, nisadha, caturazngini and rasamaijari.
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raga: vamsavati (Sr1gsMy pdsnz$-$N3pmagsris)

tala: adi
Pallavi
w
p, $ ny,s$ n|ll|\Mdmns,|l|p, np|l
vam sa va t1 . §i va yu va ti . pa. la va

(Dikshita, 1904, p. 1038)

2.1.5  Other omissions: In raga joti which takes satsruti rsabha and antara gandhara along with prati madhyama, sazsruti
rsabha is dropped in the avarohana. Whereas in raga santanamarijari which takes a similar combination of notes, antara gandhara
is dropped in the avarohana. In the other four raga-s taking this combination, vakratva on rsabha is seen.

2.2Vakra - Zig-zag movement
2.2.1  Vakratva in suddha rsabha-suddha gandhara combination: In a raga taking suddha rsabha and suddha gandhara along
with prati madhyama, phrases in the arohanpa are seen as ‘s grg’ or ‘dgrg’ andnotas ‘sr gm’.

raga: dhalivarali (Sgirigimapdings-$snzdipmagigiris)
tala: misra jati éka

Pallavi N
1x w \ - .
m, , ,  mmdp m|l|l| mp'r gr , rssn|l
ma . . ma va . mi . . na.
i w
S ., ., ., nd, ll/gr, g m p d|I
kst . . . ra . jama tan . gi

(Dikshita, 1904, p. 1069)
This is also seen in kirtana-s in raga-s saugandhini, kumbhini and ravikriya.

2.2.2  Vakratva in sagsruti rsabha-antara gandhara combination: In raga-s taking sazsruti rsabha and antara gandhara with
suddha madhyama, ‘ mr gmr s’ is seen in avarohana phrases.

raga: kalavati (Sr3gamipdinidipdiS-SNydipmirzsgamarss)

tala: adi
Anupallavi
sm ,Weg,m.,lllp, mw|l|lgmT,]|I
bala . ba la . man tfrar. npa ri . pt nf

(Dikshita, 1904, p. 1022)
Whereas, when sazsruti rsabha and antara gandhara combine with prati madhyama in raga-s such as dhautapasicama, nasamani,
kusumakara and rasamasijari, phrases ‘mr g s’ or ‘prgs’ is seen.

raga: nasamani (Sr3gzmMap danz§-3§n2da pmMar3gss)

tala: adi
Anupallavi
. . . T ~ . W . T
§ , ft §ndan ,|l}s , mr g /|§ p , n|l
ta. ra sa dr sa na . si. ma ni vira . Ji

(Dikshita, 1904, p. 1241)

2.2.3  Vakratva in suddha dhaivata-suddha nisada combination: In all raga-s taking this svara pair, prayoga-s ‘pdnds’ or ‘p
nd $’ are seen. In a few raga-s like senagrani, jhankarabhramari, saravati, kalavati and girvani, the vakratva is incorporated as
part of the mirchana. In other raga-s, it is seen commonly used in the kirtana-s.

raga: saravati (S M1 gsmyp dinyids §- S N d: pmigsr S)
tala: tisra jati éka

Pallavi .. .

e w ~—— w . = ;
s m , g m ., llg m p ., d p i, 4 , /m 4 , I
Ssara . va (I ta ta va . si ni . ham si n1
. e x w Y
§ \m , d p , Ilf/d pm g rgmeg |l |¥s , ma , d d ]I
sa ra . sva ti . vi dhiyu vati . sam . rak . satu

(Dikshita, 1904, p. 713)
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2.2.4  Vakratva in sagsruti dhaivata-kakali nisada combination: In raga-s taking this combination of svara-s, ‘pndn$’ or ‘s n
d n §’ is seen, where the dhaivata is rendered in circuitous movement.

2.2.5

raga: viravasanta (, My My PNz dzN3$§-$N3p M1 M1 202 )

tala: adi
Pallavi
S,l:l\(_lI_l,S,\p,lTl\".l‘\,,-’ﬁg\‘-.S,H
vi . ra va san . ta . tyva. ga ra . ja mam

(Dikshita, 1904, p. 708)
2.3 Dirgha - Elongation of a svara

2.3.1  Elongation of suddha gandhara: \n raga-s like kanakambari, phénadyuti, ganasamavarali, bhanumati and so on where
suddha rsabha-suddha gandhara combination is seen, dirgha on suddha gandhara is seen in descending phrases.

raga: bhanumati (Srymyp danz $-$nadap my Girgs)

tala: adi
Pallavi
ndmn.,s , ,m|l/\g , 1t ,|I|/gr m ,|I
br ha dam ba . . ma dam. ba . ja ya i

(Dikshita, 1904, p. 34)

2.3.2  Elongation of satsruti rsabha: In almost all raga-s taking sazsruti rsabha and antara gandhara with suddha madhyama,
this elongation is seen in the phrase ‘m R s’.

raga: kalavati (Sr3gamipdinidipdiS-SNyidipmirsgamairss)

tala: adi
Pallavi B
pd.,/md,pdp|l|mpmmeg|l|lmmp., l\
kala . wva t1 . ka ma la . sa na yu va ti
- — r
m , r , s , n d l'lp d s s , m rs/mm |l
kal . yva . nam Kka la va tu sa ras . vati

(Dikshita, 1904, p. 1022)

Muttusvami Diksita has even used this dirgha satsruti rsabha as a commencing note.

raga: nasamani (Sr3gzamMap danz§-3§n2da pmMar3gss)

tala: adi
Pallavi

w w w Y w .

r , sm , s p ,|l[s n , d|ll, n s ,|I
§1T. rama . sa ra . svati . s@ . Vi tam

(Dikshita, 1904, p. 1241)

2.3.3  Elongation of suddha nisada: \n descending phrases, dirgha suddha nisada is seen in many raga-s taking suddha dhaivata
and suddha nisada like kanakambari, Saravati, girvani and kuntala.

raga: girvani (Sr1gzmapdinidip diS-sn.d; PpM20g202r1S)
tala: triputa

Pallavi
g r ., g /m , /pl|l|, d..md, p ,|I
na mo. na mas. ft&€ .ooet rva. ni

A~ \"r’ ——
m , g g , s l|wm,d/g.rgr s|l
na . da bin . du ka la . . sre. ni

(Dikshita, 1904, p. 1087)

2.3.4  Elongation of sagsruti dhaivata: The technique of elongation is not seen in raga-s with sazsruti dhaivata. Typically, the
phrase ‘pndn $’ or ‘s ndn s’ isused. In the case of sazsruti dhaivata, the use of nokku gamaka is more common than elongation.
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2.4Japta - Doubling of svara-s

Doubling of vivadi svara-s as a technique to balance the vivadi effect is not seen much in the compositions of Muttusvami Diksita.
Though janrfa svaras are seen in certain places, they seem to be incidental and not placed with the intent of offsetting vivadi dosa.
It is interesting that in raga-s with suddha rsabha-suddha gandhara combination of notes, the rsabha (and not suddha gandhara)
is rendered with a subtle jarza (sphurita). Though janfa rsabha is seen sometimes in the mirchana, it does not seem to have been
integral in establishing the raga svaripa as it has not been stressed upon in the compositions.

2.5Use of gamaka-s

2.5.1  Use of nokku (tirupa): In a combination of svara-s, pressing on one svara is known as ‘nokku’. In the notations of
compositions of Muttusvami Diksita in vivadi raga- s in Sangita Sampradaya Pradar$ini, this gamaka is seen used to offset the
vivaditva in raga-s taking sagsruti dhaivata and kakali nisada as well as raga-s taking satsruti rsabha and antara gandhara. In the
former, nokku is seen on dhaivata in phrases like ‘pn dn §’ or ‘s n d n §’. In the latter, it is seen on sagsruti rsabha in phrases like
‘srgmy’or ‘s Mirgms’ or ‘mar gs’. These are highlighted in the examples below.

raga: nata (Sr3gsmip dsnz §-$n3p mymyRs S)

tala: adi
Pallavi
w w — w
s , r g , m pan|l|p , m mi|l|, r s n |l
sva. mi na . tha pa ri pa . la ya . Su mam

(Dikshita, 1904, p. 1049)
raga: kusumdkara (Sr3gsmzpdanz$-$n3dap marsgss)
tala: tisra jati éka

Anupallavi .

w w s v
s s d pm ,|l|r g s mp d|l|ddpmd ,|I
hasa na ji ta . tri pu ra ma va na ta mu ra ha ram

(Dikshita, 1904, p. 1244)

2.5.2  Use of jaru (glide): Ascending jaru or ekku jaru is movement from one svara to a higher svara in the arohana, sliding
through the middle svara-s where these are subdued and not explicitly heard. When this gamaka occurs in avarohana, it is known
as digu jaru. When rendering kirtana-s in raga-s with suddha rsabha, suddha gandhara and suddha madhyama, the gandhara is
taken with a digu jaru from the madhyama above.

raga: ganasamavarali (Sromypdinz S-35nsdi pmsgiris)
tala: tisra jati eka

Anupallavi
d ns , ., m Ifve , r , /g s I'fm , , d p ,|I
br ha di . . $va 1o . rak. sa tu mam . har

(Dikshita, 1904, p. 22)

This is also seen in kirtana-s in raga-s taking suddha rsabha, suddha gandhara and prati madhyama. In addition, ekku jaru in
phrases like ‘s /g r” and ‘r /g 1’ are also seen.

raga: saugandhini (srimap dis-§nidipmagirs)

tala: adi
Pallavi _ N
p,m\?grsé,l‘\ﬂdpd\/s,lgrll
ka. ma ko . ti pT . tha va s ni . sau .

(Dikshita, 1904, p. 1061)

When rendering kirtana-s in raga-s taking sazsruti rsabha and antara gandhara, it is seen that rsabha is taken with an ekku jaru
from the sadja below.

Raga: joti (Sr3gsmzp dinzs-$nadip mzgss)

tala: adi
Pallavi
w Rased v
s v , g , m , p li/d , , p I, m g ,|I
paraii . jo . tis . ma Tt . . pa . rva ti

(Dikshita, 1904, p. 1235)

While rendering a raga with sagsruti dhaivata and kakali nisada, dhaivata is either taken from pasicama with an ekku jaru and nokku
asin ‘p /d n’ or it is taken from kakali nisada with a digu jaru and nokku as ‘n\d n §” .
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raga: ravikriya (Sgiri g mzp nzdsnzs - s nzpp my Gyry r18S)

tala: adi
Pallavi
Y o T w
pmgr  /gor s|il|s o\Ndn |l]s , , ,|I
hima gi i ku ma . ri i . . §va 1

(Dikshita, 1904, p. 1083)

2.5.3  Use of Orayika: Orayika gamaka involves rendering a svara with a touch of another note at the end while descending. In
raga-s taking suddha rsabha and suddha gandhara with prati madhyama, orayika gamaka is seen on gandhara in phrases like ‘m
g1’ and ‘s /g r’. Similarly, in raga-s taking suddha dhaivata and suddha nisada, suddha nisada descends to suddha dhaivata with
orayika gamaka.

raga: saugandhini (Srimap di$-§nidip magirs)

tala: adi
Pallavi N
p , m\e r s § .|| \E d p d|l|/s , /g r]|l
ki. ma ko . @ pT . tha va Do ni . sau .

(Dikshita, 1904, p. 1061)
2.5.4  Use of Kampita: Movement or oscillation of a svara on its own position is known as kampita. Kampita gamaka is seen
used frequently on sagsruti rsabha in raga-s taking sazsruti rsabha and antara gandhara. Divgha suddha gandhara is also rendered
with kampita in raga-s like dhalivarali and ravikriya.

raga: joti (Sr3gamz p dinzs-$nadip Mz gss)

tala: adi
Anupallavi (contd.)
sT.sT, spmp $ n.dn || 8 f.ns.p/d|||.pmsFash |I
nirantaram guruguha sariraksani ni rarisa tatva la ksanivicaksani

(Dikshita, 1904, p. 1235)

2.6 Use of Vadi-Samvaditva in prayoga-s

Muttusvami Diksita has used vadi- samvadi prayoga-s to offset the vivaditva beautifully. Apart from sadja-pasiicama and sadja-
madhyama phrases, other vadi-samvadi pairs like kakali nisada to prati madhyama in ‘saccidanandamaya’ in raga kumbhini are
also highlighted, which contribute to the aesthetic appeal of the raga. In a raga where vivaditva is seen in both pirvanga and
uttaranga of the raga like rasamasijari, Muttusvami Diksita has projected sadja-paiicama bhava.

raga: rasamazjari (Sr3gsspmzpnadang S -$n3dsNsp p M2 p r3 gss)
tala: tisra jati eka

Pallavi

W w ~——
s , p , m p lfs m , p r , ||
S. ga . ra ra sa mafi ja rih
w W , o~
rgs , /p mlj/p , /r , 1 ,|I
1. ka . ma . kstm gau rim

(Dikshita, 1904, p. 1247)

3 CONCLUSION

Through these compositions in vivadi raga-s, Muttusvami Diksita has provided an insight into the aesthetic mode of handling such
raga-s. He has cleverly used varja, vakratva, dirgha, vadi-samvaditva and various gamaka-s to offset vivaditva. It is interesting to
note the difference in Muttusvami Diksita’s mode of handling vivadi svara pairs in raga-s with suddha madhyama and in raga-s
with prati madhyama. In course of time, a few changes in the presentation of these compositions and raga-s are seen. In a few
cases, the vivadi svara seems to have been totally omitted in the rendition, probably to ward off the vivadi ‘dosa’. In a few other
cases, due to the popularity of the modern mela scheme (beginning with kanakangi-ratnangi) and the necessity that méla-s should
be krama-sampiirpa in both arohana and avarohana, the kirtana-s of Muttusvami Diksita have also been ‘restructured’ to fit that
mould. Nevertheless, the treasure of compositions of Muttusvami Diksita have to be understood and assimilated in its complete
sense, to preserve the essence of the Vénkatamakhi tradition for posterity.
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