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AR AH: | AT 77 | A 73 |

I bow down to Lord Ganesa, Goddess Saraswati and Guru.

Y ANACAEITSINIIRFH: |

Now the Laksyasarngita begins

HSITATIIUTH | (Invocation)

gore T & g faergens |

Fafaeaenecay deaasaiadArRs ||¢] |

1. I begin ‘Laksyasangita, by bowing down to Lord Vinayaka, the Son of Goddess Gauri, to
ward of all obstacles.

AR T Froo-Afchargremnayed: deq |
STeeTaT T Hgddeashed ol ARG Ao ||| |

2. 1 bow down to the most Desired Goddess Sarada, who is the inspirer of the essence of ancient

and modern music, who is worshipped by Brahma etc. and who is always looked upon with
devotion and faith by Gods like Indra etc.

AFGIETET TERTdeegeg dHlTad MY Tog; |
TEIITheTT Hedd Hoh A ararafafa gdae |3 |

3. I bow down immediately to the Lotus like feet of Sadguru, who is the dispeller of ignorance
and whose grace (compassion) makes a dumb to speak instanatly.

HGINAYETEITON HEATHI 1T |
RiATeFeT HdsH Yoot Faeaed | |¥]|

4. Seeking the Permission of the former Great Masters of Music and by resorting to patience,
I compose this special treatise for the purification of the soul (conscience).

37T ANACIHSNATIATEIT I |
TNEA $RA-qa@Usiarid= | |9 |

5. Now, is told the first chapter of ‘Srimallaksya Sasigitam’ by one who is known as Catura
(Pandita) residing in the eastern part of India.

fremfavasa Aafcuaafte |
TUIAAT g6q Regrur-gugiad | |&||
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6. By churning the ocean of milk of different opinions with great effort, I, who is known as
Catura, tell the Hindustani Paddhati (Indian style of music).

yoedt IF ¢ Unh ggehaey faaemt: |
3T Holeharat Regearel aur @« | |v] |

7. There are two types/styles of Music told by the wise. The first one is Karnataki and second
one is Hindustanr.

HUNCHT IgiadT AT AgEfAdiee= |

3T Faa Regeurar sgaesar ||| |
8. The Resort of Karnataki style is Madras. Whereas Indian style is accepted everywhere with
majority.

a9 a7 TyEAg 3y g FafRq |
AT Hohd Tgiafdgy #Har |||

9. Perhaps, due to being at different places, there is diversity; although, as per the opinions of
the scholars, there is only one style.

e ard q2r e T FgIhaead |
AntehfIsma ggefia By mas |20

10. Singing, playing instruments and dancing — these three are called (known) as Music. But
as per the division of Margi and Desi, there are two styles of Music.

AT gFETarfiferd A |
HfALEEIAT TEIT A MRA |22

11. The former Acaryas or Musicians have established the Margi music with best rules and
regulations. Though its form is extremely pure, it is not seen (used) in present times.

AT FeTAT I FaET IR |
aﬁmﬁwﬁ?&@ﬁ&mz 112

12. In today’s times whatever forms of music are seen in Laksya and Marga, they can be
classified as Dest music. So said the knowers of the Laksya music.

ENEE]L]
e gar awl 2o AR @ 9 fARsER: |
Ifeasl oA AFARE TFhIsed: || 23] |
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13. There are two types of songs (styles of music) -Margi and Desi. That Margi Music is
worshipped, which is composed by Gods like Brahma etc., which is searched by Bharata etc.
and which is presented in front of Lord Siva.

&2 A T FsoteTggooted &1 &2 |
g clienerafdshierd: gl oearT geft ad ||y |

14. Dest Music is that Music which entertains the people of different places as per their interest.
That which takes care of the interest of people is generally the current Music (Laksya Music)
also known as Dest (Music).

TATR
At &fifa dgem a7 AN ¥ 3994 |
Ay ATRTAr faReeard: g sRarem: |
$aE [ AFHiIaTIgeTE: | |29 |

15. (Inthe two divisions-) Margr and Desi, it is said about Margi that it is composed by Brahma
and others, and which is presented in front of Lord Siva by Bharata and others and is always
the bestower of Prosperity.

& A AT TE-FTAT EIR>oTha |

el T dleel ofcd dediicafdead ||eg]|
16. (Three types of Music-) Singing, Playing Instrument and Dancing, which is for the
entertainment of the people of different places as per their tastes, is called Desi Music.

L CCICICE IEICEREIRRICIGE st i
M IERENT TG SRITeTT || 20] |

17. The Music, (song) which is sung as Desired with love by women, children and the kings at
their places, is known as ‘Desi’.

Feaaedor
e A Jdd o T FglaHad |
ARTCNfaNRIT Fgeafafgiay #a |||

18. Music is three-fold, singing, playing instrument and dancing. With the division of Margr
and Dest, music is divided in two (styles).

gfeule Fefeay wg A T |
HETeaEd Wasd-AmEd faafhed |91 |

19. Margt style Music which is found by Druhipa and presented in front of Lord Siva by
Bharata, is considered as the giver of Moksa (salvation).
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TTREAT AT FcedTedlIehe{oolid |
o S T RN | [0 |

20. The Music which is presented for the entertainment of the people as per the style of their
area is called as Desi Music in their place.

TATR: AMETLSAASTAIH FT: |
dargIiad 5 T SREmET ad |2 |

21. Amongst ancient treatises, (Sargita) Ratnakara is one of its kind. Indeed, there also the
significance of Desr is accepted.

AT AE A TAGHEET T |
fegfatsta aae gsefia arERIRom | [R]|

22. The Music which was there in former time and that which is in Modern time — both are
mentioned there by the musicologists.

MSICTEATT el &2 TZlaag |/ |
eAsTRh FUHATATT Tehidd &THA |3

23. In the time of Sarngadeva, Dest Music was only Prevalent. But it can be inferred that the
current (Laksya) music was better.

TAERerTY dfgfafAaueian |
JYREIIGATONT wid ATJHAFATA | [R¥] |

24. The followers of Ratnakara, were also not able to understand in a proper manner, the style
which was found by it.

SIEIUTICAYOTeA fA#Tar caghear: |
TATRITATATIN] (2T AN | |9 |

25. Vyarkatesvara is the composer of southern Music style (Karnatic music). He said the
following referring to the Ragas mentioned in Ratnakara.

TGOS RITRAHTATH
“ IETREATIERITIT SRARFERAT: |
FTATITAIORIET IR ATSTTaATINeRT: |6 |

26. Bharata Muni and others have described ten types of Ragas Grama-Raga, Upa-Ragas,
Ragas, Bhasa and Vibhasika.
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T aTHATITEAT {EMSIMEIRET: IRH |
srSTenfe fRarsantay Ararsanfer g1 AT ||Ru)|

27. And again Antara -Bhasa and Ragangas and above that Bhdasangas, Kriyangas and
Upangas are described serially.

SREAAY IAY AEFRENCE: I |
MREcAedRANTedl ARREN Hafed v [|¢||

28. Among these ten Ragas and again Grama-Rdagas etc., are there. Ragas again become Six
Marga - Ragas because of Antara - Bhasa.

ddr I-ddliched TASAET] iy d: |
ACATGRSITHTYNIS I TshATSINATSITH T 1ehT: |
IEMHcAR TAd SRRTEM: ghifdar:” |||

29. Thereafter they were properly set and used by Gandhara vas. From them the four types of
Ragas titled Ragangas, Bhasangas, Kriyangas and Upangas became famous as Desi Ragas.

ST JETALATT FIMRA |
Hsala SfEoncaETafa qagasaAaa]||3o||

30. In southern (Karnatic) Music, the Ragangas etc. four exist today also by the acceptance of
all.

HoSTT A dgdleqa>ad# |

THeATTHAg!g o Ach: HISTT qiosd: ||3¢]|
31. In Ratnakara treatise, the secret of Marcchana is discussed in very specific and extensive
way but no learned person is able to understand it.

SISO 1Y deaed gaeiadd |
3elehlafehel O AT DI o HISTT | |3 |

32. Jati Prakarana, which is followed by many, is also nicely depicted in that volume but no
one is able to understand easily.

TgNTaHAIER afegehrar urh |
YETATOIRRIAVAT TaTehiolacia# | |33 |

33. The books, composed by Sudhakara namely Sangita-Samayasara, Candrika, and Sangita-
Cudamani are also found following the best Ratnakara.
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eI IR TS eil HUAH |

JATRIEARTEITAT TEMEATIECAATG: | | 3% |
34. In the same way it seems that the Svaradhyaya and Ragadhyaya of Ratnakara treatise, are
also followed by Morden authors.

CTHIETAT AR IATRIINEN |
EMETRAYHR TshdediA AT | [39] |

35. Damodara and Somesa, the followers of Ratnakara decided to compose the volume by
expanding Ragadhyaya.

RIS CITShHEARTHTATIJATETT: |
IMEAT FTAAET VAT o # AT ||36] |

36. As per my opinion, there is no fault in saying that Great Music Masters like Ahobala ,
Vyarikatesa, Ramamatya discussed Ragas independently.

qUSdieh! HTGeE! Avearddd T |

om-qaldcmong <-q<-quo—24|dgoc°|d [136] |

37. Pundarika, Bhavabhatta and Mosadeva composed their own volumes, following Laksya
Music pattern.

TETCETUTRRIAT 33T oIEehr: Thed |

RSy a3 e FaTdesa e o ||3¢||
38. Other authors too, who are familiar with the characteristics of Ragas, show their clarity and
independence in the matter of Ragas.

A AT AR PTEATATRIATS Tl |
TIENHATAT: FRICT=IRRTITT | |3%]|

39. The complete purpose of Ragadhyaya which is discussed in Srimad-Ratnakara, is
undoubtedly woven in their verses by some of the authors.

JUARRATSHGTLGT TATS: |
sfd deer@dr #Aa gfaenfa &U=ae ||¥o||

40. Even though the intention of their texts is known correctly, then also it is not seen in the
writings in anyway.

TG dgedATd ITaiad &2 |
LN LN S C
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Adifdd FeraasadAaAfa & afa: ||ye||

41. Whatever was secretly preserved was done so more by the then scholars. | believe that it is
not proper.

gl E @ad GgIaaiRadend |
TEIREATTRCTERAT T U ETATIT |83

42. The authors of treatises have frankly accepted the circumstances due to modification in
Music in unfamiliar ancient scriptures.

qRaceNe gl F=ghqa: |
el TEYR cEusiehd o Qrerda][y3]|

43. The authors are unable to make clarification of that Music, which is changeable, about to
vanish and ancient.

AT f§ afcshed JAT HATY 1T |

ACHHS A gt Scda SaIFgea |||

44. “But it is not necessary and desirable to support the improper growth of Music by any
language” I say so.

T TATFIIRRTCATEARBT SATAHST: |

ACHAITHARETAT o Farcgafardr: ||¥y|

45. No other Ragas are seen anywhere except Jati, Murcchana, Gramaraga and Mela which
are introduced in the definition of Ragas in Ratnakara.

37T JFRENOT Aol T e |

TAEA STl IEMETTHT JETAEA: || ¥E|

46. The treatise is not useful when the Mela (AT€)of Gramaraga is unknown because Mela is
the creator of Ragas and from it the Raga expands.

AR T AT FHIT: |
a9 AWl T 0N o FRGIAFAT |80

47. Ragas are described in different treatises but the Svaras etc. of those Ragas are not found
there.
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TSMNAEEAT J JeAT: hdol [ASHeT FT: |
Aell: Y FHfddd: TRTGeTHBIT ||¥¢||

48. As per point of view of Music these treatises are found useless. It is necessary to introduce
the formation and existence of Mela.

EIH-ATHAY TeRcdd HIT |

sfa gfauieafed sga: afsar g ||s8||

49. Many scholars here have established that the opinion of Hanuman is prevalent, even today.

dU FEdET I=y: o T aafaedhaa |
$cAd g TSI AW FHIIEIA ||90|

50. Yet who has written that treatise and What is discussed in it, is not found by anyone even
in dream.

Siel SATeTY 38 TICIHURRITHY Fafdd |
iy el aegieuear gearedifa & Afd: ||9g|

51. | know that it is not proper to blame any statement of a writer of a treatise yet | believe that
there is no use portraying the fact.

ST UTEAIANT: JFIhAT JaT |
IJT TAEAAT dih: F Tl Algerddd | |9R] |

52. The treatise, in which the use of Jati — Prakarara’ is clearly and nicely depicted, is not
found.

faga affAe 7 =Rk AR |
o1 afsmAcET Uit aARd: |93

53. Indeed, | have great Pride for this treatise and for that | have started making efforts as per
my capacity.

TATRIRRTENOT AR TR e |
o Tl fafg: ST uSiaRiT Tpea ||9¢||

54. It is clearly found that no effort is made by any author of any treatise regarding the of Ragas
of in Ratnakara with theirs.

3 Ug g @M RIS dead: |
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ATd RY aT AT ASHEIGAG AT ||39]|

55. Therefore, “how are of those Ragas in reality, have they understood it or not, is doubtful.

AchTNTHSINATAYOT: TG
?f C 2 ) 99 lel
ATARITSRAAT IATHSINARITAET: [|$€|

56. They could be experts and scholars in science of Music of that time, not necessarily the
expert in Ratnakara’s Music.

o gUUNieI=AY HHAEFATAT I |
HSTA faRIsT et T@fEafd Tpea ||9u||

57. Moreover, it is not clear that in the Ragas of treatises like Darpaga etc., proper thought is
given to Miircchana etc.

{ATRTRY I qod € HEIA |

RA: TEPIecdd F4T T faem g ||sc¢||
58. While reading the text titled ‘Ratnakara’ such questions pop up in the front instantly to
anyone.

A SeguAnT: &4 fohad s &: |
Al YAl & TACTAAHATHDT: | 9% |

59. Who will use the rules of Sruti and Jati? And which are the modern Melas of Madhyama
Grama?

HEJHITHIT IEM: TR e d ﬂaTSgﬂT |
TR SCAhaTrdcd HAGATRIOT foha ||€o|

60. Nowadays in Modern age new Ragas which have emerged from Madhayama Grama are
in vogue. They are popularly having the same opinion. What of Ratnakara?

PTFRRET FURUTYRUET §daT |
3YANT: hIZeA: TAMCE: FSIMddGArd | [&2] |

61. What type of use of ‘Sadharana’ chapter of Gramaraga is always useful and desirous of
music experts.

TR FGITATET IEM: & SRAT: |
croaesT: & ¥F: frsard wROT 7ad | |62 |
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62. In Ratnakara what is the name of Ragas having Komala (tender) Ga and Komala Ni and
which Ragas could be having Tivra Ma? And what could be its reason?

& I FRAGHAFRIEA IR FEUT: |
®YAT T RAEAGRGerfgaai@g (€3]

63. Which thirty Melas of Grama Raga are described in Ratnakara and how they can be
practiced (/) its examples are given here.

JUTIHTSATCDR FoalleATdhdrsied fohe |
dUTed Shrgen Ao ALAYRTT weade | ey |

64. Say, whether has written any commentary on Mircchana or not? And which types of Melas
should be proven accomplished, tell.

gfeRIEEeseRT fFaar: fefadian |
AEATREET T ThaARNEIEIaE | |€y) |

65. Again say, whether the Alasikaras of every Raga is fixed or not and also tell the secret of
Suddha Tana.

WM AN edal A9asad |
FYFATTLARY Fel: TSATATNTH |88

66. Amongst the Suddha Tanas, where Sadja is absent is not found mentioned in Ragadhyaya?

EEACEATEIAT TcadAcT foh el |
IEITAYUTATANA TT AT FUH ||&b||

67. On what basis is the composition of Raga and Ragini done? How is the mixture of Ragas
to be known?

AEIHITATIAETSHICHTFREATHTST A7 FHel: |
ERIGEREINT Joaes: hiaeed fhe ||a¢||

68. Formally, from what Madhyama Grama was expected and from what it is expected in
current time? Was it connected with Raga having Tivra Ma or not?

Td T HIATITAT Jardiaider gfe |
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AAAFAIIAE J 6 O sgEauieas:| €3] |

69. Such questions have arisen in the mind of modern musicians but due to lack of knowledge
and literature (material) what those authors could say.

geferel IReIST TaRATGT o |
TAW FAfAATOT G dea q [|oo||
70. Excluding the parts difficult to decipher and following its propagation, whichever tasks are
composed in this manner are proper.

EIIAYRT TAEAIT S Hebell STeT: |
Ty oEs TCI-AAcTaaT ||ue||
71. The composition of treatise should be doubtless so that everyone can understand its opinion
very clearly.

TETSEAIIEUST FaRATH AT |
AR AT TU FaoT Fifed S=gdre [|uR]|

72. By Composing, Raga Vibodha, Caturdandr (Prakasika), Svaramela Kalanidhi and
(Sangita) Saramrta, the composers have attained their means to live.

TIE FTATUThAATCG I FTHAMA o |

PR T FHT Teoarisserfare: ||u3)|
73. They have put forward their opinions very clearly and honestly in a rightful manner
considering the propagation of music.

oTe] SATGAAT: HEGI PAUTET 3T oA |
deEHCAESEIGNGE: TATTAIoNT: ||uy||

74. If there is a belief that this treatise is really not understood in a perfect manner, then

resorting to the arguments out of these writings, it is rather than better to resort to the principles
(of music).

TSIMT Tl oT&TaT ATTTAfa e |
TASeedld TEAchd HIMwe] U ||o9||
75. The Music is three-fold. Granthaga, Laksyaga and Bhaviga. It is translated by us in this
treatise itself separately.
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Ifeerd yeRfa degasidag dd |
Udlded Yo ASEHeATTTOTEREETRA || vs||

76. The Laksya Sangita which is prevalent now is seen in this text only. There are no other
secret treatises found.

hAATY A FTeIHSIMNAAEICH |
A AAT AIHT o TAT: ||vb||

77. There is no doubt in the fact that only modern Laksya Sangita should be relished;
understood and practised(achieved).

NTuIEa: gy,
AT Tedd gul: Ue guilcuergd: |
T SAgRISY AGIENA HAAT ST, | b | |

78. A letter emerges from sound, word from letters, speech from words and the speech day to
day parlance. Really, the whole world is dependent on sound.

IAT,
HATATATIREGTGT STATgISThahreTd: |
Teeatad dear gufeshy guad ||ug|

79. A crying child, who is unaware of sensual pleasure and lying in the cradle gets delighted
on enjoying the nectar like song. (Music)

TATREJUIER RS FATRIY: T |
st Setrehagad M cFeifa Shfadd ||¢o|

80. A young one of a deer, residing in forest and eating grass gives away his life being deluded
by Music(song) of the hunter.

qTRIT,

g@’r AYFgH=agy: %UIIleq\IﬂQTd:I)g: |
I STSIMTelhegcal g¥fcehy Jaad ||¢8]|

81. An angry serpent, vomiting poison, and moving its hood frequently gets delighted listening
to the Music of the snake charmer.

guurstY,
a: RIYA ariy et IRl |
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37l ATCET HGIHT ST el AFId ||¢R]|
82. An animal or a young one of a deer also gets delighted with the sound of Music hence who
is able to describe the glory of such a Nada!

TG AEET Al fg shfaarae: |

e grigeriaefer: ggalia Aadr #AT: [|¢3||
83. Really, Nada itself it said to be the life of entire Sangita- Sastra. In Music twenty- two
types of Srutis of Nada are considered.

fAca M fAcaAfAacaqaaq |
et wArfey uftsd: Afa earor ||cy||

84. It’s permanent usefulness and recognition in Music is said to be the best characteristic of
Sruti by the scholars in Laksya Sangita.

ACET HEIAl AeET TG Fehlfeid: |
AegHETdRE AT deTHARIERIRS: ||¢Y||

85. The scholars of Laksya branch have proclaimed mainly three types of Nada namely
Mandra, Madhya and Tara.

I,
SIdgR cgdl 34T gfe Avgrsfasiaa |
hgS AEAT HTT dRT fEIuraIeRIaR: [|¢s||
86. In usage, the origin of these three are said to be heart, neck and head of Mandra, Madhya,
and Tara, respectively. And more and more it gets doubled.

TTCTEATAH DT JafhAaar Ha: |
TGINATDERTOT TG ST=HRAT: ||<v||
87. It is believed that the above mentioned Srutis are connected with their place of origin, are
again the origin of all these Svaras of Music.

AIAFT: TF: FRT: TSIINURHALTHAT: |
gsgAT oy fawre sfa @@ O ||¢¢||

88. Seven Svaras- Sadja, Rsabha, Gandhara, Madhyama, Panchama, Dhaivata and Nisada,
must have been produced (emerged) from Srutis.

HfadeavsR:,

S
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TTHTHINT TSTACTATSTAT: |
g ¢ PRt e Fwerdaat ||«

89. Again Sadja, Madhyama and Paficama each have four Srutis, Nisdda and Gandhara have
two-two and Rsabha and Dhaivata each have three Srutis.

GGIGIGH

o)
ofiaT FHEA Feel TeclacaTd YSI: |
ATl AT Tootelt Iehehedd]: ||Re||
90. Tivra, Kumudvatz, Manda and Chandovati have emerged from Sadja. Whereas Dayavatt,
Rafijanz and Raktika are from Rsabha.

A Frefifa ey afSrerer gariRofr |
ST ATSTAICAT: T HEIATEAT: ||Q¢|

91. Raudri and Krodhr are based on Gandhara, whereas Vajrika, Prasarinz, Priti and Marjanz
are based on Madhyama.

fafa @ T gt gsae |
Aol AT TAAATRETEE] dad |
39 T anfAoifa ¢ fAwe a@a: A (|-

92. Kshiti, Rakta, Sandzpini and Alapini these four are Srutis of Paficama. Whereas Mandat?,
Rohini and Ramya these three are based on Dhaivata and Ugra and Kshobhizi are resorted in
Nisada.

RIS hRATOTATT: HTaT & |
a'éfﬁ% YSoRIAYY A el gaecad |23

93. Ancient authors of treatises have narrated these Srutls in which they have divided these
Srutis between two Sadjas.

g gIaRITaed AGT §cd STATeddT: |
TN PaEd ad a9 Fera« ||Ry||

94. Though these Nadas are divided into above mentioned twenty-two divisions of Srutis yet
all of them are not found in practical use.

SULADHENVN T HAT e Fehlfcie: |
GRETATEATT &R FIEFAAT: ||RY|
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95. Above mentioned names of Svaras are mentioned in Laksya branch but other all have
agreed Svaras- “Sa Re Ga Ma Pa Dha Ni” (The Svaras “Sa Re Ga Ma Pa Dha Ni” are accepted
by all)

UrleEaRegareafa: Iame,
HATEYCT: TR e Tgor A |

TS HcAT JAAAHTHTEAITETT: | [QE| |
96. Ancient authors of treatises have arranged Svaras in following manner. Among Srutis, the
fourth one is Sadja. the third one from it is Rsabha.

TSUHIAEIAET URT fgfaedd: |
et fecframar weaaAtsy aq:Afa: ||Qu||
97. The fifth one after Sadja there are two Srutis of Gandhara and the eight one after Sadja
there are four Srutis of Madhyama.

RAITHILT HcT>uAsY ad:-Afd: |

RN daareiaeda: ||:¢|
98. Fourteenth from Sadja there are four Srutis of Paficama after fourteen there are four Srutis
of Paficama after fourteen there are three Srusi of Dhaivata .

eI fAwmer feyfaedd: |
ThiaedT g aegeaareafa: |[|_Y|

99. Eighteenth from Sadja that is twenty first and twenty second are two Srutis of Nisada. Such
arrangement is found in Granthas.

ﬂoﬁwsﬁo—crz, aﬁ‘qﬁUTIEU?} AT AR RIAFA UETARTATITH
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g, gldmes, |~
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R
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AR AEERAA AT |
Y @AY FELAS A |
%ﬁ\*:am:aiéjﬁl ﬂalﬂlilﬁﬂ é‘ﬁ?l’: |2 00|

100. Among all Melas of Ragas, Mukhari Mela is the first one. This Mela possesses all seven
Suddha Svaras.

TTHTHINT TSTACTATSTAT: |
¢ ¢ fawrgameemt e Rusrdadr ||209)|

101. Again Sadja, Madhyama and Paficama each have four Srutis, Nisada and Gandhara have
two-two and Rsabha and Dhaivata each have three Srutis .

APIACTHT rEACITATTaa! |
YA 3fd Jeroleaor AT |[203]|

102. It is popular as well as supported by the scriptures. Tulajendra has confirmed it as Suddha
Sadharana (Suddha Svaras) based on Suddha Sa.

T IARPYAT gcUeet: FaRAAR: |
FARISIMNTT TUIh: HUTCHIATOS: |[203|
103. The Mela of Svaras which came into existence by this arrangement is called Kanakangr
by the scholars of Karnatic music.

YTl IF AT YA HAGH |
sfa odf aafea #@ar Jezafea: |[2oy||

104. This only should be Suddha Mela of ancient treatises- all the experts of Laksya Sargita
who know this or believe like this.

AT T AT YA AT |
O THATEIATA! ETIaalli Ii0sd: |[2oy||
105. Suddha Mela is easily obtainable only by this arrangement. It is known as ‘Harapriya’ by
scholars like Ahobala and others.

Reqrariaugear JidshATauard |
ASFHOMEAT Fel: Y& FARIT: [|20g]|

220



106. In Indian Music system due to controversy in the order of Srutis, the Mela known as
Sasikarabharapa is also proved as Suddha Mela.

3T A Ad: Yol TYHAAAAAT: |
TAY TeTd WS Tqgeat Frfudr g [|2ou|
107. In this Mela, Sadja is Said to be resorted in first Sruti, but the Same is found established
by learned on the fourth position in treatises.

FYIE Iy FHged AUATATHA |
fReqrariaugaar dt Tt el Al ||2o¢||

108. In some treatises Sa and Pa are considered as Mydu (soft/tender) whereas in Indian Music
system both the Svaras are believed to be ‘Acala’.

YA & Fa9 vsoraH sRa: |
AEHTSRURE AT STATHCIAS T |[$0%|

109. Indeed, Suddha Mela is proclaimed as Sadja Grama at every place therefore, it is worthy
to call Sarikarabharana as Sadja Grama.

Reraratfac:

C
TRE] IGd: AT fFATAr Ier #7ad |
del a&g fadhdcargafpdiea dfvsdr: ||¢2o]|
110. When the Svara slips away from its original position of fixed Srutis, the experts accept
that change of state as Vikrta Svaras.

RemAveaTered fashar: #wwafed Id |

Y AV APREEAaua Afaedwe |[22¢||

111. In Laksya Sangita Re, Ga, Ma, Dha and Ni are likely to get Vikrta. Therefore, | describe
their modifications in detail.

YEYsTArT A HiFar Rwer: fua: |
HIF YTy TEARE T=: |[223)|

112. Between Sadja and Rsabha there is Komala Re and Komala Dha is also there between Pa
and Dha.

MR REAHEY FFAT: HIATR: |
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fAWTEIsT ereliered FqaeT: gareyd: ||223]|
113. It is accepted that between Re and Ga there is Komala Ga whereas between Dha and Ni
there is Mydu Ni.

NIHETHE] WDl Feel AYIR |
FaagINaafR=araredrstatine: [|2ey||

114. A Svara that lies between Ma and Pa is called Tivra Madhyama. It is an additional Svara
which is the base of all the varieties of Music.

PIBIGIEERRE]
Y 9y FUFAT fAhdlEAT Td: HAT |
Id: FEIURUMAATITHA STl |[299|

115. Now I narrate gradually about the composition of Vikrta Svara so that Ragas written in
different texts can be clearly perceived without much effort.

HHAT AeIYEE Fqsafy qda = |

et  Rearas 7=y rgaerht ||22€]|
116. In the treatise of Laksya branch Sa, Ma and Pa are narrated as distinct (Suddha) similarly
Re and Dha are also Suddha and distinct.

3HEATH T: HIA IETT RO H: |
ATMUREAST FeAY AR THET: |[2 20|
117. In our Music branch (ﬁmm?ﬂaﬂaﬁr | )Ga which is Komala is considered as

Suddha in theirs’ whereas here which is Trvra Ga is described there distinctly.

IGRICESIECAN I C  CreaCa I e Cal
A HIdgR Aoy TITehiASTET: ||2e¢||

118. Our Twvra Ni is known as Kakali Ni, whereas that which is Komal Ni in familiar treatises
is known as Kaisiki.

NIHET FoUHAT d5a: TF: FoAtarar: |
RISH: GRS HiRAhr g=uar Fqg: ||222|

119. Many authors have taken into consideration T7vra Ma. Some call it as Varali Ma or Prati
Ma and Kaisiki Ma is soft.
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IEATERYT T Yt T I FAT |

Ty dd: $d dIomeus fAed=a |20
120. In this order Re and Dha and Ga and Ni become Suddha. For ease, it is clearly
demonstrated on Vina Danda.

[ TahaEaron dionevs frgeisrs
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gXMATIQT drorgy fagsieng
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=gl SgsiAEg Al draedeydl Jat g9 |

Prehedecidlded guide #Ad feaes | |28 |

121. Scholars believed that in Kakali Cyuta Sadja and Cyuta Madhyama are interwoven. This
principal is also found in Laksya Sangita.

qufg FRATHATBI,
AT IR T VS NG |

hHIGAIHIhed: TAT giafael ﬁgz |12 |

122. In Antara and Kakali Cyuta Madhyama and Gandhara, and Cyuta Sadja and Nisada
should be considered main or chief respectively.

gusﬂqol'agoiquwmmqﬁﬂ,
Flehodedlal: FA Jarderiash e |
gaE T giafael fohdd aeaeias: |

TICITIRT: AT Plholrdleai&al: |23
123. Scholars of that period have used Ni and Ga in third position. Everywhere Kakali and
Antara Svaras are rarely used.

a7 qEraay fgdafaas aFAfa: |
YAhARhed =geicd aT o SIS ||22¥]|

124. According to the second Viveka of Raga Vibodha Srutis more or less, is not a fault.

AETTSIMNATANIT TisANSeTI=LT: TITH |
AR STEAHAATTH TATTAHATE: |29

125. The Anga which is mentioned in other Granthas and which is useful in Laksya Sangita,
is described as it is by me in this chapter.

dGcEAATIITT Shaol TATTHATYAT |
AECTUl ITeetd i Fag=Lehcl (A ||2RE]|

126. The ancient authors have discussed the import in their own language which is not useful.

TN Q[&caidehdcddyd I=Uh:
AT,
Qg EaR I AT
S
dTaT FHGAT FHeal TealdcdTd TSoI: |

gATadT Eolell o IeherT v AT ||2U||

127. Tivra, Kumudvati, Manda and Chandovatt are (Srutis) of Sadja. Whereas Dayavati,
Rafijan7 and Raktika are of Rsabha.
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UG e T R afgeryr gaRof |
ST ATSTAICAAT: Ydr FEIATAAT: ||2¢||

128. Srutis - Raudri and Krodha are of Gandhara and Vajrika, Prasarini, Priti and Marjani
are of Madhyama.

eI T T T dTell ey gada |
Hewcl RO TAIAARETEE] dad ||
39 o aNfAoifa ¢ fAwe a@d: g |21 |

129. Kshiti, Rakta, Sandipani and Alapini are of Paficama whereas Madanti, Rohini and Ramya
these three are of Dhaivata. The two Srutis Ugra and Ksobhix7 reside in Nisada.

g ~
ﬂﬁ'&-‘qz Q—'ﬂ': EIIT: G@Gré'\ HIMURACTHAT: |
gsaar Saaay fawe sfa ag O |
YT T GRETATYAIRT AT |[[230||
130. Sadja, Rsabha, Gandhara, Madhyama, Paficama, Dhaivata and Nisada these seven
Svaras emerged from Srutis . Their other names are Sa, Re, Ga, Ma, Pa, Dha and Ni.

d HegHEIARTCIEATTACIETT HT: |
d va faspdraear greer wfaufedr: ||e3e|

Due to variation in position these (seven Svaras) are divided in three types. Mandra, Madhya
and Tara. When they become Vikrta, they are Twelve.

[CELERE

=garsegar fgur wsa feAfafdsdr saq |
TTYROT &Thollcd YT T 2T [|23R)|

132. Two types of Sadja — Cyuta and Acyuta become Vikrta in two Srutis. It is seen in
Sadharana and Kakali.

HROT AT STSSieveT: A Tar |
aq: AfdcaamaTta adH fagar saa |1233]

133. When in Sadharana, Rsabha is resorted in Sadajz Sruti , it has four Srutis then one of them
becomes Vikrta.

RO Y Teecied T |
TR 3 dger g egsa ffdat |23y

134. Sadharana Gandhara is having three Srutis and in Antara it has four Srutis so undoubtedly
Gandhara is of two types.
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FEIH: YSIdgUTSeaATURUTAATT |
TIA FUATH fahd: Tread:gia: |[¢39]|
135. Like Sadja, Madhyama also becomes of two types — resorting to Antara and Sadharana.
In Madhyama Grama, Paficama being Vikrta has four Srutis.

ik reholica o AwTErerad: Afd: |
g faspdt siet gifafa greer T ||
o e FEf: A HaecddTaRIta: ||238]]
136. Kaisiki - Nisada is having three Srutis and Kakali Nisada is having four Srutis. Thus, due

to two types of Vikrta, Svaras become twelve. Again, they become nineteen with seven Suddha
Svaras.

gqor
YET: HACAEN T AegliaedTTecl (e |
YA dTeHcAYSel  faepar greanfedr: ||23u]|

137. Due to three positions like Mandra, Madhya and Tara, these seven Suddha Svaras have
become twelve, being Vikrta by Cyuta and Acyuta.

A fader ygar fgHfafdeaeder |
ATEIROY = F FIchlhellcasegd: THA: ||23¢||
138. When Sadja is having four Srutis, two of them are Vikrta. In Sadharana it is said Cyuta
while in Kakali, it is said Acyuta.

Feferwer: AraRor wisell Afd B |
T A dcadTIeTedge! fashar srad ||239)|

139. Rsabha having three Srutis in Sadharana is resorted to Sadajt Sruti. When it is having
four Srutis one of them becomes Vikta.

RO ALYHAEY AMURTEA s |
TqHlecicd ofafd aqAfdaRic fgem |[eyo||

140. Gandhara of Sadharana Madhyama is having three Srutis and in Antara Gandhara it has
four Srutis. Thus, it is of two types.

AT dle AT HEIH: vgoldgdd |

RIS ed o fgsffafderaedar |[exe]|

141. Like Sadja Madhyama has also become of two types - Cyuta and Acyuta. Then in
Sadharana and in Antara it becomes Vikrta by Two Srutis .
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TSUAT AEIHIH FYfdsad & |
AEIATY Afd 9T RS J a4l |82
142. In Madhyama Grama, Paficama Svara is having three Srutis. Having got Srutis of
Madhyama it gets four Srutis of Kaisikt.

St ALTHIA fahd: FaTeEd: Y|
ik Prehollcd o ASTCTERT |
T HAT: esiaecdeplaAtaeria: ||2y3)|
143. In Madhyama Grama, Dhaivata becomes Vikrta with four Srutis. Kaisiki Nisdda is having

three Srutis and whereas Kakali is having four Srutis. With those seven Suddha Svaras they
become nineteen.

HfATRITTTYA TARIAT AT |
TUTIASTFIT Aed AT ||288||

144. | believe that classification of Sruzi —Svaras demonstrated in Ratnakara is followed as it
IS in Sangita Darpana.

228



gy, mRTTTyAaTETang |
o TETZa¥

Fquasaq:

rrerrre — - IEH: PR

qerfaary), FaRfaoty:

FIAEIAIAT IT: Ty AaFAT 7:]|2yY|
Rsabha is in third, Ga is in fifth Sarani.

TEd FeRNEY: WisgEEfedl 7 e |
griaelEe: Wl fgaquras: qaugale||sse||

146. Pa is thirteen, Dha is sixteenth and Ni is eighteenth whereas Sadja is twenty second
becomes double than prior Sadja.

tafAefgraard fpd=ad o Tag:yfas: |
sfa warT: e Redeada afen g = |
AERUISATH Al ST e 7 787 | ey

229



147. For the purification of Dhvani and Vikrta Ni having four Srutis, now | tell you the seven
Suddha and seven Viksta Svaras and the Sadharana and Antara Sruti which are the Srutis of
Ga and Ma.

for: SRS T Fleheqy TS Ho¥dl T ¢ |

fSTAT FGURHAT: FATGAfarede|esc||
148. Kaisiki Ni and Kakali Ni though one, becomes two. Mydu Ni, Ga and Ma are different
then Sa, Ma and Pa are On third Sruti.

gleRlidehclleqd dafed o J YU guaeaiad: |
T T o 95 YieA FHEAAT:|| 2y |

149. The above said twelve Vikrta Svaras are different on the basis of Dhvani but they are
seven only and these five having same Dhvani are not different.

BRI
o JUh YEHAIHATYAGHR! T o Redl|
el FaFaresfaaeiy aq:4fad:||2ye||
150. Acyuta Sa, Ma, Ri and Dha having four Srutis are not separate from Suddha Sa, Ma, Ri
and Dha and Vikrta Pa having three Sruti and Pa having four Srutis are not distinct.

el o Tq:HfAer T A5hAAT Hegeredt |
dedtgToral feeA Y usug o a8 i ||29g|

151. Dha having four Srutis, though distinct by its characteristic is not understood distinct in
these five.

Ul [ AN ST Taehdleqa3Tade] 3Tg
Rerar: RYfAaraas 38 o= ST dUT HdT: |
ceRmESaffdieTed T ST JAT I 2SR

152. In Desi Ragas Ri and Dha having four Srutis when used in other Srutis seem to have five
and six Srutis and Ga and Ma have six Srutis.

sfar Ay Fevrafed T vaa fawreTon s |

TS YRAIMCHTIRUTA e fceh:||293)|
153. In Desi Raga from these other three Vikrta and different Suddha Ga having five Srutis,
six Srutis and Sadharana Ga emerged.

Rerqehreael oF: HRAfFer weyaeif A |
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fehec [ REFTATAT egdgdd JURIAT: | |29y||
154. Kaisiki Ri, Dha, Ga and Ma having Sas-Srutis are not distinct but these names of Ri Dha
Ga and Ma are different in practice.

ferard
Ty R g Yerd d TR |
yeHfad R: FTURUTT: ATURUTEAfaHasT-URId |
o 9uh o @eet:, ¥ Ta @ 53Y|

155. Ri having five Srutis, is not distinct from Suddha Ga. And Ri having six Srutis is not
different from Sadharana and Vikrita Ga.

IR dreeh TsoHfd: yefaaT o dad: o
rIfTvIeTd, $Hifehere dereafadhdisered HAvAT ||

Moreover, Dha having five Srutis and six Srutis from Suddha Ni and Kaisiki Ni and Vikrta Ni
respectively.

YeHTT: A YLAACIAT o JUF |

Ga having six Srutis is not separate from Suddha Ma.

Tsagfaeal R: MUR vq | Fesfasr R: @uror oq |

Ri having five Srutis itself is Ga. Re having six Srutis is Sadharana.
T gl Awie T | veyiad o SR |

Similarly, Dha having five Srutis is Ni. And Dha having six Srutis is Kaisiki.

T AAEGHRRIOT REETATAT JUFHAT:
;ﬂ—q-ﬁaoﬁﬁ q}q&lol?ldocd g digal: |
veHfdehed digd#d 3fd W ar JUREEIH |[29y||

155. Thus, the nomenclature given to Svara, having four Srutis is Trvra , having five Srutis is
‘Tivratara’ and having six Srutis is ‘Tivratama’ is appropriate.

SRITH |
I Hfded va g gfd Rendler d@xicgdiq | vd sogfashed wefdehcadng
daaEdade sfa T Tage |

It means that Svaras Ri, Dha etc. having four Srutis are given nomenclature Ttvra, having five
Srutis are said to be ‘Tivratara’ and having six Srutis is Trvratama Sajiia.

v gfa TR A 9 378 |

In the Same way Ga and Ma are also given these three Saj7ia.
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W ar sfd |

R AT WAl U™ JUE TG HET I SeH{dehed daIdd gcdehd Hal ‘o
dIFdIgaid A" T I [dhcdI>aHIdehcddl: IedHqATAI Idd:, AFT J
T Al dehca eI I aRIcTe Y fdeheaed TEFHaTeead: |

But and Ga and Ma having six Srutis are given only said to be Trvratama and not Tivra and

Tivra Tara. As Ga having four Sruti is given Antara Sajiia and five Srutis is known as Mydu,
Ma having four Srutis and five Srutis is not possible.

ARG T Al TG-S |
AHAAA fagquEpeAd afger ||

This makes it clear that Scholar Somnatha has narrated in his book all these Mela by these
Svaras.

qa TR H AT I d

EI AR AT
TTATIIHT  TSTHACTHISIAT: |
g ¢ vt e Ruerdadl||sue||

156. Sadja, Madhyama and Paficama have four Srutis each. Whereas Nisada and Gandhara
have two and Rsabha and Dhaivata have three.

Td YSoled: §E & YT Fehifcldr: |
faspartia adacdd ad aqee ||2gu||

157. The seven Svaras Sadja and others are declared as Suddha Svara, Vikrta Svaras are also
seven, in total they are fourteen.

o] TATeh AMSICA Taehell: E&T: |
greRNr: Y d T T HAAETT |[29¢|

158. In Ratnakara, Sarnga Deva has Said that Vikrta Svaras are twelve. And how can you Say
that they are only seven.

e IaToTdl Gl gIe-ITAdSTd |
YGIITAT HeTd HAAAT offard: ||2uR|

159. Really speaking that they are twelve types of Vikytas as per characteristics. Whereas from
Suddha only seven types are shown there.

IR AN cafadie: ghifdd: |
TSl IRINEAT FR0T [Aeheica=l1e ||2€o|

160. The types of Dhvani of five Vikrta Svaras which are left over in Adhara Sruti are
mentioned here.
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qaEavsfaeTer qaAfaaed |
31T FeTorar A qarbioasd: ||2&2|
161. From the accumulation of Srutis the acceptance and the rejection of Svaras is mentioned
before, yet on the base of characteristics | narrated separately.

MURYfAAScaTeaggdie = faaa |
&Y o Ag sfd I oT&gar Aecad |26l

162. On the basis of Adhara Sruti no difference is seen (there is no difference in Laksya
Sangita). Why it is no seen is narrated here.

YEVSSETIded ¥ Ygoll id ffad |

Il HETH: YEHCTHT THal i ||2€3]|
163. Acyuta Sadja is not different from Suddha Sadja, and Acyuta. Madhyama should not differ
from Suddha Madhyama.

eV Taehedl RV & qererae |
faepal Sad: Yeraade=TiaRead ||2&y||

164. Vikrta Rsabha should not differ from Suddha Rsabha and Viksta Dhaivata should also not
differ from Suddha Dhaivata.

ACTAAGIICIA G : T>dHE] T
fapdTcasaaTeda o ST e ||2ey|

165.The Vikrta Pa which is obtained from Ma on the basis of Sruti. Nothing is found from that
Vikrta Pa.

AEATEUICUEAY Jafthsdd U>ua: |
IeTs{cll TAEAEHTT JUeren Al HAT ||28E]|

166. Hence, Pa is hidden in above mentioned fourteen Svaras. Therefore, | have not narrated
it separately.

IJEEASAY T&T AeITAR: |
ATHTARITOT hyT RIecadgRIfigy ||26)|

167. Now I tell some other names of these fourteen Svaras which are well reputed in practice
as per Laksya Sangita.

AvsoER! w8 fAvgeds Hifdd: |
TYAvSIoAEIa & faehaa]|eec||

168. In Laksya Sangita Cyuta Sadja Svaras are known as Nisada. Therefore, Cyuta Sadja
Svaras are named as Nisdada.
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2] AEIHATNY IMeUReIdgRd: |

TYAHCIFIIRAAET fohad &7 ||2€2)|
169. Madhyama of Cyuta is called as Gandhara in practice. Hence, | have used the name
Gandhara for Cyuta Madhyama.

2 ERERE scmgoﬁehl, HETHAG T |

IEAMHN: HTIT ASTTT>THTEIH:| |20 |
170. Cyuta Paficama is well-known as Madhyama in modern world. Therefore, we also call
Cyuta Paficama as Madhyama.

qEd J FAATTGINURTATAATHIA |

RYH: PIAASEATN: TsafaaqaEg: |20
171. In Laksya Sangita somewhere Rsabha resides in the place of Suddha Gandhara that
Rsabha is called by us as having five Srutis.

THTYRUMEYREAE Rwsy afe |

AEATTHRA: NehEcld: TETR AATHS: |[262.3]|
172. If Rsabha resides in the place of Sadharana Gandhara, then according to Laksya it is
called by name Rsabha, having six Srutis.

TP TSAACIHISTAT: |
g ¢ fAueameamy FEr Rwsrdaar ||
gcdd s HsEATAA AR |26 .b]|
172. The experts have basically decided the numbers of Srutis of Sadja, Madhyama and

Paficama as four each, Nisada and Gandhara has two, two each and Rsabha and Dhaivata
have two-two.

faepeed FaRT: TUAAEANTIRUR |

(&

TATRY 2Rl faehdle], greRiEareT |[2b3)|
173. We believe that the number of Vikrta Svaras as five but in Ratnakara undoubtedly, they
are twelve.

(&

3rsilcshdlel GeT: THTg f[Aehfaeatr |

[d

HAATHATATT TEIHTINNTET: || 2] |

TR gsda faehar sfad grfead #2m
A 95a¥ails] Fegiedaiacy caIglrag|[2uy|
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174, 175. Again, according to some Vikrta Svaras are seven. Considering all these according
to Laksya Sangita, | have decided that Vikyta Svaras are five only and having deeply pondered
over it now we describe these five Svaras.

RO IR AU oRITAE: |
gl dt o FvFeEESE Aedt T eug|

176. Svaras named Sadharana Gandhara and Antara Gandhara residing in Madhyama Sthana.
These two are Vikrta Svaras.

TAFCTFAYS: TIHGTHFAT: |
YSSTET Il HiAPIREReEaRt ||2uu)|

177. Varalr Madhyama residing in Paficama Sthana and Kaisiki and Kakali emerged from
Sadja.

TaAd TR 959 faehel 3fd ot |
e YeTagar: F greer HfAdr: ||2u¢|

178. Thus, it is decided that these five Svaras are Vikrta and adding Suddha Vikrta Svaras
they are twelve in total.

TASTEAA 2T TIY GIGY TR Fodald |
YR FAASINdATET TegacHiel ||96R|

179. In this treatise, based on Laksya Sangita it is clearly seen that all types of Music are based
on the formation of twelve Svaras.

HSIMAARTA FRAU: |
‘3T A geRor HfAfquifedr Fa |
{ATERITAREAUITEAASYST |[2¢0|

180. Here, in this Sruti Prakarana, | narrated Sruti Vina. Now, | narrate Svara Vina as per
Ratnakara.

TG arad Ao FTERaoifa I |
TN VgIIGY: YEE: AT GReAITIAT: ||2¢e|

181. The Vina, which is played on the basis of Svaras is called Svara Vina. The Suddha Svaras
Sadja etc. are counted as seven.
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faspdr: gsa fAferar greer gfdarfear: |
fAanfea I3 @ Qiom TaRdofa T ||2¢))|

182. By adding five Vikrta Svaras there they are fixed as twelve. Where that Vina is seen it
definitely is Svara Vina.

HYTET 9d A 98 A0HEAdH |
ARUYT AETGSAET AT YEAT JAT ||2¢3|
TITIAT TR TATAT TUATSY FgcfTanr |
=T SR Trear T @i ||2¢y||

T AT FATSAT TAT Te>a1 JAT The: |
TACHTROMETYR: TTCGT AR AT [|2¢||
HedRTEITNHURETAT dosdl JAT HAd |
YeHLIATAETY gsaaT AR qd: ||2¢q||
fFaeda qar desar v Ty ik |
YT SYhEAAT To>AT IRIDIHACITHEAAT [|2¢b|
HAEIEYHAERT & Sl T ¥eg 949 ||2¢¢||

183 to 188. Now in this Sarani | narrate the chapter related to Vina.

There | establish Suddha Rsabha known as Madhya Sadja by Tantrz in first Sarika.
Thus, | established first Sarika and now | establish second Sarika for Suddha Gandhara.
Third Sarika is formed for Sadharana Gandhara.

Fourth Sarika may be for Antara Gandhara

Fifth Sarika is for Suddha Madhyama.

Whereas sixth Sarika may be for Varalr Madhyama.

Thus, in six chapter the Svaras having Madhyama Sthana are narrated.

Ao UsaAMNTRIT T T Y T |
Ye%d Uad: Yefavresa dd: WA [|2¢]|
FRAFATEIAVIGET FlheATCIANIGH: |
vEST: Y SeE: vey way |2 ||

189 and 190. By the third Tantr7 adorn by Mandra Paficama, six Svaras — SuddhaDhaivata
SuddhaNisada  Kaisiki Nisdda, Sadja and Suddha Rsabha are narrated in six
chapters/divisions.
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TR T AT Hldegeiitehead: |

U Sgfaem: rer fagpar saragRe: ||2:¢] |
191. Due to less or more numbers of Srutis Svaras emerged from Srutis are of different types
like Suddha, Vikrta and Vyavaharika (used in practice).

sfa Ber Aeraea ae gArsT faQva: |

VST ERecTaT: FAT: LT SR |99 ]
192. Now we specially discuss the above said three types of Svaras. Svaras like Suddha Sadja
etc. are called Suddha Sadja and Suddha Rsabha.

YEISTETAT YETH ScATCATATR: |
33 SFGEeAT TahdredTereaar ||2:3] |
ey fAecged HaEen fapdea: |
AURUTEIURITAWETUR T T || 238 |
TSAEId fpaasarRAsTa: |
HIRAFATEITATGH FlhHeAEI[AYCH: |
us faehdr: Q& Favaleer difddr: ||2]9]|”

193.194. Now I respectively narrate the Vikrta Svaras as follows:

In Sruti Sadharana Gandhara, Antara Gandhara, Paficama Madhyama residing in nearby
Sruti of Paficama , Kaisiki Nisdda and Kakali Nisada — these five are Vikrta. Thus, together
with Suddha Svaras they are twelve.

YDA HETTTERN AT |
fagrT Faeaaar A GO AT AH: |
AT AHAERVTT fafgareie aaar ||eRe] |

196. These Svaras having left their own name are known by another name. Those names are
as follows:

YEIR T TG>T TRIAET: |

TTIROMETMUR: Y ARIHHAR: | |20 |
196. Suddha Gandhara is known as Rsabha having five Srutis. Sadharana Gandhara named
as Rsabha, having six Srutis.

T efAvers™ Treeq: Afatad: |
TAch RIS ANTEISTT qur seyfadad: |

FEITTAR A cTodl fcheh JELR | |2:¢| |
197. Suddha Nisada becomes Dhaivata having four Srutis. Kaisiki Nisada is Dhaivata having
six Srutis according to Laksya Sangita.
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NIRRT AERII:
“rer: T farrear after Fafasddr: |
ThlATeIgeded o |d fAfear: T [}

Seven are Suddha Svaras, Vikrta Svaras are Said to be twenty and all together they are Said
to be twenty-nine.

W oA gt o TR gt |@iedr: |
T ATATATGDN: TR TF: THAUTHET: [[R00]|
Il Hfdgadat Ret Bt #at |

T FERGEMAT detgrigaasiigd: |[R0¢]
200,201. Sa, Re, Ga, Ma, Pa, Dha, Ni - these seven are Suddha Svaras, in which Sa, Ma and
Pa have four Srutis, Ga and Ni have two Srutis and Ni and Dha have three Sruis.
If the Svara is followed by the its Sruti, then what type of Tivra it becomes is as follows.

TR anfa dawar sareaE |
TATAAAAIT TeT NIRRT A |||

202. When Svara is having one Sruti previous it is known as Tivra Svara. If Svara has two
Srutis it becomes ‘Tivra Tara’, and if it has three Srutis it becomes ‘ Tivratama’.

TR aff deaw: = |
IAH: A IeAI U TIar T |03
203. According to scholars when Svara has four Srutis it is Said to be Ati-tivra.
HAATTATEIT T WTCAI FEr S9: |
I THToa g HIAATGRIR: ||R0Y]|
THATAIRITN TR FIATHAR: |
ATAGIIRTN AU Hoad |[R0y]|

204, 205. The Svara foIIowed by Sruti is known as Komala Svara. If one Sruti is less it is
known as Komala. If two Srutis are less it is called Komala 7ara and so on.

Jarfa
YIeRPTAUTYESA STl TaIHAT TTE,
“GehIHelcTo AT TedRoT o |

sifadiadasia ad IEM 3ERAT: ||R08]|

206. Even then, while narrating Ragas practically Ahobala himself Said that all Ragas are
emerged from Parva, Komala, Tivra, Tivra-Tara and Ati-Tivratama.

R o & qur &g faal T 180w |
g T T H T Jig TR JAT ||R0u||
H T fagdd ¥ T qared fgdfadd |
digeR e o dfigad T et |
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S G2 cTaFcdl IPTAGTUTHIRAHA |[|R0¢||

207. The characteristics of Ragas are shown leaving these ten Svaras — Pirva Re, Tivra Re,
Tivratara Ga, Tivratama Ga, Tivra Ma, Tivratama Ma, Purva Dha, Tivra Dha, Tivratara Ni
and Tivratama Ni.

Huda g?r:
“HWE: Y€ VANl YIRS |
TMUR: Y Tard RENTR 35T |08

209. He Says again Suddha Re itself is Said to be Pirva Gandhara and Suddha Gandhara is
by Tivratara Re.

IAHNTTAT 1 FeALTH: g a7 |

dad: g vardl Awie: qawe: |20
210. Atitivratama Ga itself is Suddha Madhyama, Suddha Dhaivata itself is Pirva Nisada and
Suddha Nisada is known as Tivratara Dha.

fAwre: g Tt g’ g |

Td T HIGeAY FEREUTET &I [|R2¢]|
211. Suddha Nisada is known as Tivratara Dha. In all instruments these characteristics are
found in the arrangement of Svaras.

3
31glaolel faguT TaReq gar & |
GIERITTAT & JIIaT: YIGer: d: ||¢3|

212. Even though, according to Scholar Ahobala there are many Svaras but only twelve
Svaras are generally used in Laksya Sangita.

dIUMEUS QL& AhdTaRTATIATHR: IR,
“ TORET gJAAT AUTATAITEIN A |

N

SERENECIBRRSCrin e e BIRSE]

213. To recognise Svaras practically now we are showing the characteristics of the position
of Svaras on Vina.

T TOeoTdIoTAT ALY dRe: TUd: |
3HAT: YSSIIHEY ACTHATAIATIR ||¢Y|

214. Tara Sadja is found in the middle string of Vina which gives clear uninterrupted sound.
And Madhyama is fixed in middle of two Sadja.

PHIMCARIAORAT I5H: TIRGTIH |
ST aAAALY MURET fRufasad ||Rey||
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215. The Vina is having three equal parts of its length. Paficama is fixed at the end of its first
part and Gandhara is fixed in the middle of Sadja and Paficama.

O g T FAIAASY REaT: |
JUAAETCY J dad FIRATRA |

ARG I e ferve e Ufasiad [|R2¢|
216. Re Svara is fixed at the end of the first part, and Dhaivata is fixed in the middle of Sa and
Pa. Nisada is fixed on the beginning of the third part of Paficama and Tara Sadja.

i QrETa,
T ATead FEY R HYHITAT |
HIITEATTR ARA: T, PIAAREH [|R20)|

217. Dividing Meru into three parts, Re will be there in middle. Re is fixed at the beginning of
third part of Rsabha on Meru - danda.

ATNTITHEY FIMIRATRA |

RIS s e dgameaRaArRd |[Re¢||

218. And Tivra Gandhara is fixed between Meru and Dhaivata. And it is fixed in the middle
part of all the three parts.

HETETedd ALY TaARRYSSaAl: |
HIAC Sad: FATCY: qIHATT FATRTA: [|R28|

219. Learned fixed the Komala Dhaivata at the end of the first part after dividing from
Paficama to Tara Sadja.

dda gEged AeEgaAlCad |
qEHRTEAIEd fAWIg diedrRd |||

230. In the Same way after dividing Dhaivata and Tara Sadja in three-part Tivra Nisada should
fixed at the beginning of the third part.

fafregfatararar e scafeeda |
dRRT QT ARflee] ATagRIASYAT |32 |

221. The arrangement of Srutis in a special way is named as Grama. In olden days it had great
importance but now a days it is not seen.

TSIHETHINURIEIAETAT A& |
RV Alecde T dced TReeqd#d | |R] |

222. In Puranas the three Gramas namely Sadja, Madhyama and Gandhara are narrated. It is
believed that the last one is lost.
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RO IR AIETAT TR |
Teh Ud VSSTA: TIhdl oTaThsea | |3 |

223. The writers other than Puranas have followed the Laksya Sarngita at present in Laksya
Sangita only Sadja Grama is accepted or used.

IR AT: REHSATAT: |
TAT & FESATUR: FRlecRdTHS: | |18 |

224. Previously Mela of every Raga was based on Marcchana indeed Grama was the base of
Miircchana. It was the definer of Antara Svaras.

faeparon TaRoT T deriiges AdH |
g AHAAL o dAfgITarsad (9] |

225. Vikrta Svaras were also divided between two Gramas but now it is not available.

foRtuTs #egaer aeey afttd qa: |
IATAY I-AY TT FIRTPH |[RE] |
226. In modern treatises it is clearly seen that the Madhyama Grama has totally disappeared.
THAIRAAA TR
FNTERA,
“FRAeAIfGd AT AHAT gl vSoraega! |

VSIUTH: U  GaeRAT Yl f&ua ||Rwv]|
227. With the rise of Bharata Narya Sastra, there were two Gramas, - Sadja and Madhyama.
Where Sadja Grama is resorted on seventeenth Sruri of Paficama.

TSR T5aA fohe wisel Afaenfeua |

ded ALIHATA: TIST e o TTd | (¢ |
228. But the Same resorted in the sixteenth Srutis is only Madhyama Grama but it is not seen
in Laksya Sangita.

YSSTATATAATAR] Td IMAfed I |
TEAHEIAH: SSSaAISH! sia HETH: | |8 |

229. All the singers sing the Ragas based on Sadja Grama. Therefore, the main is Sadja Grama
and not Madhyama Grama.
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“PASIAY IMRIATHT AT FHEITl |
TIIellh gddsHl TdNTHT TFATH | |30 |

230. All have agreed that among those Gramas Gandhara Grama is rare but it is not existing
on this earth but it is there in heaven.

IEATRAACTANASIH T Sdd |
dutfe ALgHRIe Byfa: doa: @q | (R3¢ |

231. We also believe that Madhyama Grama is not existing yet Paficama having three Srutis
is indeed Madhyama Grama.

TSHLIAT ;T JAGITH T |
AEIATCHIAY AEIHT A=A | |31 |

232. Right from Madhyama etc. up to the origin of Madhyama Grama it again becomes Varalr
Madhyama in Laksya Sarngita.

Y 2T AT RISHLTHAET: |
3T FEIHATA! FAGTATN AL | [R33] |

233. According to Laksya Sangita, in Ragas Varalt Madhyama is used/seen hence Madhyama
Grama 1S not proper.
T UF dd: YSoEH Scaaudd |
YSAATATGAT IR Schaded [HAEATH |[R3%] |

234. So, it is decided that there is only one Grama i.e., Sadja Grama. Therefore, Ragas which
have originated from Sadja Grama are narrated.

TErfaary adq
g Ydqul=caydl T Ffd T>ud HAd § T |

fohe TAhRY ST & usuA dfcs @ oA |[R39]|

235. If it is on the fifth position in Svantya Sruti and Upantya Sruti but in Dest Raga it is not
Vikrta in fifth position.

feoasir
Irdlaeds 959iid f9=h Imaded: |
CIEIUTICAT TEAT Pafed HETATATA | |36 |

236. Ancient Granthkaras have made the division of music on the basis of Grama. But southern
musicians make the division on the basis of Madhyama even today.
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Regruriaugear Ay AvgAET ad |
FAHSINTATIET TEeNd guedd | [3u] |
237. In Hindustant Sangita Paddhati varieties of characteristic of Madhyama of all types of
Music is nicely depicted.

Al AT FGTRST HEAGY T HRUM |

THSTHAAOT A&TALIT Had | |3¢| |

238. Hence, | believe that it is seen in Laksya Sarngita due to any reason the followers of Laksya
have made the composition of two treatises.

ThTHeed I T IASTaRd: |
ARG HAEIHAT: JAEN o {AGIra: ||3R]|

239. The use of both the Madhyamas as per need in one Grama only is not unsuitable.

PG APRITT HeddecdhdTHS |
FEAATAG e T TR | |¢o] |

240. The Vikaras like Komala a etc. are possible in one Grama indeed this change in music is
now acceptable by all.

AT NdasTAae T+ |
AT T AIANSEAT |2 |

241. Having referred Laksya Sangita by ourselves without any pressure, now we are excelled
modern treatises.

TgNdledddandTdTes giger Tax: |

fAer-caTefaishr T Jergeraadiosar: | |4R]|
242. The twelve Svaras, included in music are not found from three Gramas. Now-a -days the
scholars of Laksya Sarngita believe like this.

TETTEAT AT A TISIHIUTHTERIH |

TYAISHI caTEieaHdcd U ol ||¥3] |

243. According to Laksya Sangita the clarification that Grama Tattva was not connected with
the treatise but was separate at that time, is correct.
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SRRl d fciedTcHg N IREcH |
Hidded o AT AreEfaer gEaaa | |uy| |

244. The scholar musicians have agreed the fact that the change must have taken place in music
according to place and time.

JUhT Jgar IEM: FFgd gRkafddrn: |
Ted Tl ded IaEd TF: GReher: | [yy] |

245. In Laksya Sangita it is accepted that many Rdagas included in treatises are seen changed
as they may have sweet tune.

ITACH T FIfd JqeRegaeTs |
STeATiataar @ar fafdd IRadeta | |w8 ]|

246. At the Same time the foreigners have also undoubtedly made change of different types in
one music.

YHIGIGTY HFAIRA @M Hedl aTdT: |
&Y TES GIATAT: dheledT: ATEhIAS: | [0 |

247. Due to laziness and possessiveness the Ragas have declined organised by the experts in
Laksya Sangita.

ATTRIOTH,
Regraeiiagcar TavT: WhrEd gree |

SEATAAHARRT TEMONfATY AT | %< |

248. In Hindusthaniya Music Svaras are said to be twelve and it is accepted that they are the
origin of Ragas.

g Yereq fahar: g a7 FHIRAT: |
ARG AT Hag Iehgaa: | [¥:] |

249. There it is nicely explained seven Svaras as Suddha five as Vikrta Svaras. By the proper
arrangement of Mela for the purpose of pleasure.

FEATRYAEMON fqurs s7a Fafad |

T eh AGHTHTATT T AIGHAR | [90] |
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250. Somewhere the statement showing the use of Sizksma Svaras is also heard. Due to
unavailability of rules and regulations showed in treatises it’s discussion now has become the
matter of controversy.

TS AhT: FRTTgar aivear afg |

YA Aol HIEATTT THSIA: | |92 |
251. There also if certain rules formed by are desirable then I will discuss them at other
occasion.

ATy faaare aRomAS TreqYE |
fasmmer  durAdepiqerorstagerst |4 |

252. The result of conjunction of different Srutis is also different but this type of knowledge is
rare in audience or listeners.

HHATCEARIUT FATATHRIGHTERIGUTH |
AScgedd ey da TAEESAY: | 93] |

253. In Laksya Sangita gradual ascending and descending order of seven Svaras is called
Mircchana and that only may be the origin of Raga.

TTFRTAAY oY HST: FF afoTar: |
S ATATATEDT AT IEM: FHTIAT: | |98 |

254. In ancient treatises seven types of Miircchana connected to every Grama are narrated
from which Ragas have emerged.

fAeTEal TARET gOEaRYHedATd |

ol AREPeT dF FRIERATHAT |99 |
255. Beginning from different Svara up to the explanation of seven Svaras the settlement of
Antara Svara is distinctly visible there.

{ATEITEI=AY HSATH: Faiferar: |
TETHAT FEET TN fags #dH | [9E| |

256. In Granthas like Ratnakara etc. the Mela of Ragas is informed by Miircchana. All the
scholars considered this as a secret.
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MYfASY MEY IFHATATIOHA |
daepIATCRITa: TaTrar: IR&feTdd | [40] |

257. In modern Sastras the definition of Rdga and Mela are determined by the name Tivra,
Komala etc.

Ao o TRET IHARIChRETATH |

Tlih AEIFHT AJRdERooThd | |9¢| |
258. Murcchana of Svaras is named by Gamaka etc. which delights the mind of listeners is
accepted by Laksya Sangita.

HSATIEAR:
AT Fhd T HSAAT HAT: |
FFUIcT WISdacd AlSded ada T | |R4R |
259. Scholars have accepted three types — Sampiirna, Sadava and Odava of Miircchana.

Ia: g3 & Temear Teded A AT |
Aqe gAd ANAY ME GerfardH | [Reo] |

260. Hence, all Ragas are seen to be residing on Mircchana, the three types of Ragas are nicely
indicated in Sastras.

- FRTCHUTA T {ENCATTEF=a: |
sfa arEfder avd avgd gagaad | |62 |

261. Now - a - days all have agreed with the belief of scholars that the formation of Raga is
not possible from the union of four Svaras etc.

AREATNTT Fg9fid Aol Ad: |
U HSARAE] Hoehall oT&dacH el | €|

262. The scholars following Laksya Sarngita are of the opinion that in music Sa, Re, Ga, Ma,
Pa, Dha, Ni — seven Svaras are cause of Mela which is another name of Murcchana.

ARETHAEIRIHS Aol qargIrHITad |
TTATEIAY FEHAGTRISIThH | €3] |

263. The four Svaras Sa, Re, Ga, Ma forms the Pirvanga Mela and remaining Pa, Dha, Ni, Sa
makes the Uttranga.
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gatgal @A 9eht Fadt Ret qda = |
IIgE AEt Ad [Eragaeden! | |R6y] |

264. In Parvanga, Komala Svaras Re and Ga and in Uttranga Komala Ni and Dha are to be
known as the components of Ragas.

qaTser gt A gEas! vgereeaH! |
EENECRIEICECIECICEC I C RN RGO

265. In Parvanga the Svaras Sa and Ma and in Uttranga the Svaras Pa and Sa are Said to be
Acala.

Rerufaeaon o fGefafafaeian |
C
TEARShIAT 6T FTIAT IFTHART: | [REE] |

266. In Laksya Sangita generally the Mela of Ragas are formed by the expansion of the Vikrta
Svaras Re, Ga, Dha and Ni.

AT AT Aefoled AT o A |
JEATd AT dea®y fecad | |Reb| |

267. It is not possible to know Ragas without the knowledge of Mela. So, for the knowledge
of Mela, its formation is described.

TEAR AT
C
“¥5of IMATAGIR TcdX: HAM: TR |

FHIHTEITARIANT IMURIEITRIA o | [€C] |
268. The first four Svaras along with Sadja, are gradually called Rsabha and Gandhara.

OR

There the first one is not Gandhara and the fourth one is not Rsabha but the second and third
are Rsabha and Gandhara respectively.

YA &F HATYHA AR |
fedrnfeaa oy smaEfad sada” | |ve] |
270. Here, from the first to third they are given name as Rsabha and the three starting from
second are given the name Gandhara.
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FESTeTT Iy INwATAT Il |
TMENeE e AERIETT ToT: | |08 |
271. If the names Ra, Ri, Ru are given to three Svaras starting from Rsabha then the names Ga,
Gi, Gia will be there for the three starting from Gandhara.

IJedd GERY ¢ HAT: GOSAHAT: |
e gRaeadfAcafea afgar ¥pes |62

272. Scholars believed that these six names residing in four Svaras are clearly done for the
success of expansion.

Td T TsAESY ey adeaiy |
TN Heesh Tehifciasd |03 |

273. Thus, in the Svaras residing beside Paficama the six names Dha, Dhz, Dhu, N, Ni, Nu are
given.

39ghsy qaiel GEARhIAT ¢as |
YCYFRT: FFEHAY IEMAAENTT O | [W¥] |

274. In the above mentioned Pirvanga it is certain that these six types are formed by the
expansion method as they were useful for Ragas.

TWETAT FRENAT TRE[AT T |
TIEAT FRIAT FIEAT FAEAT: |
FATAT T A0 TF: IREPen: | [Ru9] |
275. They are as follows: ERTITHT, ERFNAT, FELAT, FATNAT, TLTAT, TLI[AT.

dUEsEs JEARTHATAGY A |

3G cdelold Ol dlgdied 8 |
AT JETeATHT qeTgaieaT: g [|ue)|
276. In the Same way in Uttranga, there becomes six mela like - TETATHT THTAAT TTTAT

W@W t\(—l: q‘\Uiﬁaaz |
ATSTeTeheadTT olleh AT JoTd ||Rub|
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277. By joining these two Asngas or formations Pirpa Mela is formed. And for generating
Ragas also this only is used.

AEALIATY T AfT dehrsT qfosd: |
dIgHEg gersihr A Ae: IRTPe: [Ruc||

278. Suddha Ma is named as Ma by learned and Tivra & is again named as #T, so the difference
is clear.

TASTAGRISINEHET TUH & |

YeReAGaUasacaar 7 e ||Rus|

279. In first group by the use of Uttranga Saraka we immediately get 36 Melas undoubtedly.

A AACTFATY HAA e FALT: |
TIoAd del T A=A ATHT: |R¢||

280. In place of the Madhyama which is known as = (Suddha) if Madhyama st (Tivra) is used
then another 36 Melas are formed.

il graafa: Wil AoHsEar  J8dd |
GRS STHATATHAT [R¢?||

281. Thus, Vyankatesvara has composed the 72 Melas on which all Ragas are resorted.

ﬂ“éﬂlal od YhT:
TFYUleg AeldT: WsalsTANI: |
Y YhRT: FEHdled dledsdsyd TTaEaie R

282. Now | describe in detail those types which are based on the difference of Sadava and
Odava from all Melas.

HRIE TegaEFolt, faetasi™ adq = |

¥ HITUAT AT T HeaAsya |Re3|
283. The first type — Sampiirna in both Aroha and Avaroha.

3ol J FFquUif faelle wsa: g |
qaig: quT 3Re faele disar #d: |Rey||

284. Second type Sampiirna in Aroha and Sadava in Avaroha. Third type — Sampiirna in Aroha
and Odava in Avaroha.

yIsar Agor TE] FEYUT: FAIfEENHS |
aqf afttar #e: g I g Rey|
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285. Fourth type — Sadava in Aroha and Sampiirna in Avaroha .

3RIUT WIEdcd fdeitds ada T |

TATCYISdlsd: W8: AT GEAT: [R¢E||
286. Fifth - Sadava in both 4roha and Avaroha. Six — Sadava in Aroha and Odava in Avaroha.

3l Mg I&q FFqUr Ao |
FFA: AT Ael ey AT gave: |Rev|

287. Seventh — Odava in Aroha and Sampiirna in Avaroha.

HRIGO! disa: TMigelids Wsa: Ja: |
IEAT ARITETsea: WeadsysT [Re¢||
288. Eighth - Odava in Aroha and Sadava in Avaroha.

3irsal Agur AcgARIgsT disa: |
ScAd gToTarT Sl JAETSAT AT ||RCS)|

289. Ninth — Odava in both Aroha and Avaroha. Thus, | have narrated the types of Mircchana
of all Ragas are.

feaafasSomedn: qdaa FAfed: |
3YAHT AGHET: Tedehedl Haled o [RR9]

290. Previously I have narrated 72 types of Miircchana, and from each of them these nine types
are formed.

QFRRETHEAT AU
31y Fd gareny fSrerger fAwaor |
HOATTTRIENUT SEpe T FIAERH |32

291. Now | describe in detail the Ragas originated from Miircchana for the knowledge of
people interested in Music.

UEEAHASATSH TSSO |
T HEATSIRIENUN Ha: HEATAGAAH [|RQR|

292. Here, we describe the numbers of Ragas which are originated from the Miircchana
named Sasikarabharana having Suddha Svaras.

FFIUIRIGTaEYR Teh Tq {3 |
FFQUINTSarFdT ¥8d HFHdled o [|RR3||

293. Raga having Sampiirna Aroha and Avaroha is only one, where as there are six types of
Rdagas which is Sampiirna Sadava.
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geoifsaamraty gsaerfddr: g |
gl aRTPE ST dfgere [RRyY|

294. 1t is clearly defined that there are fifteen types of Ragas having Sampiirna Odava.

YSaRIgHFTe=1 faelld quTargar T |

YCHSRT: HFAAled o dF HIsTT TAA: ||RRY]|
295. There is no doubt that there are six types of Ragas having Sadava -Sampiirna.

WSARIGHDT aeaAsi o wrsar: |

YIS EHETT Aodod oIeIehIiae: ||RRE||
296. Scholars of Laksya Sangita believe that there are thirty-six types of Ragas having Sadava
Aroha and Avaroha.

Srsdtsadiered Adfd: FFGRIf: |
TSGR WE o IREPEAS To: []RRU]|

297. The types of Sadava and Odava together are Said to be ninety. It is again clear that the
fifteen types of Ragas are multiplied by six. So, in total 90.

HISaRIBEDT A WIsar 3T [|Re¢||

AafafAaudier Jegaeay [ R}

298- 299. All Laksya Scholars believe that the types of Ragas having Odava Aroha and Sadava
Avaroha are ninety.

Jtsalsasieed RATRT AT |

Teheh &l HST JhRT: HFAAled d |[300]|
300. Ragas having Odava - Odava are having 225 types from each and every Mircchana
(QRATIT = R - FHAGATT T5URT:, o1 = R, P = U JFHA drHAA I 3
RY)

HSATIEAR AGLTH
“FHTCEATOTT THTATHARIGHTGRIGUTH |
HSOcgedd ATE deared T4 AT ||

The change in the position of seven Svaras in Aroha and Avaroha by order is known as
Mircchana. Three types of Mircchanas are mentioned in treatises.

RESCHEEATECECHR EC IR IR
WIS AT HIHSEAT ATLATTHAATH || 302 |
301.By fifteen types of Sadava and Odava undoubtedly there become innumerable Ragas.
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Hisdisa Saed WATHT HAT |
YaAT FATEITAT: JeAoihiok 19T | |303] |

302. The 225 types of Odava Ragas are previously described by me so it is useless to revise it
again.

Td GIAHSET T Hell: TREPET: |
deagdefAdr: giafar famero): ||303]

303. Thus the possible Melas from every Miircchana are clear. Thus, learned have decided the
number of Ragas are 484.

fewafaaesy e ofEdr: |
JHACAYAIHAT I dcd: Gol: | |30¥] |
304. Considering this calculation 34848 Ragas are originated from 72 Melas. (a§= ¢, TH=3)

TENCITCATG AR HUNCEAS |

IELATSTT Gl HAHIGEFHT ||309] |
305. All agreed with the fact that this method of origin of Ragas are popular in Karnataka even
today.

Reqeruriigugcar AR TR 3 |
frefar oreafagl IeNcaesIgda: ||308]|

306. Over and above this Laksya scholars have shown other ways for the origin of Ragas in
Hindusthani style.

IRIGOT AT FRT o TiAcidASD |

372qar ATGUATHT STAAGETHGHA | |300] |

307. By not using those Svaras in Avaroha which are used in Aroha or by changing its position
another type of Raga is formed.

EeE TRy afRreT ashdr 9o |
AFAEASTYar difeHaeaargar ||3o¢||

308. By using Vakra Svaras in regular Svaras another type of Raga is formed. Or by using
different Vadi Svaras in to lines of Same Svara different types of Raga is formed.

o JEMOT o ATl HAMT f&Gad |
sfa IT2aa didh Shadl daATIHRA | |308]|
309. ‘There is no end of Ragas and Talas.’- this famous statement is correctly Said .

aegfeufa:

S

Udlaar Iie TSEIT PN METATRAT |
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AN 7 T T Tl i TEpe | [3¢%0]|

310. It is clear that if these numbers of Ragas are decided by Sastras than all of them are not
found in Laksya Sangita .

ATHET FUSHTGHAcAIST Juf>ear: |
&y vfAfEataTggaeaRIiadr: ||32¢2]|

311. The number of Mela is deeply expanded by authors / writers. In Laksya many of them
are ignored due to lack in popularity.

YT IMIRr F fASOTAT IMATES |

MeaEdd HIed Faragrerrdgdd ||3¢3]|
312. It is heard that modern singers who are expert in vocal music sing a Raga in two hundred
ways.

IEGEIGE R E
ELCAEEEIREDIE
fraafaaceEar AATdeTshear: |
TIH Teheh d TIT dcYBhRUTH |[323]|

313. Vyankates$vara, the founder of 72 Melas in his treatise clearly narrates the cause of its
creation.

‘o] Tewafasfar saar aRefeaar: |
9T GeRAY AT Hfafea & (|30

314. Indeed 72 Melas are formed / created by you but only few of them have become popular.

TIed o J FAS deT dAcchedel T |

HodHIRG=arETiefa dfcedgead |[3¢9]|
315. All of them are not seen so its imagination is useless / to think about it is useless. It may
be Said like this on the basis of imagination.

Iefedl: We] AT GAEAT 3T AleAaT: |
ay arsehfadecaraasafideatiad: ||3¢€]|

316. Indeed, local people are innumerable or uncountable so, the experts of music may have
Said like this.

Y FHOITISTHUITN FHeCTAATT Hieddl: |
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IEACIETATATAT A o ATEFHINTRT: | |32 |

317. Those Melas which were based on imagination, are based on imagination and will be
based on imagination and found in Sastras, are known to as.

T T RREMEAGRTEHAIH T |
HAEI FHoAIaT U Hell fegqafa: ||
ey dadergen o HROT Had | [38¢]||”

318. For supporting Desi Raga and their common Mela, these Mela are raised up to 72, so,
there is no reason for suspecting there.

GGl el Haar gugad: |
IEMOTMATT FSEAT AoF FAfGAT 7 | [39%] |

319. By this the numbers of the Ragas which are pleasure giving, following the rules and which
are accepted by learned also become limited.

TR T &TOTI oY
ELCAEEEIREDIE
Gt FAATEITT IIMMET GAETOT: |
Il qaaedY oT&TuTial SAst=T | |30 |

320. In ancient treatises it is Said that Ragas which delight the mind are having ten
characteristics. Now | narrate those characteristics.

oeonfar geihifal dledea drdered: |
gl AegdR! T SOEeATHeT  gAT | 32|

3 FeIAGaTal Sged e 2T |
areTonfel eRianfay MU HeAdIsgae | 3R] |

321,322. Here, ten characteristics are narrated right from beginning. Authors of Sastras have
mentioned ten characteristics as Graha, Amsa, Mandra, Tara, Nydsa, Apanyasa, Sannydasa,
Vinyasa, Bahutva and Alpatva.

URETS A M T TR TAgH A |
Mo dg=aral qudd TRre: Io: | |33 |

323. The Svara with which the song starts is known as Graha. The Svara which is used to
end the song, is known as Amsa.

TgM I AT FAROM: F HLAA |
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3RFEECTHAd Sliaeay gfd T | |3y |
324. The Svara which repeated again and again is known as Amsa. The Same Amsa Svara is
known as Jiva Svara.

ShERMARTOTAT ol TITARE I |
SRATTAT YATAS HFAC TRAATH | [3R9] |

325. Again, the change in them is agreed by formerly the above Said ten characteristics may
have significance. But now again in Desi the change in them is accepted/agreed.

SIAER FI&TOTAT FITOTTHG gules |
T FaAradIT FEEaldT: | |36 |

326. In Vyavahara or in Practice it is seen that the scholars have described three characteristics
only.

AT AT Jsd & |
TR 9 oIed Ted 3 FATH | |30 |

327. But now we, the followers of Laksya Sangita have agreed that principals/definition of
Graha, Nyasa and Apanydsa are not suitable for Laksya.

duifg sicaaradisras
A HfaEaaHETeafe Faar afg |
ATATCRETATSIAT SAREEG d HAT: | [3¢| |

328. The Ragas in which there are no fix rules for Srutis, Svara, Grama, Jati etc. and which
are spread in various provinces are known as Desi Raga.

FIHARYATdcd G2RTITcaeraTore |

fgd  afd o AnfcaAgaiaras | [3%|
329. To move / proceed forward as one’s desire/liking is the characteristic of Des7 Raga. If it
follows the rules / if it is as per rule than it is characteristic of Margi.

ARMHT ATSITHFHRETETON
TETRIARATGTT T HTYITHh! AT |
3 Fearaf=ardl Sgcd ATeddr 4T ||330] |
LTV ERATTe @0 FHAATSTa |
SRATATATY YA hATeTaTUHTad | [33¢] |
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330,331. Authors of Sastras have described ten characteristics of Ragas , as follows — Graha,
Amsa, Tara, Mandra, Nyasa.

IaArel M M EGROT T $HAcTE: |
agaﬁaﬂuﬁaﬁmvr'rer: T $2ad |33 ]

332. Graha is that Svara which is always sung in beginning of the song. That Svara which is
repeatedly sung is known as Amsa.

32T FERIIART ShaEa? 3fd Fd: |

i TAROT Jgled T Aegea? 3o ||333] ]
333. This Amsa Svara is also known as Jiva Svara. The song which is sung with low pitch is
known as Mandra Svara.

3T FAOT dgled 8 dRER 3T0d |
SOIEAY: I HiAdl AT T AT || 339 |

334. The song which is sung with high pitch is known as Tara Svara. Nydasa Svara is that with
which the song ends.

AR O Tore fAaafa @ |

HIE: § TSI Ecdlca ledhdATaShd | [339] |
335. The Svara on which the song ends in the middle portion (sa=®) is known as Apanydsa
and the other nearer to it ends the song.

gfd fiaT HA AT ITHERAIGAN: |
gl A1 M EusEaaATashd | |338]|

336. Thus, Nyasa and Apanydasa are of two types. The Svara which ends with the first Carapa
of the song is known as Sannyasa.

MNa@UsaIaE=a fasfa ¥ & |
foeara ual gearafaearat aRarfefa: | |
easdrausaraeay wafd Hifddaa ||33v]|

337. The last Svara of each Carara in a song is known as Vinyasa. These two are known as
Sannyasa and Vinyasa by Bharata and the middle one is Said to be is Apanyasa Svara.

JeIgEe dEFITAr Sgcd Bfae A |
TRTATEIAT Tdeoded IRITIdH | [33¢] |
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338. There are two types of Bahutva — Alaiighana m Bahutva and Abhyasa Bahutva.

Hreheds] FAREAEcAISUATATT THH |

TEHTT TAXEAT A AoT argar | |33%] |
339. Alanighanam is that where one Svara is touched or not entirely and constantly.

AT TATGAT SAY=arorA fg dd |39 |
340. Abhyasa is that where the Svara is sung repeatedly due to intervention. Thus, it is of two
types.

3eUcd I g8 UhdAT9g e aIggalTd |
qafhIaIraI R I HTaTE: Jehfdd: |
qafehTelSE=ATd oIgte IRHITTTA | |382] |
341. Alpatva is also of two types because of 4bhyasa and Langhana. Anabhyasa is that where

there is lack /absence of above Said Abhyasa . The absence of above Said Alaighana is called
Lasghana.

AIEIHFATGI-TehI0TH,
iR afataearadfder: T g8 |
aTfeHFEaTeaTeaartesT facaer: ||3s3]|

342. In every Raga there are four types of Svaras found by learned — Vadi, Samvadi, Anuvadi
and Vivadi.

dEERFcds U FFENY ddq 7 |
QETUTHAATcd faardy afsteea: ||3¥3]|

343. Vadi Svara is only one. Samvadi is also one. The remaining are Anuvadi and the Vivadi
Svara is called Varjita Svara.

T

IATR
TJIAUT: TR AIE) FFEAE ° faarEiy |
3HATEY T A TANT Sger: T | |3y |

344. There are four types of Svaras — Vadi, Samvadi, Vivadi and Anuvadi. Among these
abundant uses of Vadi is seen (Vadi Svara is used in practise abundantly).
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AT GERITEl a7 IYRAINERT: |
e gearfest ot Tar Aemasataartest | |3y |

345. The two Svaras Ni and Ga, whose twelfth or eighth Sruzi are internally influenced. They
become Samvadi to each other and elsewhere they are Vivadi.

ReiRg ar wrar dt gaer Reuraf |
AVOTTHAGICed aTer IeTsT Mad | |3yE| |

346. Similarly, Re or Dha also become Vadi and Samvadi and the remain are Anuvadi. Here
Vadi is Said to be a King.

HATE! cIHR e ATAISIAYIT |
faardy famdidcarged Rqua: |
JUTHATATATR cdTcaIaral d cdad | |3u] |

347. Samvadi follows Vadi so it is called Amatya. Due to adversity Vivadi is Said to be the
enemy of Re. and as Anuvadi follows Vadi — the king and Samvadi the minister is like servant.

o

AT ST AR >ddH |

BT fhiraecariifgea #afder #a ||3y¢] |
348. According to learned in the definition of Vivadi Svara some different secret is expanded
by Ratnakara.

qTiSTa
HINITEAAR: Jaafod HAERT: |
g SEYT IET alfee F TR S |[38%] |
349. The authors well-versed in Sangita Sastra Say that the Svara which is often used in
practise is to be known as Vadi.

Ay garfeat df &: @9t warar gat qor |
F iy 7 T Oy 7 YO I & ||
Arsgardifa faetar: gesesar faaamt: ||390]|

350. Sa and Pa, Pa and Sa both are Samvadi for each other. The Svara which is neither Vadi
nor Samvadi or not even Vivadi is to be known as Anuvadi according to experts.
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Trhfaedegded TREAANE J I8 dd |
TERREYEREAET faarfeed srdeyas ||392] |

351. In Raga, weather the Svara is Vivadi or not is decided on the basis of that particular Svara
of that Raga. Which is particularly used to breakdown the charm.

INaTHIAR
“FHERTOT FEAST Fa¥ IEAGIEICT |

| SliaFatscg! @l aidifad #2ad | |39R] |
352. Among these seven Svaras also the Svara which has lovely tune is called Jiva Svara. The
Same is again called Amsa or Vadi.

SaEaRTT I FHAERAY 3T |
faarer wafgaesr: AISIaET FAcHH: |[393] |

353. Samvadi Svara is Said to be similar to be Jiva Svara and that which is not similar is
Vivadi.

Ieariefer FFariefe Sheavays Har werfais: |
TEAATGTET: FrRAT T AT | |39¥] |

354. Expert musician has created many Rdagas by using Anuvadi, Samvadi and Jiva Svara
much, more and most respectively.

gt faarfe & Faeu: wrRifsar g |
JTOIEAIAT olical al Helleh T TaET It ||

TToIes daqlgoﬁq: FET i []349] |
355. In practice the use of Vivadi is minimum or again the Svara which is hidden, which is
abolished or touched little. (Manak Sparsa)

gssdieiagald Faed giaaied# |
faarer g der ey 3 A AR (34|

356. Pundarika Vighal has firmly established in his treatise that Vivadi Svara should always
be abandoned/left out.

Y SgIgH: TR A A |
T SIGAIsHl Ao MeTehlida: | |390] |
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357. The Svara named Vadi which is generally used in practice is believed/considered to be
the life of Raga by expert singers.

TR TEHE] IEISEE a1eT @fddgeadre |
IR [T FAILINY T5ald: | |39¢| |

358. In every Raga this Vadi is very significant. It is also the time indicator and decision maker
of every Raga.

faeaar smaer I fAarfeaaftTat |

SYCETATINT Wedfed ofedah | 9] |
359. In Laksya Sangita singers declares as Vivadi Svara which moves even by little touch.

I TR fAarfesd deidecaaiigor |
7 deoTes INTE Iy FIHrsErEt | |36e] |

360. In that Sastra generally Vivadi Svara used in Avaroha is not considered as fault. This is
the rule in treatises.

AT A fqarafy gifhe: |
JAYHSUTauleT HEATateTar ||362] |

361. | believe that just as white colour looks beautiful with the little use of black colour,
similarly the Vivadi Svara with accurate scale, gives pleasure.

STeT:3hTel. TUT AT IEME T HT: |
TTATRIRIATATAT FEATTART oATaraT: | [3€R] |

362. The Ragas which are sung in the morning and evening are narrated here by us as
Sandhiprakasa.

TATERY &Y HUIcafAsTd |
HAccd RUI™T dided AR |33

363. In such types of Ragas, the pleasantness of Komala Re and Dha and of Ttvra Ni and Ga
is expected.

AIISHATATATT AT TINR: |
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vedd Turel AT gEAT: ||36¥] |
364. Ragas of evening time are presented by Tivra Ma and Suddha Ma. Others also agreed
with this.

HINaeT Hegaeies: SRcHA: |
TR0 faheqti=r HAt: ArEmhifae: | |38 |

365. Expert musicians have supported three main divisions of music based on the Vikrti of
Svaras.

YEENHFACT TUAT feehl 3 |
Rer@aT idAeicd fedransiT geihe: ||3¢6€] |
WWW FJTF[W |
feERoT ALgAT 7 fereg wsfaum: ||3eu||

366, 367. In the arrangement of Suddha Svaras with the help of two types of Ma — the first
Svara becomes splitter. Second, Komala Re and Dha give delight and the third Mydu Ni and
Ga become always independent. Thus, there are six divisions.

YeEataY ey eI NaiaER: |
AT %mﬁrﬁr ool dafed d ||3&¢|]|

368. The Saying, it is possible to mclude the expansion of these six divisions is really true.

ATeTHhIOTH,
foearda 3 T | e HIdT g |
Agkefade fgfaerea gaferdr: |[3eR]|

369. It is Said by learned that 7Tana is that by which the Raga is expanded, they are of two
types Suddha and Kura.

YEAREET deoled g IREPH |
sfa AW AR AT AU e | |30 |

370. Their statement that, in Laksya the secret (formation) of Suddha Tana is not mentioned
here clearly is useless according to me.

hidgaled e TAFAT d8ddcHT |
9fg AT gfcIdadd | |308] |
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371. Some people Say that in Laksya Sangita the popular three types of Ragas are undoubtedly
originated from these Tana.

ELAESEAIREIDIE

1 [
‘A=A T8 eerel: FHede: 3id HA |
ThAIETATT R fhHITehE] I: | |36 |

" Y& b Hedlel: § 3qd |

& IEEIEHIcT: RO &I | |303]]”
372, 373. There are two types of Tana — Suddha Tana and Kuza Tana. Which represents only
one Raga is called Suddha Tana. Whereas the Raga which represents two Ragas in general is
called Kura Tana.

TYHRIE] Tl HEAIET HROM |
TSI FGIIMA of defecd TREPH | |30y |

374. Ancient authors somehow have not mentioned the modern definition related to Tana.

TN G5 geadl HaGA |

TEART HSAT: Fchalrdadgicdd: ||369] |
375. The number of Tana are 84 is clearly accepted by all. Perhaps the expansion of Miircchana
must have originated from this.

hdlddl:

N
T
ITEFYUITAT QU S cshATTdTRTEaT: |

HST: FHedlel: TEACHSTATHTHGERS || 308 | |
376. The Sampirpa and Asampiirna Mircchana which have Svaras in broken order is called
Kura Tana. Now we narrate their numbers.

qUIT: GSUEEHIOT TedTRAGAT J |
Uher el HSAT FHed=A: q6 HH: ||30b] |
377. The numbers of Pirra Kura Tana which is produced in order from each Mircchana is
5040.

Tg:NTsaTr fdercar @ qarrdre J |
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3garer q faerear afgd adafasad ||3u¢| |

378. The number of Sadava Kura Tana are shown 720 and Odava are 120.

T EON FHeledl AJFARATAIRAT: |
e wsfgel grasecaddea’t #Ad: | |368] |

379. The number of Kuga Tana having four Svaras are six having two Svaras are two and
having one Svaras is one.

fAsy Tueg Feuaar fageTl: |
TEARSTY HSATAT 30ch ATAERA | [3¢o] |

380. This principal is considered suitable by learned. In the above mentioned s the numbers
of Miircchana are written in detail.

HHHIfeHaATdREdAEd fa€ehard |
g QAT qEUT Y AEh N W | |
UhENGHSEAT FATeshATT FidHe=TH | [3¢?] |
381. The number starting from 1 up to 7 should be written respectively in ascending order. The

number of Kuza Tana having one Svara which is produced from every Miircchana is known
by multiplying every next number by its previous numbers.

JEARTATH: IdE
A FIEY T T q4: qd: WEH: |
H :'3- c‘\ : ) N : I

HeIhHBHAICYS AW TEAR ST | [3¢R] |

382. The rule of expansion is shown here for knowing the different orders of seven Svaras.
First of all, the original order i.e., S&@ Re Ga Ma Pa Dha Ni should be mentioned. Then below
this original order taking the adjoining Svaras the previous Svara of it should be written
respectively.

TSSHT: U,
AR EvETaTd @gEAwATId |
qahisr forderr ggihAThealsd: ||3¢3] |
IAISFATCHIBY  Tordesh WY @A | 3¢y |
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383, 384. Here the Khandameru is shown for the knowledge of ‘=¥ (expelled) and

3f8¥ (particularly mentioned). In first line, make seven tables. In remaining six lines remove

one — one table respectively. In the first table of first line number, I should be written and in
remaining zero should be written.

IEGIDCEE I C R IBETE ﬁ@gﬁr: |
WY qaYdissh HIBHSEAEOT =4 ||3¢Y] |

385. In the first table of second line the wise person should write number one and in remaining
tables of the Same line. He should write the number which occurs by multiplying the order

number of that table, with the number written in previous table.

TaHg fordeshatlsy: gsihaliss |
TSSHATT UIhl SIS EUaITeh: ||3¢E||

386. In the following lines also, the number should be written like these in every table. The
Same is Said to be Khardameru. Which makes one aware of ‘58 - 3.

JTdTEa A dlegedl dsdd lSehle] |
Aorshd fAf@carergiRe deear fawd ||3¢u||
387. In order to know a particular Tana, one should keep the number of pebbles in number of
tables which are similar, to the number of Svara used in that 7ana and there after writing the

original order, one should write the type of 3&¥ 7ana below it.

THAF A CACYd Aafad: F&l: |

IRETITAafad SISy oigeh fadd ||3¢¢| |

388. The pebble should be brought down in the Same number of lines in which number the last
Svara 3fez is there from the last Svara in original order.

AEATATHACEATIF Al oIl ShAl HAd |

AHAG e dAlASHT AIsT e d: 9add: ||3¢R] |

389. Pebbles are moved from the last Svara i.e., last position. Leaving the Svara or place which
is already obtained. If the Svara is similar in original order and in 3fgz then it should also be left

purposely.
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AEhlecaTshadgReed fAfasiad |
SEIAT J TeT ¥4 Y8 ¥ dgedd ||3%o]|
390. Thus, the number of 3f2¥ Tana is known by the addition of numbers of pebbles of all
tables. Nasra is that where number of Tana is given but its formation is not clear.

IshazaEar HeATaEgHaAtead: |
ATATTEREAT dalear d TaX for@d |]3%¢]|
391. The addition of the number written in the tables of Merukhanda is similar to 78 Tana.
Knowing the position of Svaras of 7= Tana with the above numbers the Svaras of Tana should
be written.

HHAISTIY & Seled] oIt qaad |
ddary foRfTosad J8R acd ||3%R)|
AAERATIETE: USihallecaTgsh FA0Td |

TehERTTecTaAT-T HSEdT Hlid Fhed ||3%3]|

393. In order to recognise Nasta Tana, as it is shown in Uddisza Tana we should see the
position of Mzla and Nasza leaving the Svaras which are already used. Thus, the number of
Tana having one Svara becomes clear.

3 eIShRT:

~

gyor
fafre guidcsaseR vareTa |
Theh & ST FAuEeiear qa: |j3ey||

394. According to Darpana the group of Svaras used in a special way is Said to be Alasikara.
63 types of Alarnkaras of each Miircchana are described by learned.

: (FleddraIhara)
ARIAT g foverm fasteld & oam faqsaq |
ST Hlecl INATCTZHRENAT FAT [[339]

395. The song without Alankara appears like a night without moon, river without water,
creeper without flowers, and lady without ornaments.

deasled TETfaere
HAAASASHRT (Folelolstd FAIGETY |

qUITITEATHT T dGaed [aHFIET: ||3Rg|
396. These much Alarnkaras are enough for the charm, knowledge of Svaras and expansion of
Svaras hence one should study Alasikaras in the beginning only.
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P AThaTATCT:
Yal HFAT FUHAT FATEYes Tq 7 |
3TEAT TehdTel: TOATAT: FehIfedar: [|3R0||

397. Seven types of Talas are described Dhruva, Mattha, Ripaka, Zampa, Tripura, Attatala
and Eka Tala.

ERPCRICIERICECINE
TAATIGHTAAT FASHRIE] T o |

3ol TFURAT IIReTd Fafafad [|3-¢||

398. Seven Alarikaras based on this Tala are described in Sangita Parijata by Pandita
Ahobala.

Sogaiell Agaall fafy: dReIfFhar |
3Tadeh: Heelee Ty HAT Halcaa: |[3%%|
399. They are Indranila, Mahavajra, Nirdosa, Sira, Kokila, Avartaka, and Sadananda.

IS FTETITATATRRT:
AT BRISHRT AITqIa e |
Acafantdadied ar vasafd ArAa: ||goo||

400. There are other Alasnkaras which are useful for primary learners of Laksya Sangita.
Their names are as follows:

HaT ofeal MUl [SegaTegaeaar |
e 9fead: AAtEaut saarikel ||of||
ASETET AT TG olaTuT: |

FFAITRIS ST G HATT o | [¥oR| |
401, 402. Bhadra, Nanda, Gatravarna, Bindu, Abhyucchraya, Aksipta, Prenkhita, Syena,
Trivarpa, Java, Varida, Sasikha, and Aksepa — these thirteen beautiful Alasikaras | have
collected following Ahobala.

IAGHRAETUN FATHEI Tedeh |
TIRGTA TAEATT GoARfeh i fehT | |go3] |

403. The characteristics of these Alanikaras are narrated in a book named Sargita Parijata so
it’s useless to revise it.

BACIS IS 2K
IITIGHIRIPIE faarfes: TR |
frard emgareas TreraTTel: Felfardr: ||goy| |
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404. Considering the Svaras like Amsa, Vivadi etc. used in Ragas Sarngadeva has described
the types of Ragas.

ded dcddTa =g HAedsT AFATGE: |
a‘aﬁﬁ STAgRITAGIe], IFTHGHI | |89 |

405. | think that considering the Same as base, the learned have classified the types of
popular Ragas.

sfa AreggassfiauyareaT SR |
TR $RAYAEUS AT | |$0E | |

406. Thus, the native of north India Catura Pandita has written the first Adhyaya of
Srimallaksyasangitam.

|| 3T gaTSI=: gaE: ||
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31 Areregaseiafgdareary §3d |
TIEA $RAYIGUS AR | [¢]|

1. Now Catura Pandita, the native of India is narrating, the second chapter of the treatise
Srimallaksyasangitam.

N[ hIUTH
T,
sy eafAfaAveg FaRauiiaeqva: |
Toofehl ST & IET: LIS e | [R] |

2. This particular type of Dhvani adorned by Svaras and which delights the minds of people is
called ‘Raga’ by the learned.

3iga: o>Iid: Yih: TOY: wSfAY wiEa: |
gFqot Fafdeta va werfesr Ad: |3

3. These Ragas are of three types - 1. Having five Svaras is known as Odava. 2. Having six
Svaras is known as Sadava. 3. Raga with seven Svaras is known as Sampiirna.

IETAARH AT :
fewafaaersy caacar drefeaease |
s wigaAt degaAmEia@eT: ||y

4. Out of 12 Melas, narrated in Sastras, we consider the famous or well reputed ten Melas in
Laksya Sangita leaving behind those which are not important /useful.

JITIT AAAEET AT “UTe” Sfard: |
TAY FyfaaT AR oead | |9) |

5. In the languages which are in practical use ‘That’ is Said to be another name similar to Mela.
In some treatises, this Mela is called by name ‘Samsthiti’.

TRGIHSMNIATG S TcaRTpeA |
dedey gaATiasfAta #afaer AqH ||€] |
6. Learned who are well — versed in Music are of the opinion that the modern (popular) Raga
Sarngita in total is clearly included.

STeTSARH AT Hodel g Ifedd |
e feded deaardicg@F=AaH ||| |

7. The assumption of other Ragas and Mela is not reproachable because everyone agrees with
the fact that this principle was in practice in ancient time.

A T AT GATAT TTISTAH |
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dcdlerdT agefiaeear a1k shadd | |<¢| |
8. In this treatise, these ten Melas are used only with the purpose to provide Musical facility.

GeHUTAH
Y &Y FHATHA] GAHASEATA ATAEARA |

T&TTSIMNATGT SFs[d=T dead: |[]]|
9. Now I explain in detail the ten types of Melas the life line of Laksya Sangita with its
characteristics

YEEIRHHGA deldeled Heleh: |
S Lo loN

AgETHRUTEAISH agRAfART: [[2o]|
10. The Raga which is produced from Suddha Svaras is known as Bilavala. The previous
learned are used to call it Sarikarabharana.

dieAed NTHATT TRET IRehevald |

AREEAETT FHedUNHTTFH: | |22 ]

11. In the Same Mela if “‘Ma is understood as Ttvra Svara and the remaining are Suddha, then
it becomes Kalyani Mela.

Rett g oot o g At T e |
TATCIRAATHRISH FeeATehlenadr gae ||¢R]|

12. The Mela in which Re and Dha are Komala, Ga and Ni are Tivra and Ma is also Tivra is
known by name Pauravz which is sung in the evening time.

3T o Aol YeHALTH: YEHAD: |
RaredT Aad T TFETeId: | ]93]

13. In the above mentioned (Pauravi) Mela if Madhyama becomes Suddha then it will be
called Bhairava Mela which is sung in the first Prahara.

giaer RAAST FFT Rt |
afeaew 9 Toro e GaEFATH | |2¥] |

a

14. In famous Bhairavi Mela Re, Ga, Dha and Ni are Komala. All have agreed that this Mela
is be sung after sunrise.

FiFem Rerararyr At it TaEfT |
TeARTIS TR SHEd | |29
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15. In the Melas which are popular in Laksya Sangita, the Mela which has Komala Re, Ga,
and Dha and Tivra Ma and Ni is called Todi.

e fAEem a7 AwredaygEtAarn: |
IFEHTETEY Al T Wepr deafefd: ||€]|

16. The scholars of Laksya Sargita have named the Mela, which has Komala Ni, Dha and
Ga Svara and remaining Svaras are Suddha, as Asavari Mela.

FIHINATA Hied YT TRIATIET: |
foea EaTeRHACcaA T wo gafed o |2 |

17. According to the Laksya scholars, in Kambhojr Mela, Svaras Sa, Re, Ga, Ma, Pa and Dha
are Suddha and Svara Ni is Komala.

ST G2 TUIPT A&TATUTHSIAT: |
IAER AT AT: AT WA || ¢¢] |

18. Thus, | have explained in detail the ten Mela with its characteristics with the purpose of
formation of Raga.

TAHTATATACL:

FHeIToNAThETr [Saraear fgdaes: |

GATSTEIE]T: TAIGET Tqdeh: | |91 |
TsaAT IRAATAT TEEcaraaRd: |
FOATANSHTREISTT JeATHENSTA: FAA: |[R0] |
STIH! ARGIAAT SRH: HIHATAT: |
ScAd QT AAEd TaNcaTeagdd: | |9 |
19,20,21. Mela Kalyant is the first, second is Bilavala, third is Khamgaja, fourth is Bhairava,

fifth is Bhairavi, sixth is known as Asavart, seventh is Todi, eight is Pirvi , ninth is named
Marava and tenth is Kafi — these ten Melas are useful for the purpose of the formation of Ragas.

AYTAT JAGAT:
37T I YIEANH ToqT AT TfAEae |
S geT 1a9de Aindafaersiaan |12

22. Further, | explain these names given in Griantha in detail for the unapprehensive comfort
of the curious learners.
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FHeIofiiATR T8y AT ada T |
SATgTaelHel: AFHITAIONIAL: | |23 |

23. Kalyant Mela is known by the Same name in Laksya as well as in treatises. The Mela
named Sarikarabharana has become Bilavala.

GHATSHAARISEATS T FEFEATATHE: |
TETATAT FRAT JEAT ATelddNsd: | |RW] |

24. The Mela Khamaji is explained by name Kambhoji in our treatise. The Mela which Laksya
considered as Bhairava is explained by name Malavagaudaka.

MeraraliA6l AR faATAR! |
dfscaufeeael RIAAHS: Fof: |[R9] ]

25. The Melas Bhairavi and Asavari are known by the name Todi and Bhairavi and the Mela
which is mentioned/represented as Todi is named as Varali.

dedsT Al IETT EAchHATE: |
ARAREAT T8Il FAY ITHANA: | [RE] |

26. In Laksya the Mela which is named as Parvi is called Kamavarddhana and that which is
known as Marava is known as Gamanas Rama.

FIftheATATSSEfARISTT T AR TA: |

Td STelehd el Hall: THAFHT: | |R0] |
27. The modern Kafi Mela is named Sr7 Raga. In this way the names of Mela are related to
Treatises.

feoqufy

AFAT A ATHSEAT TAVee eIl |

deeicd J TS aATagd | ¢ |
It is possible to decrease the number of Mela but this decries in number will definitely increase
difficulties.

ARIAATUTEAY YEERY dhaord |
Ucdeh YSSTHTdel hieady TUHAA | |9 |
foemae a2r & FEr IAEAsTIE! |
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TATS AT A AT Hell: T | |30 |
29,30. In Suddha Svaras, only in Svara — Sa, Re, Ga, Ma, Pa and Dha — each one of these
respectively considered as Sadja then they will directly become the Mela, Bilavalr, Kafi,
Bhairava, Yamana, Khammaja and Asavari respectively.

ASTAFAHERT AAY T FICaA |

&TH FATAIRAJATACHSMNTHTAA | |32 |
Our modern music can be skilfully included in the above Mela by the division of Suddha and
Vikrta Svara.

FeITIGaAaEACITOS: F: Tehfeddr: |
haol HEIGZET Ao el Tefall | |33 |

Perhaps our ancient scholars also have represented six Ragas by this type of procedure.

AERIATHCRIAIEMET dd: |
Tl ACEANGTAIH: el TREWTH | |33] |

There after pondering over similarities and differences they have made divisions like Ragint
etc. in these six Ragas.

gardd gAEaT hecalgdsharaadr |

IATRITATHIET Id: Nfa: @ar sad | |3¥] |
The arrangement of the family of six Ragas is appropriate but in the formation of Ragas the
similar opinion is badly expected so that all can stay friendly.

TN iE HEIREM: TSR |
SRAAT AT AT GNISTET el | |39 |

The ancient authors have mentioned main six Ragas and we represent ten Melas. No fault is
found there.

dacadfg SaeagEaaffiear: yhfeddr: |

IRNR ORI dead I | |3€] |
The numbers of Melas are considered different in different treatises. Hence, the learned should
know that properly.
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T TcdTRATHARTITATIUTTHE |

ARCIh SRASEAT: M IReBfeTdr: | |30 |

In treatise named Catvarimsata-Raga Nirupara written by Narada the number of Male Ragas
is Said ten.

ST IR ETATHT (o]
CaIEE )

FHA G0N UTell FIFARIET: |
FERABIICH HIAG: IHATAT: ||3¢||
feegrar Msarsa ATTNIFAT T |
TogahledlTGal Td I FHedoTaeS: | |3%]|

38,39. The Ragas Yamana, Suddha Kalyana, Bhipali, Hammira, Kedara, Chayandra,

Kamoda, Syama, Hindolaa, GaudaSaranga, Malasrz, Yamani, and Candrakanta are produced
from Kalyana Mela.

IECICREECH
faenaer fogerg SReR: ugifeer |
hepeT: AFHT ST ABIGATIRT IeT: ||¥o||
UCSTEAT T[UTehell YeFell FACiTerdel |
gHEATAEIATIT STeaRIEr [OH: ||¥e|
HogIol GAY: TAEIN YETaYT |
Scdd GHAT 918 MM Aedelicddr: |[¥R||

40, 41, 42. In Laksya Sangita according to scholars the Ragas Bilavala, Bihaga, Desikara,
Pahadika, Kakubha, Sankara, Naffa, Mada, Devagiri, Sarparda, Gunakelz, Sukla,

Natabilavala, Hamsadhvani, Lacchasakha, Kalyana, Hemakalyana, Durga have produced
from Bilavala Thata.

GFATSH,
GFATSTATY fEisdt ARET SRt |
GraTac T gam Tl qur | |v3)|
SHTdedl MSHA: FAG AT |
SSEHEAYT ART ARG FeAaToT | |88 |
YIRS T wARIEIY FREle: |

sAd fifdareasade @FaeEEE | |89 |
43, 44, 45. Ragas Khammaja, Jhifjhats, Sorarr, Desa, Khambavati, Tilanga, Durga ,
Ragesvari, Jayavants, Gauda, Tilaka Kamoda, Badahamsa, Gara, Narayani, Pratapa Varalr
have produced from Khammaja Mela according to learned.

276



fRaFer
AT FHidgara Gofell AUYFdH |
TRTET ST da THFT THTASR: | |88 |
AT SR wTcTsTer afedaes: |
AT Y §59rell fXa: Riaqaer: ||vo] |
IeTredREISTTT IoTishar fgetore: |
S RATATSSATAT @ AT | [¥¢] |

46, 47, 48. According to learned following Rdagas have produced from Bhairava Mela.
Bhairava, Kalinga, Meghaarafijanz, Saurastra, Jogiya, Rama kelr, Prabhata, Vibhasa, Ahira
Bhairava, Lalita Paficama , Bangala, Siva Bhairava, Ananda a Bhairava and Gupakriya.

PR FATARILTT TGN AT |
ST ST T AR FSHT q_T | %3 |
YEAHTAHTY SITRTOTIOIN: |
THATIHERIARTET $RIAHAST: | [90] |

49, 50. The Ragas which have emerged from Bhairavi Mela are Bhairavi, Malakamsa, Asavari,
Dhanasri, Bhipali, Jhilafa, Jangila, Motaki, Suddha Samanta, Vasanta, Mukhari.

AT A,
AT A S aREios! |
RAraiRfasraaT acomEehifaT: ||92]|
A{ehIeTSIEaT CfuehT fageriomT |

JTETE{HTCT M T Faewar: |52
51, 52. Asavari, Jaunpuri, Deva Gandhara, Jhilafa, Sindha Bhairavi, Adand, KhataKausika
Darbarikanada, Desi, - scholars have agreed these Ragas are produced from Asavari Mela.

SIEEGH
ST eI MATAS ada = |
AR FHeldTe ArStHeragar: |[33||

53. The Ragas produced from Todi Melas are Gurjari ka-Todi, Miyam-Todi, Darbari-Todi,
Miilatani-Todi.

gdfae,

a
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gdt ay qar Yar faemar e g |
3ol ATerdr cghr SIasira adfede ||sy||
URGT &IeIATeT AT IR |
ARTT: AR [EM: gedT: A ||59]|

54, 55. The Ragas emerged from Pirvi Mela are Purvi, Gaurz, Reva, Vibhasa, Dipaka, Triveni,
Malavz, Tanki ra, Jetasri, Vasanta, Paraja, Piriya dhanasri and Sri-Raga .

HATSATH,
ATEAT RAT AT dAfelar Higell T |
RIEATesErT fasmar sfegiRenr ||gg|
oy fafEmat Areleir o |
HATEATEY HAT Hel @M AMATIARG: |||

56, 57. The Ragas have produced from Marava Mela according to scholars are Marava, Piriya
, Lalita, Sohani, Varati, Jeta, Bhanikhara, Vibhasa, Bhattihara, Sajagirt and Maligaura.

HTHTHC,

AR IR TA T AT e |
TERY FegATTEA arefady @store: ||9¢||
gheAT ATHCART FHATHCARAHD: |
eT AT FAHCAR: JeH>RT |[9R|
YEIIRT TETUT o SRATEAT §HHSHUT |
Jealae T de]: AR AT GeT: |[€o|
ScAd FIhAdP: THASAT IMTATH: ||&2]|

Dhanasri, Saindhavi, Kafi, Dhani, Bhimapalasi, Bahara, Bagesri, Adana, Huseni,
Meghaamallara, Miyammallara, Suha, Nilambari, Siramallara, Patamafjarz, Pradipaki,
Sahana, Desakhya, Hamsakasikani, Vrndavana , Piu, Nayaki- kanad, Kausika- kanad,
Saranga - these Ragas of Kafi Mela are accepted by learned.

(?) segrofiae,
ST
SHA
FeITUTHATNd: HeITUSHATHE: |
MURIAEAT: FTAGhIe T #T: |[2]|
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The Raga Yamana is produced or emerged from Kalyana Mela. In this Raga Gandhara is Amsa
Graha and Nyasa and the evening time is suitable to it for singing.

$hidged HgIRled TRANFICASTH |
HASTAISTAGS: Frafs o ||

Some people believe that this Raga is of Persia where other consider it as an Indian Raga. In
this matter the decision should be taken by learned.

UG SIS ofsf a7 Yadd |
AN YA WISIAT fafore: ||3]]

According to southern Music, the Raga named Yamana- Kalyana, in which Ni is Varjita is to
be sung in the evening.

TR AMURGSTT AT TG R The: |
SYCETY: YEATT &Y TEISAGOT | |¥] |

Here the Nyasa in Gandhara will be very pleasant. In Laksya little touch of Suddha Ma is seen
in Yamana.

HeI0l ATEIAUh YEGATT JAUAT |
FelAfeHAICIRTT a faasads ||9]|

In treatises it is described that perhaps this origin of Yamana Raga is by the entry of Suddha
Ma in Kalyana is not inharmonious.

JTATIARTTT T IETE TEHFACT |
qUTCTER AT e e e | & |

In Laksya Sargita the suitability of expansion of Alapa of this Raga is acceptable to all. Due
to its wholeness and simplicity this Raga can be sung freely.

AN A AP IERITHEE] IMIHT: |

R gdeg Tdisdl Ta=EE: | |u] |
The singers separated from the Raga of Kalyani Mela certainly fall down here as this Raga is
its resort.

heIoNASST @ fasredd fFer ga: |
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swAfgHET sfa Tiwater aet): ||¢||
EAETAY WY FAATETT T |
SwEdaaTrETs: HhreaTIegar Yae | 2| |
8, 9. Again these Ragas of Kalyani Mela are divided in three types by learned for facility. The
first type includes those Ragas in which the Madhyama Svara is Varjya. In second type those
Ragas are there which have only one Ma that is 7tvra Ma. (and) in third type the Ragas having

both Madhyama — Suddha and Tivra Madhyama are included. The little touch of Bilavala
certainly hides the skilfulness.

TR Hodl REAEdd: |
Ao THRFH diged gRafdar |[2o]|

In Sandhiprakash Ragas the Mydutva of Rsabha and Dhaivata is changed in Tivra when
Kalyana Mela begins.

IREITAA ool HATTHROTH |
e RaaARaGHAT &Y J9ad || 92| |

This change also seems very delightful. The experience of change of sentiment pleases the
mind.

gareafde i fBiaesd: |
Wy fAad F&d g gEArERd |
dar Afiaaeafagarerda saATcq: |[23]|

The Ragas always brings pleasure to all as told in Lakshya Sangita, which is adorned by the
slow, medium and fast pace. The song is the middle part there which serially goes forward.

In the Ragas which are sung at the beginning of the night (Pirva Raga) the importance of
Parvanga is shown. Then it goes forward respectively.

HEIRTTITAT 31ea) SleFe Fatfdel |

I T dd gadT AFAfGa: |2y |
There after as the night goes on at midnight Komala Gandhara and Nisada seems very
delightful. This secret is known to every scholar.

PIFcd dlGeAEdgcd AR |
AT e GhH || 29] |
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Komalatva of Re — Dha and Tivratva of Ni — Ga in Ragas are the indicators of dawn.

digaey egfaeds aRdsvgRes |
IOAIE] TET feAlea A | |26 |

The presence of Tivra Ma in Raga indicates that there is still night. It means that the day has
not yet occurred.

SfaAe HRIGET: RATTLIS: |
fg%aTon TaRTOT T gAET cHafeYarn: ||gu |
In every Mela by using Svaras of two Mela, Some Ragas which are indicators of Paramela are
arranged.

arl oed FHART Aarrcd  HER |
Harfeed HaaeT ad ef¥emRe || e¢||

Generally in Laksya Sangita Amsatva in Ni Svara is not seen. But its Samvaditva is certainly
seen.

JhRT SgalsTTT HhedoET Hl g2 |

SHAERYTAET I IR FAT IoT: | | 23] |
According to scholars Kalyana Mela is of many types but we have collected only those which
are well reputed in practice.

%o@%vzlluli
FodTolAeHIcTea IENsH A qo: |
IFIHeIVT ScaTE 3RIE Aferdiold: |[R0]|

The Raga, which is produced from Kalyana Mela, is known as Suci-Kalyana by learned. And
in whose Aroha Ma and Ni are Varijita.

MYR: FAAT G HIATTH SR |
HeALgEaTd @ | gare: | (¢ |

According to some, its Vadi Svara is Gandhara and by some other its Vadi Svara is Rsabha .
This Raga, which is sung in Mandra and Madhya Svaras is really very delightful.

TaTeed Tferas Saar ARwAeT: |
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Ty RN oA Farcr dAr ad | (R |
As per rule if Gandhara is Vadi then Dhaivata is Samvadi and if Rsabha is Vadi then definitely
Paficama will become Samvadi.

g AY: HaT qd IFATGId HAGH |
IMURREICR Tifeaagar & #aNRoma | (23]

It is a rule stated by learned that it is accepted by Yamana etc. to sing it partially before and
with Gandhara it should be sung later.

HUCAT: THEHAISTT olegd OHA: |
HAR AR RATdgeedd | |R%] |

In Laksya Saigita Suddha Kalyana is narrated / shown different from Bhipalr because in
Bhiipali Gandhara Vadi and Ma and Ni are Varjita so it is seen totally different from Suddha
Kalyana.

1T AeteAs T TRl afe et |

gYOleld gATeT Shelcd dcaediat#d | |9 |
Even if scholar musicians have accepted Ni and Ma in Suddha Kalyana yet its singing should
be made very pleasant by Minda.

YT

N

FHEATONHTHAT AT JEHAT |
HRY TSR AR s war |26 ]|

The Raga which is produced from Kalyant Mela and in whose Aroha and Avaroha, Ma and
Ni are always Varjita, is Said to be Bhipali by learned.

MR hadl drer SadisHAT SRA: |

TICEAT: Yhia: Yghedroraeell gad |||
The Vadi Svara of Bhipali is Gandhara and Samvadi is Nisada . Its formation is similar to that
of Suddha Kalyana.

QETEd ellelcdld AriaacarHfaTd s |
HYUIMERIGUNS T hoAToNSTAT Hdcqas | [¢| |

As majority Svaras are of Purvanga. This Raga is sung in the evening. Kalyana is different than
this because of Sampiirpa Svaras in Avaroha.

282



TIREITEY SAMPR: A |
aifecargadyda doeTud Yahrdd | %] |

If the Svaras of Uttranga are majority, then it became Desikara. As Dhaivata is Vadi, here it
is different from Bhupalr.

FIRTAAIRIT e ofald #ad |
Farfaeraay: graEaT I7h FAtaed | [30]|

The Svaras Ni and Ma are used here rarely. The harmony of Svara Ga and Pa is pleasing.

AAT FAgT: ATE TEATRIT: TIIH |
hUNCHITTGT TealTHaATEATT & ||3¢] |

This Raga (Bhupali) which is known as Mohana in which Ma is used less and which is sung at
the evening time is known by the Same name in Karparaki Paddhati then today.

${AT HATACHIDI FTcT T = I |
Rertrenieeeas 78 aeafaifiad |32

Somewhere Bhipali having Gandhara as Vadi and which is sung in the morning, is also
narrated. Elsewhere other type of Bhapalr is also shown which has Komala Re, Ga and Dha
but I think they are not found in Laksya .

TMYRNCITEHTrel 3TellT: FHAT FH |
fafaeraryreey gofidr Todeaa: ||33]|
The Alapa of this Raga which possesses the Svaras beginning with Gandhara in different
Sthana (place) if properly sung pleases the mind.

HeneR AR VITellY elalViH

T,
TEIAHASARIUT FATAIITHAETT |
eI ey Tgcaed LIECIEERINEN
3fHAFIT T | WA 3TIT | |3Y] |

The Alapa which includes the presentation of Graha, Amsa, Nyasa, Apanydsa, Mandra, Tara
Svara and Alpatva, Bahutva, Sadavatva and Odavatva of Raga all are called Ragalapa.

FqHeTeTUTH,
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e dged FACIUTHATIGIREH | [39] |
Rizpaka is also similar to Ragalapa but which is separated by Gitakhanda (Vidari).

e TEhTeTeToTe
Tecqericdlell A=A |
3MTEITAPT FIRACHTAAT HiTAT I | [3€] |

The Prabandha which is composed of Svara and meaningful words is called 4ksiptika. It is
associated with Caficatpura and other Talas and is adorned with three types of Marga.

hiceTeITICIhIITH
“guTsr fafCoa afcea ygwiderl Mausia affafaia susa |

Riipaka is that in which Gitakhandas or Vidari are used by separating or breaking them.

HI— AT TAEYHTHRROT Fad 3TellT: |
Alapa is that where Apanyasa Svaras are sung in continuation without any break.
¥ E=ary o o ygd &9hA |7

The Same Alapa is that called Riipaka Alapa when the Apanydsa Svaras are sung with interval.

TecqeTieHT T T |
The Marga Tala like Cancatputa are well known.
RAeIEAdT AT ARTENT 9fAeT: |

In Marga Sangita the three Marga — Citra, Vartika and Daksiza are well — known.

IATTATITATA T : TheTehe0T HAdH |

ar fger afedar Terwyetegre fAAVATT | |30] |

Alapti is such type of Ragalapa by which Raga is presented. It is of two types known by name
Ragalapti and Riipaka Alapati.

EMATAY 1 AT FeAIedawashs |
TIEATeT: T T TMiGT aMefidar: fag: ||3¢||

Ragalapti is that which can be without Riipaka. Musicians are aware of this fact that Ragalapti
is originated and associated with its four positions.
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TR MTE h g T ATAT o
TAIAI AT TR AR F F2Id |

AUl TarcEa aEATCHET | |39 |
The Svara in which Raga is located/founded that Svara is called Sthayi Svara. The Svara which
is in the fourth position from Sthayrt is called Dvyardha Svara.

el HEATe: TATCETEH JUH T od |

TR ATATICAT w81 AfgdITha | |¥o]|
In the Svaras which are previous to Dvyardha Svara, it become first Sva-Sthana when they are
presented by using Calana or Mukha Calana. (previously used Svaras along with) Dvyardha
Svara is used with Calana and doing Nydasa it comes in second position.

TTRERTEEAE] feaor: aRehIfdd: |
geifgaorEed Fuar fReyar: TR | |ve|

The eighth Svara from the Sthayi Svara is called Dvigura Svara. The Svaras which are in
between Dvayardh and Dviguzpa Svara are called Ardhasthita Svara.

3R TR w8 o e |
f&aor TreRicar q TuR-arareaqdss | |
URAT: FEIS AT F | |42 |

When above Svaras are presented along with Ardhasthita Svara then it becomes third position.
When Dvigupa Svara is presented along with these three Sthana it becomes third position.
When Dvigupa Svara is presented along with these Sva-Sthana it becomes forth Sthana. Or
position.
According to learned Ragalapti can be composed by these four Sva-Sthana.
MIETIATHRR :
FAREANREAT: T JHeoAagai A |
SNaEaReaIAHEd [T TUYAT Hdd | |¥3] |
Thereafter Raga is located or founded by Sthayr Svaras which are divided skilfully in small
divisions and which are the origin of Raga and in which Jiva Svara is used often.

SThTITH

~

STTEGSAE: |
Jiva Svara itself is Amsasvara here.

ShETEUTTT ST PIATHTTHII D I&Tol: Fedt
T [ ATOTRITAT A s fReah e T
METRATIRUREARIT T AR cE G e afad frRcadaaar safecafaur: |

285



The Alapati which is used with above mentioned four Sva-Sthana and which is expanded by
small groups of Svaras having peculiar qualities.

Though it is invisible seems to be present due to the use of other Ragas, presented in the Raga
which is actually express.

3cTeYUTH
JT olich THT TARTTSAl Gacaed TARUUTRCIRET dd: T gfaeaafassy aag
IOV CH R ATCETRATORIATT Tfd T2UT a8 fFReTddARIcaq | T2r ar
JTIRT feeaoly AT o FHAOH TR eoRIRETeRRaTaRIsd &
aeg R dgd |
In the world person named Devadatta, when enters the assembly seems different because of his

extraordinary personality but when he takes his position in the assembly, he gets mixed with
others members having similar personality costumes, language etc.

Here, his speciality disappears, yet he is recognised in some way. Just as the lustre of the
diamond which is studied Separately in between colour gets affected by the lustre of other
different coloured diamonds. Yet its own lustre is also acknowledged.

EHR:
FAONATHE AT FHI: Seaa et |
Mg iEre: HiFucdadainsi aaaa||vy|

Learned have Said that Hammira Raga is originated from Kalyana Mela, in which Ga Svara
is Graha Svara, Pa is Amsa Svara and some call it Dhaivata as Amsa Svara.

HaASTURUT TealdeaIie,cashRUTH |
&I GATAIRY e W ||¥Y]|

Even though in Hammira Dhaivata is emphasised but only this cannot be responsible for its

Vaditva. Having pondered over it as given in Laksya, wise should take decision.

TeRe Heldeaaadigs™ 77 ad |

AR qAT gt dsh &G AT FAAH]| 88|
According to wise in Aroha Ni is used less and Ga is Vakra or twisted and it is sung in the
evening.

HqEFATAT gl At VguT ug dig A |
LA VeV IHA: T ATH, ||¥o|

In Hammira use of both Madhyama is acceptable. 7Tivra Ma is used in Aroha. When Sarala Ma
is used in Aroha it definitely becomes Yamana.
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HATAIGITAYTT Tedgy IREpeH]
TSN AN TR AR (jvc]

Hammira Raga is nicely expressed by group of Svaras — Ga Ma Ni Dha generally audience
also recognise this Raga with the help of the Same group of Svaras.

cfaAeAY Y A JraRl o7 |
IR TfecldTed Telded A ||se|

Generally, there is a rule regarding Ragas that the Ragas in which both Ma are used, Ni or Ga
is weak in Aroha.

AEHAUTHERIHAAT TATHAT 38 |
T hide guialed caagrIeals gad ||so||

Some scholars Say that Hammira is a combination of Suddha Kalyana, Kedara and Yamana.
It is accepted in practice.

CTARE
FHeATUIHATS IIh: HaRT TEAAC: |
ERTIOISTIY HiATgfadfd: ||s¢||

Most of the learned have agreed that Kedara Raga is originated from Kalyana Mela Some
learned Say that is originated from Sankarabharana. (Bilavala Mela)

HAEGTHE HYIh Mulcd digA IS |
37ercd YEASHT T AT dcEaR ||9R]|
In this Raga both Ma are used but Tivra Ma is subordinate. In this Vaditva of Suddha Ma and
its free use is accepted.

Rastca Vgareard. qaier Ad | |

FAHITARTE TMeRle J I |[33]|
In Kedara, scholars agree with the fact that Re and Ga are not there in Parvanga and Ga is
Vakra in Aroha and Avaroha.

Wed afe amur e HaAe adq |
TR0 T2dsT fAgaAr aggafear ||sy||
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In Laksya Sangita generally it is found that Ragas in which Gandhara and Nisada are weak.

TAEST HeFH gl gIhraiaRinal |

dIfeTd deeay SgY wferd &= |||
The skilful use of both Madhyama in this Raga makes this Raga very pleasant. Such types of
practice are seen in very few Ragas.

AT ReTedcad @A ﬁgt |
ARSI derd Aecgaaas ||9E|

Scholars like Somnatha and others have narrated that Kedara is possessed of Mydu Dhaivata
and Alpa (or less) Rsabha and Dhaivata. Such types of Kedara is totally different from Laksya
Music and hence it is not accepted.

gt Rerglded a2 fAefad |
e AREST Ry AT |||

As it is mentioned above that Re and Ga are weak in Pirvanga. In the Same way in Uttranga
Dha and Ni are weak.

HeATUIHTPIcT: TATMGalel: AT |
Tl :hIeTIeIATS T SITeerehl IMerehlsar ||s¢||

All have agreed that Raga Hindola is originated from Kalyana Mela. It is sung in the morning
and its Vadi Svara are Dha and/or Ga.

dlieed TaEaiEd Uideid FIheA |
sfa wfogra wig: @l & & A7 |||

In the Ragas which are sung in the morning, the Vaditva of Gandhara is not pleasant. Some
scholar Said like this and | also agree with them.

RO FHcareATar IR $7ad |
3eRIgOT guiel UIAT 9T FETagH ||€o]|

As Re and Pa are Varjya here Ga becomes Samvadi. The song is melodious in Avaroha.

&Y HATCHINEDT RATSTATGRIGO! |
T deAAsfaee aaf IcqemsEdr ||8e||
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While taking Samgati (harmony) of Sa — Ga — Sa in descending order, in this Raga, the touch
of Rsabha and Madhyama (wvrerst:)is noted. Such type of practice is supported by Sastras,

hence, I don’t think that it is unsuitable.

Hidce quiafa MRaeda A |
ITETE AT s AETANTARIT T ||&R)|

Some scholars describe Hindola as originated from Bhairava and some others as originated
from Asavari Mela but it is against the opinion of Laksya Sasigita.

AT IRAT AT THAATTABT G |
3T T HGfAdlad AdAdeANoe |[|€3]|

Some scholars believe that in Hindola Raga there is an adequate combination of Malashrz,
Puriya and Vasanta Raga.

AIANTTINETS e KRGO |
FHId qE TG FAEa oI |[ey]|

In modern / Laksya Sasngita some scholars Say that Hindola should be sung in the evening as
Ga is Vadi IAmsa. even than scholars should take proper decision in this matter.

FrAG:
eI AeSh T FrAK fague: |
feaegagaeoT dedsat Taefgaes: |8y

Kamoda Raga which is originated from Kalyani Mela, is favourite Raga of musicians, as both
Madhyama are used there it is Said to be originated from two Melas.

TaAEdT arfeed fagquaET HAAH |
AT RER TATGahATIGOT ||6€||
Scholars have agreed that Pa is Vadi and Rsabha is Samvadi and in Ga is Vakra in Avaroha.

dlgdaET gAemsf Faeq TargellA |
fawTe: TS IR dfgel #7S ||u||

There is a little use of Tivra Ma in Aroha. According to scholar’s opinion Nisada does not exist
in Aroha.

Rl FafaIfeies T TR |
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AT YYAK YA AT TG P d1dd [|&¢||

In this Raga the tuning of Ri and Pa is very wonderful. It’s singing in the first Prahara of the
night is very auspicious.

TMsgAREAgUATG AT |
FReasd o ArAdgIia Asfafaderda [|e])]

I don’t find anything wrong in the opinion of scholars of Laksya Sargita that Kamoda is
originated from the combination of Gauda and Hammira Raga.

QAT fagem il Hifctar ga: |
QERTINTT At AWt faaforar ||uo||

In Sarnkarabharana Mela Raga in which Nisada is Varjita is called Kambodr by Pandit
Somnatha

AT T AN HAG: qaaford: |
&I e del ARGl HAT ||ug]|

According to Karnataki Pandits | Kamoda Pa and Dha are Varjita, this opinion is opposite to
Laksya hence | have not accepted it.

Rashcareae g Farcdar™ Ugor |
AR AT Jed IesTATEEHE T ||WR|

In Laksya, due to harmony of Ma and Dha, and Re is Vakra in Aroha , Raga Hammira should
be separated from this Raga (Kamoda).

BIATE:
I FHedofiAass Sraesiaie: |
Rodareaue: gegrepraifad: ga: ||u3]|

Chayanara Raga is Said to be originated from Kalyana Mela. In this Raga Re is Vadi and Pa
is Samvadi, So it should be sung in the evening time.

AT GhT e FEAT |
TUATENS ATl ofd T gedTH: [|uy]|

In this Raga the harmony or tuning of Pa and Re is acceptable to all. The strike (pat) on Rsabha
by Paficama is really becomes very pleasant.
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TR T ST TF SR |
FHAYSEAs A A FARIIA ||uy]|

Some scholars considers Dhaivata as Graha Svara in Chayanatta. And according to them there
should be Nyasa on Sadja Svara.

IRIE0 gHET el Tead Fid: |
a5k Teale AT Far #d ||vs||

In Aroha the use of Ttvra Ma appears. According to scholars in Avaroha Ga is Vakra as per
the Raga’s principle.

HeIIUTISEHRACTALAT: FIETE: |
Aefa comassafEafa aafa Faa ||uv)|

Some scholars are of opinion that in Chayanatta there is a combination of formation of
Kalyana, Gauda, Hammira, Nasa and Alhaiya.

fereaay Iy fgddsaad 4o |
IAAHS e FRLIAIIFTT ||oc||

In Ragas having two Madhyama are used, generally some similarity seen in the second part
named Antara.

IAEATAaRONY Hdfed oegdiesT: |

T dlieTecdd JACART FAreaH ||}
Therefore, for preventing it Laksya Musicians often represent its Piarvanga as and when
needed.

ITH:

heITONATEYIh: ITAET: JHA: |
HeIUET JHRIATATT HFRGEIT [|¢o|

Syama Raga is Said to be originated from Kalyani Mela. Some people consider it as a division
of Kalyana.
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HAEYATGT gl Urpl IeIHEf faTeto): |
I, Y3 EdT dlfced Halfeed & &R |¢?]|

According to Laksya Scolars both Ma are used in it. In this Raga Sadja Svara is Vadi and Ma
is Samvadi.

M U AT HrAIGET THE Hdd |
foeTTedca a7 T¥ dAaaa #d IdH ||R||

While singing of this Raga, the formation of Kamoda is become clear. (But like Kamoda the
Alpatva of Ni and Ga is not seen such is the opinion of scholars).

Roar ReaE™ gerdr Ifher sad |
IRIEOT G dolel F@ATTR |[¢3]|

The harmony of Re and Pa or Re and Ma is very pleasing here. In Aroha the absence of Dha
also makes it delightful.

HIH FICATT AYEBRATHCATRPIgAd |
TEpee fAwee IMehEdl FarA [|¢y||

Because of the harmony of Ma and Re it seems it has some shadow (impact) of Mallara. But
the singer should remove it by specific use of Ni, or by using Suddha Nisada.

3 TS FafiEE PR |
IR HEAEEae Fafera: ||¢y||

Certain Raga is narrated as starting with Sa@ and Ma (Sama Samjfiah), in Aroha in which Ga
and Ni are Varjita, and in Avaroha Ni is Varjita.

EHRANSFERATATT THACTH
sfa sfaq afeRfa 9f3ar aggafesT: |[|¢g||

Some Laksyavedi Pandit believe that this Raga is originated from the combination of
Hammira, Gauda and Kedara.

$iteed A FYOUT & fag: |
AT TIHAGATSITE AT feded ||cu||

Some others believe that this Raga is totally having Dha as Amsa, and its sung in the evening
but this opinion is not acceptable.
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m:
FegofiHclh AAT MNSARIHD: |
JfashEasdIsi grear Asar giva: [|¢¢||

Gauda Saranga Raga is originated from Kalyana Mela. Though its formation is very crooked,
it is adorned with both Ma.

ATl HAdT-Ideul IAhHTEIGOr |

dlfged FAGaaed Halfged J & - |[¢]|

This Raga in afternoon, here Ni is Alpa. In Avaroha Ga is Vakra. Moreover, its Dha is Vadi
and Ga is Samvadi.

o R e AT AR e |
qifed AeAa o Al el FAr FAT (|0

As Ga is Vadi and Dha is Amsa the singing of this Raga in afternoon is not suitable according
to me.

NIHACTHET AEHA FM0Ted ofaTel THeA |
doig TaeT HTAT ARTHROT AA: |[2]]

In this Raga it is clearly seen that 7ivra Madhyama is subordinate or second one therefore this
Raga is Said to Sankarabharana according to some people.

FYRTT FAY IRRATAAA: |
GqUif gudd el AT ATAE: A ||R3|

In some treatises of Music this Gauda Saranga Raga which is used for Vira and Santa
sentiments, is described as Sampiirpa Svariya, Ga Amsa and suitable for afternoon time.

SATCehgRYaToT J-\i(ﬂo-lldélﬁogadJ
sfa Ffaq IRfa Jegarifageom: (R3]

Some Laksya scholars believe that this Gauda Saranga Raga is originated from the
combination of Nara, Kedara and Purvi.

HATTA:
oo A T AT g
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JaHARAE=arT RegiAisar #dar |[RY||
The Odava type of Malasri Raga, in which Paficama is Amsa, Graha and Nyasa Svara and Re
and Dha are Varjita is Said to be originated from Kalyant Mela by learned.

et @ FRgead degacAfe |

Ad ATETTH Tealla TET HIHFG: |29

Some Laksya scholars Say that Malasri is made up of three Svaras Sa, Ga and Pa but this is
against the Sastras hence there is no possibility of Raga.

TA9: TORITST o TATGHET: FerdeT |
ST dfsdr: 9 wEafReAgdad |38l

All scholars know this wonderful fact that the formation of any Raga is never possible less than
five Svaras.

JITTT HAl Al FEEATIRO |
sracarat fAfrd arfafa & q afeers ||Qul|

All scholars have agreed that Svara Ma and Ni are there just to complete the number of Svaras
yet they are not there in the practice.

MUIRG HICAT HAGTIRY bl |
IR GAMCE M= JUAIHSD ||*¢||

Malasrt is presented by the tuning of Ga and Pa. Scholars Say that it should be sung in the first
Prahara.

TAY ATTTHITET HIHHT FeA &I |
AT e THTIT TG [T REPeH |38

In treatises Malavasri is originated from Kafi Mela. So, it is clear that it is not well reputed in
Laksya Marga.

tearATIdeTadT AecaeaAfd Fafad |
auiafed dfSdreq dageaTorRIfaer: ||2oo||

The scholar Musician following Laksya Marga have narrated that at some places Raga
Dhanyasri, Dhavala and Jeta, they get mixed with this Raga .

JHAT

294



FoATUNATHS Aol THAT offarel o |
JATTAT: JHRIF TRl JHAEI: ||2]|

Yamani Raga is originated from Kalyana Mela. As it is a part of Yamana it is considered as a
type of Velavala.

quit i arafEaTTAgs N |
e garfearas awfafa aa aam ||R)]

The Sampirpa Raga Yamant which has both Ma is sung in the morning, its Vadi Svara is Sadja
and Samvadi Svara is Paficam.

HRED AT THART FHE $A |
IeRIE YEHA FUEATRATSA ||3|

The use of Tivra Ma in Aroha makes it as a part of Yamana clear. It is wiped off by using
Suddha Ma in Avaroha.

g freraear: guaer & aaas |
ARERIT e 99 gfasr gifaArRd ||¥]|

In Laksya Sargita Avaroha of Bilavala is very popular but when it is enters in Ragas, sung in
the evening, it becomes harmful.

fSTe 9Tl T dshcdHe]cilHS |
IETATY o dgafefa gaaas ||9||

In Avaroha mostly Vakra Ni is used. It believed that in this Raga also it is connected.

Tgahled:
HeITONATS TITTHgehledl OO |
HRIg ALTATD! TIUg GHIF: |||

Raga Candrakanta which is favourite of wise persons is Said to be originated from Kalyana
Mela. In Aroha Madhyama is Varjita and Avaroha is Sampiirna.

TMeRET aifecd HEATHITTTTRA |
T T AT qaielsT @i & o]
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Scholars believe that in this Raga Pirvanga is main. Its Gandhara is Vadi which indicates
evening.

g foag suggd IMmush: Fafd |
YEHATUHTERT TAEIFIT g2 ||¢||

Sometimes Singers have published its hidden form. Scholars have realised that this Raga is
similar to Suddha Kalyana.

fecquiy
3T AeATaREgTd Fad arfiedied: |
i geAeqRrenon &g sfa & Afd: ||}|]

| think in the group of Sampirna Svaras, the Ragas having different formation has become
possible due to varieties of Vadi Svara only.

QETEd Wided JaRral Jehifdd |
oA Hear geaeicad e ||2¢o||

In the first half of the night, the predominance of Pirvanga is seen Tivra Ma is always present
there but it seems very less.

IECICRECH
IECICEIS
ERTIOT Al IEN elldel: T |
SSSTRT e Giehl Sacensi daa: ||2]|

Bilavala Raga is originated from Sankarabharana Mela in which Sadja and Dhaivata are Amsa
Svara according to learned.

3RIEYT HATTHACTERETAH |

3 M AT ITASRETITARA |||

There is a little use of Ma and Ni in its Aroha. This Raga is Uttranga Pradhana and its sung
in the morning.

T oo 3fd Sigdeaaa |
AR TEiTed FHedoT T fHarRId (|3

Some scholars consider this Raga as the Kalyana Raga of morning time. In its Avaroha Ga is
weak, because of which Kalyana disappears.
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gHAT: FAfaead e afasgaiiRof |
IRE  Aawed FwfacgsAd Jam |||
The harmony of Dha and Ma in this Raga always brings manifoldness(Vaicitrya) in it. Some
scholars agree that in its Aroha Ni is Vakra.

AT (gAY JdF dd |
JRITIAREIRT IHdcgaiigor |[|9||

The Uttranga of the Uttranga Pradhana Ragas has many varieties. These varieties are mostly
presented in Avaroha.

UhRT Sgaedd dollderey dhifddr: |

TTEET FEIAET T HIEIAT HAH T [€]|

Many types of Velavala are narrated or described but those are popular in Laksya Sangita, are
presented here by me.

IERIEIE
delTTo e HATSSIAl T FoATHS: |
fagrer sfa faearar smuRmREEr Ad: |||

The popular Raga Bihaga is originated from Velavala. In this Raga Bihaga Gandhara is Said
to be Amsa and Graha.

HRE Rerast Fee’ie dHTRA |

T g IH I a8 FEATH |||
The Aroha of this Raga is devoid of Rsabha and Dhaivata and its Avaroha is Sampiirna. The
singing of this Raga in second Prahara of night is accepted by all.

Rerar: afa arecd warfgemaaeisas |

37l ageRIdAE wfeTat geet &Rt (]|
When Re and Dha are predominant there is a possibility of Raga Bilavala. Hence the best
singers have accepted these two Svaras Re and Dha as weak (in Avaroha).

HIITH e T o1 Feferfde: |
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TR Sdfed ARt erfoias ||2o||
The Apanyasa of Ni Svara in this Raga is very pleasant and the listeners two mostly recognise
Raga on this base.

TS #d: SRR HATET : |
faehass gTg=dr fgAeas gasiaia ||2¢|

Scholars are of opinion if Komala Ni is used in Avaroha of Bihaga then that Raga becomes
Bihagada Raga.

QT
QeI NTBAT YIhT FTAROT faafordr |
QIETSROT Ao AT fecdiamass |2

Sarnkara Raga, which is called Sadava , and in which Ma is Varjita, and is sung in second
Prahara of night, is produced from Sarnkarabharana (Bilavala) Mela.

ReAgar dizard waa aegacAte |
Sgail 91 a7 #agrer fagremele HseH ||23]

In Laksya Marga this Raga when devoid of Re and Ma is seen as Odava. Sa or Ga become
Vadi Its formation is from Bihaga Raga.

FARETYTeTcd hidcadT W‘Tﬁ?{ |
I ATARY ATEEARYSTG T ||24||

Some have Said that in this Raga when Uttranga is Pradhana, when it is adorned with Tara
Sadja, it is sung in the morning.

IAMAAEIT TAT TE IATHTTRTATH |
AAAGACATT AEIAT NI [29]]

As majority have agreed with the singing of this Raga at night time, more importance is given
to it here then the opinion of Laksya Marga.

HYGAEY eelel fQgrenfguReper |(adibhi)
IMUREINY dliced M AT o Gioas ||2€]|

As Gandhara is Vadi in this Raga its singing at night is against criticism. By surpassing
(ignoring) Madhyama it becomes clear that it is different from Bihaga.
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el
ARTHOTeH AR Tl |
3itzar Afger: TarcwH IrAS e ||y

Desikara is originated from Sankarabharana Mela. As Ma and Ni are Varjita here, it becomes
Odava and it is sung in the first Prahara of the day.

YaaearT afdcd goa =g 3T4d |
SAMITTATST Ul TNTT ||2¢||

Here Dhaivata is Vadi and its Nydasa is Said to be in Paficama. This Raga is Uttranga Pradhana
and its sung in the morning.

ey FIAGHEE FAfds |
faemerer AdTsTATGH Areraaisa ||29)|

According to some this is the formation of Vibhasa clearly. As per our belief Vibhamsuka is
originated from Malavagaudaka Mela.

faemere sfa oA wepd wiagda: |
M FEY [T AT HATEATIA |||

Because the name Vibhamsuka is emerged from Savita that is Sun its singing should also be
after sunrise.

HEAThTel JAT Il ATl NRIHT FE: |
GAMePRT $7aeT TTeT: el geriersh: ||2¢||

As learned Say that Bhapali having Ga as Amsa is sung in the evening time. Similarly Desikara
having Sa and Dha as Amsa as sung in the morning time.

$hidged deecds] TaIHAHHTATH |
ALATETE HFIA a dagreafae: |3

Some others believe that this Raga is resorted to Parvi Mela. We the followers of Laksya
believe to be sung in afternoon.

qTgITS:
AT AT ATGTTSIHTAASET |
FGHCITILATT AT TTGHITeIRT ||R3)|
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Now we narrate Pahadi Raga which is originated from Sasnkarabharana Mela, having both -
Mandra and Madhyama Svaras and can be sung at any time.

YSIUIHIRST Hdler $fRT Ad: |
Fowdl daar o AT gaafa & |||

Here Sadja is Vadi and Paficama is Samvadi. And Mandra Dha expands it further.

HUTAT: Tl & ITHEAT FATSA: |
TILT: YEACTATITA A&TATEATH |||

According to Laksya scholars, as there is a little touch of Suddha Ma the singing of this Raga
possesses the characteristic of Bhipali.

TAY YRS Wbl Alelaalsa |
SIAERIEAfa AW dcealid T [|R6|

In some Granthas Pahadi is narrated as produced from Malavagaudaka (Bhairava Mela) but
as it is not used in practice it is not described here.

AT AeTshsTAeAT HiAeTgleihlaea |
o TeHd GEIA FEIARGURA: ||R€|

Somewhere another Pahadi having Komala Ni and originated from Khammdaja is also
described but the singers following Laksya Marga do not consider it suitable.

Hls:
IATATCIEHATHTS AT TR |
ARFAATSCRATEY SToHeY: AT Fafad ||¢||

Manda Rdaga is originated from Bilavala Mela. Sometimes it is heard that this Raga belongs to
Mari - mevada Desa.

Teed THITAT TAeANGEITT el |

MAHAAT doet: {oTeh HhITAIhH |||
In this Raga there is intensity of Sadja, Madhya and Paficama. And the tremor (kampana) of
Nisada make the singing of this Raga pleasing at any time as believed by scholars.
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3R ReElsed ashcadarigoT |
AEIAEANY ~IEdcd FAAAHAAGIH ||30]|

The infirmity (daurbalya) or Re and Dha in Avaroha, and crookedness of the Same in Avaroha
, and Nyasa on Madhyama make this Raga melodious everywhere.

HAgIRIEOIsTT Tshcartieefad dd |
HeY SfedHUYere] EIARAERA: ||3¢]]

Some scholars thinks the Vakratva of Re and Dha also in Aroha, but | think it is not suitable
according to Laksya Marga.

carii:
YEERAARINSSITAT SafaReaar |
fSeaeielsT Feammei Afsd: |32

Devagiri is one type of Bilavala Raga which is originated from the Suddha Svaras i.e. Bilavala
Thata. and is possessed of Kalyana Anga.

VST HAEIET faels gaelt eel |
ATfaeEaEdgd s Fafeded geeada |[33)|

Its Vadi Svara is Sadja and the use of Dha and Ga is very less in Avaroha. In Laksya Sasnigita
Tivra Ma is never seen used for a long time.

[ERIEEEECCEREREINREDI
ARAgHA AT acar gahererad ||3y|

In the types of Bilavala there is a nice principle that its formation is always presented by the
Svaras in descending.

HFITATHNTAEITT THARTITHHAG: |
o GUIAT T FIT TG ||39)]|

Here, Bilavala having Tivra Ma becomes Yamani(Bilavala) Raga but all the best scholars are
of opinion that it is different. Or separate.

R YadsT g P |
JATTAETRT ATGIACHIIH ||3¢€]|
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In this type of Bilavala, KomalaNisada is used with Dhaivata in Avaroha, it undoubtedly
makes the formation of Velavala clear.

RIGOT AT JUT @M IREPeT: |
ddaraigor o fesrern: yhifdar: ||3uv)|

Just as the formation of Ragas sung at night becomes clear in 4Aroha, similarly the formation
of Ragas sung during the day becomes clear in Avaroha.

q@ﬁ’m—‘& qﬁllﬂcalcq«éqlaliaiaﬂal |
T JARREOT ATAIANSTIZO |[3¢]|

Just as predominance of Puarvanga creates varieties in previous Raga or Pirva Raga, in the
same way, in the Avaroha of later Ragas or Uttara Ragas.

HfaeT fasweda anfgeifd gasias |
o decegrealel YafAfa sAiefehd #ar ||39]

According to Some Pa is Varjita optionally, but I did not agree with this, as it is not found in
Laksya Sangita.

dc:

ARTIROT A AT R IITHH G |

ACIARGIHSA @ IR 9gad ||yo|
The Raga Nata Bilavala is originated from Sasnkarabharana Mela in which Madhyama is Amsa
and Nyasa and it is used for ViraRasa.

IRIEYY FaAYUIT faed geraford: |
AAHATT FHT a7 I g |92

Its Arohais Sampiirna and in AvarohaDha and Ga are Varjita. Its singing is suitable in the
second Prahara of night.

TAY YT HIAG M fara: |
Tl 516 oI&d FIeHT aAT6ia Yaa |[9:]|

In some Granthas use of Komala Ga is shown there but as it is not found in Laksya it is not
proper to mention here.
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BIATRHIGHTD] TALINAAT: Fafad |
AT TA INAT ASTARTATETOL: | |y3||

Sometimes this Raga combined of Chaya Kamoda and Alhaiya, is sung by the scholars of
Laksya Marga.

YERT Teecdligeldell o Hefdd |
HALIAET I IEAcATTOIATRTHIGIRUTH ||

Due to predominance of Pirvanga Bilavala is not possible, and Chaya Kamodaa is also ward
off (Nivarapa) as Ma is used often.

NEEIERIEE]
T YETRAATHT Fell delrdell HT |

AT THGIST T FIaTdar Hd: ||¥Y|
The Raga, which is formatted by using Suddha Svara is Sukla Bilavala. This is the type of
Velavala, and it is sung in the morning.

YEANST $TAETET Hardr vt SR |
INE Tfeelaed ~arar AEIH U T ||¥E|

Its VadiSvara is Suddha Madhyama and Samvadi is Sadja. In Aroha Rsabha is feeble and there
IS Nydsa on Madhyama.

SIRETIHAcalGa’le fA=dr |
SqEAcd YgATIT fAfRAeT AR ||8v||

With the predominance of Urtranga the Avarohais varied. And the free use of Suddha Ma
makes it delightfully.

delldedl 3Hallg: guiag: AaAd |
aEdaTT guer: Al Tesdd ||s¢||

According to learned the excellent application of popular Avaroha of Velavala here delightes
the mind of audience.

HrAEY Ay Tulf daaayd: |

303



R GUlASY o[- TATefehe: HeT ||¥e|
The touch of Komala Nisada along with associated with Dhaivata, existing in Avaroha is really
pleasant forever.

EAERICEI
AARTIROMA AT T GelTHeh: |
feretraell sTgqal AegATAT :grﬁrﬁlzr: IR

Raganamed NataBilavala, having Madhyama as Amsa, loved by scholars is prodused from
SarkarabharanaMela.

gt dedeEle O alsEawded |
feeaereaTerie s1acer giafras ||s¢|

In NazaBilavala, due to the combination of Naza in Pirvanaga and Bilavala in Uttranga, it
becomes clear that it’sAngaof GaudaSarang.

HHACTHET cq¥&dcd TG AT |
3T qOeET JUEET [agefot ||9R||

In singing of NataRagamanifold use of Madhyama is popular. It should also be utilised in
proper form in NazaBilavala by learned.

Reray: gerfas dagfasaaRof |
A IMAAET TTATEY Gt |[93]

The harmony of Re and Dha causes manifoldness. Its singing in the first Prahara during the
day is suitable.

HERT HAGTATHT AeAIRUTEAL: |
RYTARTHICHAIGEA AR ||s¥||

The RagaMaluha-Kedara is made up of the Svaras of Sankarabharana, is originated from the
combination of Syama and Kamoda and it is well reputed.

FERET THAIST FAedd oegafefd: |

IMAFCIET IETET [T TAAAHD |94
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LaksyaScholars believe that this Raga is one type of Kedara and its sung in the first Prahara
of night.

STIRAC 4 HAGIsT Jcliaeh: |
YT HAT T FHeT aeFacHar ||5e]|

In LaksyaSarngita, JaladharaKedara, CandaniKedara and MaluhaKedara are said to be the
types of Kedara.

HeR el oI YSTHACTHAGTAT: |
AaAad gufag WA= Joara ||9u)|

In KedaraRagaSadja, Madhyama and Paficamaare predominant, in this Raga also the Same
principle is applicable.

HEEIAENR: FACET [T A90T |

Al 9NAT o TG adfad: [ju¢|

The beginning of this Ragashould be with the Svaras of MandraSaptaka. It is sung in
VilambitalLaya is seems beautiful here.

HEET FEFAT 771 T ART=gHATaRd |
fATeIcyssaTasl: e A gedIe: ||9R|

MandraMadhyama brings variation in this Raga, who will not enjoy the touch of Sadja by
Nisada.

I[OTehell

o]

ATIHIOT Hel TATAT 9T 3AA: |
UTHCN TATTATH! FeATOTTGMA: ||&o||
The favourateRaga namedGupnakelz, which has Angaof Klayana is originated from
SarkarabharanaMela.

foreaereamare]d: wsairerafcorfde: |

SARETTTcdTcTeR AT JEA: ||62]]

This Raga, having Angaof Bilavalaa,is pleasant due to AmsaSvaraSadja and having Uttranga
predominant, sung in the morning.
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TeT AR Fhiaferaer #e |
3TARIQUT qUleT FATRNTT o HeA: ||&3)|

As per the Nature of UttaraRagas it attracts the mind of people by the Svaras of Avaroha.

TAY T AT Aol AEON T |
AT AT AOAETT Al ATIqIiIsH ||€3]]

Scholars believe that the another RagaGundakri which mentioned in Granthas is originated
from the MalavaGaudaMela.

hphd:
i)

{-QIbg&&{-d{{-iJ:I(ﬂlaldlt HHHATHD: |

JeTgaTHaIsT RUAAIGNH: ||&Y||

Raga named Kakubha a Bilavala type Raga is composed from SuddhaSvara, in which Re is
Vadi and Pa is Samvadi.

Rogar: garfafEr adwr T e |
SATIATaBOT G [|€9]|

The beautiful harmony of Re and Pa represents the formation of Raga by the Avaroha of
Bilavala.

HYAHTATT ATl FEGTAT |
AT J PIHGET IMURTT o AT 373 |[€E||

Here, tremor of Rsabha, expresses JayavantiRagabut in the absence of KomalaGa it will not
be there.

ARSI FRH TR |
SR cegfafade: Fafceafavias ||av||

According to Some the combination of Ahalya and Jhisijhitiis said to be origin of Kakubha.
But the expert Laksyascholars should take their own decision.

g

STREERHAGINAFAT FTI |
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3iiEar gl FEIATRIST AT ||&¢||

The famous RagaDurga is originated from SuddhaMela. It is of Odavatype. Here Ga and Ni
are Varjita and Madhyama is Amsa.

HQQiaaﬂbEEIQI Qolaﬂ(valiia-')l ?[DFI': |
gfedaieTaasar fgdavey AdH ||e1|

In this Ragasome places the effect of Mallara is seen. Learned think that it is sung in the second
Prahara.

IMUREY TIFcaTcTdTd: HREY ¥ |

HRIE Yad: TIEEAGUATARA ||bo||

Due to abcence of Gandhara, its seems as if Sorara. But the pure use of Dhaivata in
Aroharemoves that Soraza.

Raar: garfaars Aearder Haraq |
SHEIAEIAGIMN ST AR #ad ||u2|

The tuning of Re and Pa wards off Mallara here. Profuse use of Madhyamareally attract the
mind of listeners.

fAveTT gojgcd Sl AR |
Y IHAT WFREET Alga: ||o?|

As Nisada is not seen here how can it be Saranga. It can also not be Soma-Rdagaas there is as
Ga is present in Avaroha.

TAY HAT T YEATARATHRH |
AT helfaaearge: FATAMRATA ||v3)|

In treatises perhapse learned have described this type of Raga by the name SuddhaSaveri. It
seems appropriate.

gaeafa:;
gHEAITEAT IET: T LEERAAA |
RIGSTIRIE T AULIAT Hacdar |[|oy]|

The Ragawhich is called Hamsadhvani, is originated from the combination of SuddhaSvaras.
In its Aroha and AvarohaMa and Dha are always Varjita.
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A 9SSl A ey HFRGreRenr &4l |
IMAFATT FHATCE AT FIAAHF |||

Some are of opinion that Sadja is Vadi and according to some Gandharais Vadi. It is sung in
the first Prahara of night.

fqraraTgea g AT TR |
G IfeIoTeaTe & J ATIRON A |||

In Hindusthan’ Paddhati it is not often used but in Karnagaki Sargita it is commonly used.

gHSITT:
QRITIRTT Hel gHPIAUAHD: |
T I @ieenrsf aeafafy: ghifda: ||uy)|

According to scholars of Laksya Sangita Raga named Hema Kalya, in which Sa is Amsa, is
originated from SankarabharanaMela, and is sung in the evening.

TSolEal! Hdgrel Haldl UaaA! Ad: |
FeHETTIRT AT bl oad ||u¢||

Sadja isVadi and Paficama is Samvadi, it definitely delights people when it is sung in Mandra
and Madhya Svara.

ool AT FACET FH A |
WsATATT SFoiacHAd degafeead [|oy|

According to some Laksya scholars it is said that when Kamoda is mixed with Suddha Kalyana,
Hema Kalyana is produced.

RGO UEIA: TeHegaIGITgHR Had |

faeifaderd afar fafre guaAtagd ||¢o||
In Its ArohaDha is Varjita. And its UdgrahaSvara (begginer) is Mandra Paficama. When this
Raga is sung in Vilambitalaya.

STHSCITUTATHTT IANsaar Jiotd: Farad |
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e TRATgAYIeTATRATT et ||¢g||
Some have narrated another RaganamedKsemaKalyana, but as it is not popular in Laksya we
have not mentioned here.

gaar
L&A Fuel Ao #d |
faemaeaerRYsT Ird:HrefRrd: ot ||¢R||

A RagininamedSarparda, a type of BilavalaThata, is originated from combination of
SuddhaSvara and it is sung in the morning.

N .

YR Hale: Tiehell SgHA: |

o]
R aferay Nemaavedi=e ||¢3||

Many have agreed that here Sa is Vadi and Pa is Samvadi, in Avarohait clearly presents
BilavalaThata.

MURET HfAfeg arfgcarfeeifa aq ||
A AT YT FgcaaATagIA ||cy||

According to some Gandharais Vadi here but at the same time Dhaivatais also given here
significance according to them.

Taeg Qg fhfRguadgad |
3maar Rusr oo A Hardd ||ey||
Even though it appears similar toBihdagaa, the extensive use of Rsabha, removes the illusion of
listeners.

JHATeNAnINET UfoaraT fAfAar |
sfa FfacaRia aegasiiasiiaer ||¢g||

Some Laksya scholars Says that in this Ragathere is a combination of Yamana,Alhaiya and
Gauda.

@ HUeAs Semaeig@Asond |

TYer Taafefa I afeae ||¢u|

According to Pandit Somnatha Sarparda is originated when Bilavala get mixed with
KarNasaGaudaRaga.
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CTTGRIY:
AAITIRTT Al cTeaTIE!l JHA: |

fereTaeTITsTeateaTd:siel: aRTPe: ||¢c||

LacchasakhaRdga is originated from SarkarabharanaMela, and a sitis a Aiigaof Bilavala it is
sung in the morning.

¢RI Halg: GHAN d8aferd |
TAlsT TR T RspdrEefagas ||}

Here Dha is Vadi and Ga is Samvadi. Hence the AngaofJhifijhari is clearly seen here.

IMURET JART ARISHARITRIHAA |
ST e I ATcEATToRIRATSHTH ||R0||

Here Gandharais used soit appears as if GaudaSarangabut the predominance of Bilavala
removes that doubt.

ol TSelaeredd YehRT dTCHeleT: |
haol TeHATIACT FET: Fafd o= ||¢2]|

The types of Bilavala are always cause disputes. Hence, learned should enhance their opinion
only on the basis ofLaksyaSangita.

WS Fegaquil HAuTeggHisd: |
3R R foerae ge2 R |||

This Raga, adorned with two Nisada isSampirna. It clearlyrepresents Bilavala in Avaroha.

AT
ferstie:
ISR TA THATSIATHRISAT
dgaddr™T I AN fARIHCT: JEAT ||2]|

At present RaganamedKhammadjaa, is originated from KambhojiMela as said in Granthas. And
those Ragaswhich are originated from it are having KomalaNi.

fSisic vuH a8 ACRETHAAA |
auRTenfee quit W g ||R||
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These beautiful Ragas | melodious Ragas originated from this Mela are having Gandhara as
Amsa, they are Sampiirna and they are sung in the evening. From these | first of all narrate

Jhifijhiti.
GITH Bl &9 dieiiiAed foaes |
gIeINaeTaaATg: FASANT & |[3)|

In Kambhoji Mela, this Ragais having very simple and easy formation and is rarely sung but it
delights all.

IR e T : FLIT T8 |

HEHCIPIFT TAEAT IMTehr AL ||y]|

Learned say that this Ragadepends on others hence the singer of this Raga enters another
Ragawhile singing.

3R REaTqe: GATTATARAT |
TIRIgUTcared IMsaARITRISTT AT ||9||

It cannot become Khammaja a as there is touch of Re in Aroha, it also cannot become
GaudaSaranga as it is Sarala a in Aroha.

AT
HTATSHHAGSTA IET: GHATSTATHR: |
3R J Rast Tearie gHaen ||<]|

Khammajaa Ragais originated from KambhojiMela. In its ArohaRe is Varjita and its Avaroha
IS Sampirna.

Ter g dadr greeder ATTHAAN: |
3RTe TaHTeca faAwrer Ifhedaren: |||

When DhaivataisDirgha tuning of Madhyama is played. In its ArohaPa is Alpa. The use of
Nisadamakes it delightful.

TARTEGARGARIE Ta9Hd: |
T AT AY aggaAr AufRare ||¢||

All have agreed with the use of TivraNi in Aroha. The same rule is seen applicable by the
learned of LaksyaSargita.

MYR: FAAT A&7 AV sHATIT A |
MARTET TEET a7 A1 G ||R]]

Here, Gandharais Vadi and Nisada is Samvadi. This Ragais sung in the second Prahara of
night.
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FarfadaRe faQser gaver |
AT AEARAgegHT TIREPEH |[29|

Here the harmony of Dha and Ma is indeed enjoyable. When the singing of GaSvara ends, this
Raga becomes distinctly visible (afeegen).

IGRIEER
SITaT Srefat e ar afaoft ar faerfarer |
3IRIE TTaRles™ Regea gaar |[2¢]]

That Raginiwhich has originated from KambhojiMela is known as Tilangika, in which Re and
Dha are Varjita in both Arohaand Avaroha.

IMURTST dgrel fAversATcTafaeT: |
GHATST epfc e aoay: Harf: &ar |[¢3]|
Here, Gandharais Vadi, Nisadais Samvadi, the harmony of Ni and Pa is always a special
feature.

Page no 77

dadey faeqaca e AT AT |
R gar ofrar Bigifesta  aaar |23

The disappearance of Dhaivata proves the distinctness from Khammajaa. As Re and Dha are
Varjita when it is sung it cannot be Jhisijhati in any ways.

T TEpCsT QI od HHa: |
AMAAEIT: AT sarend fgdaeh |[2y]|

Durgais also not possible as Paficama is clearly used. Its singing in the second Prahara is
appropriate.

garadr
GHTSN A IhT GaTacdTgdT YT |
GATATAIATAT T ool AT ||29)|

The auspicious Khambavati is said to be originated from KhammajiMela. Indeed, it is reverse
(opposite) than the principle of Khammaja.

INE RWeT: TYEEcadhIsH! AERIEY |
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ACIATCYSSTHETY: dada A« ||94]]
The touch of Rsabha in 4roha, the absence of Rsabhain Avarohaand the touch of Sadja with
Madhyama is melodious in every way.

HYAT: FITTA: YIbT @GRIg Iash |
FaaEal: fRRgRiaeEEsd ||2u||

Here, there is the harmony of Ma and Dha, in AvarohaPa is Vakra, by the Svaras used in
Uttarardha it can be the Argaof Vageshvari.

TR AT HY 3 |
IMAATAT: FATGE AT IiH fgedraeh ||2¢||

How can it be the Anga ofKhammaja as plenty use of Re and Dha. It is sung in the second
Prahara of night.

TAY HYRICEAT UhHTTHIRAH |
TEITcaA T Wb o deoled FaATH ||29|

Some of the Granthas it is said that Dha is Komalaand Pa is Varjita. But it is not acceptable
in LaksyaMarga.

ST AAhSTIAT gl FTedagdcHia |
Hrsar RUgrsal MR $iSdr [|0]|
In LaksyaSarngita another type of Durga Raga originated from KhammajaMela is narrated

somewhere. In which Re and Pa are Varjita in Arohaand Avarohaand its adorned with
Gandhara having Amsa.

HUIRT HIreAT araderada: |
IR PIFAGETT ATAANEd cigeh: |||

The tuning of Maand Dha shows the possibility of Vagisvari but in BagesriGandhara is
Komala whereas here in Durga it is Tivra.

RN Yefdcd fSigfesta gsrad |
ﬂﬂ‘zﬂallcqaloﬂcaligmrﬂlia faerfarenr (||

As Rsabhais absent here, it cannot be Jhizijhuti. It is different from Tilasigika as Dha is used
and Pa is invisible.

GYOATaRIgoT @A fewidl ol |
IMAAEIT Ad AT =7 1A TG |3
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As its Avarohais Sampurpa it is different from Khammaja. It is sung in the second Prahara of
night.

SYEaeifREay Aegiam Tl saq |

ATCF FSTRTATFAT TTURIHAET |||

If there is little touch of Re is there then this Durgawill become another Ragininamed
Natakurafijika in which has beautiful AmsaSvaraGandhara.

IeAEIAT fecant™ gait ereareafey S |

TR Aol T qdHAT AT ||RY|

Another type of Durgain LaksyaSarngita is also heard in which Ga and Ni are Varjita that
Ragais previously mentioned in SarnkarabharanaMela.

AT
e T AT AT |
HREAE ST FglaT STsar ga: ||R€||

Learned have also narrated Ragesvari which is originated from KambhojiMela in which Pa is
Varjita in Arohaand Avaroha, hence it is SadavaRagin.

YSSIRIT FEIHTRT aT IS TgIdcA T |
ATl faR™umsT Ifehar |[Ru)|

In LaksyaSargita this Raginiis sung in SadjaAmsa or MadhyamaAmsa. Th etuning of Ma and
Dha is really enjoyable here.

ARIEYr Rast Targash eI |
TMURET & Jacargreiradat: affiearar [|¢||

ReisVarjita in Arohaand Dha is Vakra in Avarohaand Gandhara is Tivra hence Vagisvart is
different.

REaeear g gafran sia |@era: |
TAY hyfEedwT HAdT Taieenr [|4)|
As Re is used here it cannot be RagaDurga. In some Granthas this Ragini is named
Ravicandrika.

GeTacdl Raolcadmaa’iy THERAH |
AT FRAT: TIHET o duad ||39]]

It is said that Re is Varjita in Avarohain Khambavari. Here, the Paficama of Khammaja and
Tilarngika is not overcome.
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A HWTIGTANT ATSTTH I |
¥ M a7 faAcd I fgdass (|32

According to some this is the feature of Khammajabecause its singing in second Prahara is
always praised.

HIHTSN AR TeaAT ERENATTHBT GeT: |
3INe Ryast HEale THTAFRH ||33]|

Again a RagininamedSorati which is originated from KambhojiMela, Re and Dha are Varjita
in Arohaand Avarohais Sampiirnpa.

FHYATST AT & FGIAFTTHROTA |

garer dadr Aar Iwiaagsedd: |[33)|
Here Rsabha, the cause of all types of varieties is believed to be Vadi. And SamvadiDhaivata
is believed to be the carrier of joy.

Ffagefa aRear aARfRAFr saq |
80T TeHAN SRffeacaqaeha ||3y||

Some people say that this Sorasi becomes Desika by giving the touch of Ga. This feature fits
to show the difference from Des.

ARG TEAET FAeEfead: |

FIAfaTATg AT TRITT UfReaAaT ||39|]

In this Raga the use of Gandhara in Avarohais through Minda,that’s while it is said to be
different than Saranga.

ALTATEYH UTel: WRICAT SHas(deh: |
dafg Foafa siarr affohf@eare (|3¢)|

The stroke on Rsabhafrom Madhyama is the main feature of Sorari. And there only the listeners
also judge this Ragini by that only.

SiIcTaHs = Heal St TREPer |
SIf & dered AEfAE |aAT ||3u)|

By taking Nyasa on Paficamasome clearly shows it Desi. I don’t find anything wrong in it.

IGEEL APk
THTSHATS Uih: HAGETdRIedd: |
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{UT: wierer Mdr wAT A g (|3¢||
TilakaKamoda, a SampiirnaRagais originated from Khammaja Mela and which has Sa as
AmsaSvara is sung in the second Prahara of night.

IR VTETTDH Rashaigo |
ARECTRARENT AT IeIcTqA (|39

Dha is Varijita in its Arohaand Re is Vakra in Avaroha. And it is sung by the Ariga of Sorasi
and Desika.

TMURTYSorHERlf o Fefafhe: |
3vearar AwgsHt aderifagRa: [|go|

The touch of Sadja from Gandhara is really enjoyable. I1ts Apanyasa in Nisada lways removes
the wrong impression.

RGO RUATcEATST: THAHYA |
IMUREIIEDCATCHREII $dchd: ||82]|

How can it be Khammaja when Re is used in Aroha. How can it be the Ariga of Soras when
Gandharais distinctly visible?

Siseare@amsT W fMeiaas: |
gogafefa FfRq wuafa fmsom ||y

Some experts are of opinion that when this Ragais combined with Jhirijhitr etc. it becomes or
named as BihariRaga.

ST
SISl ST SHATddT ga@ver |
R AU ARCTINA HISAT ||83]|

Pleasant RaginiJayavantz, having Rsabhaas Amsa, Sampirpa and adorn with Aiga of Sorazi is
originated from the KambhojiMela.

AT e sT ARCTATIRAT |
eI REeaal leAel a1 ger: TA ||8y]|
Here the use of TivraGadiscard the possibility of Sorasi. Wise should use Re with the touch of
KomalaGa in Avaroha.

ACTUET qaATy REavor gaarfa: |
BRI EIRIET FaRAcHeghIRUN ||8Y||
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The tuning of Paficamaof MandraSaptaka with Re sometimes creates confusion with the
formation of Chayanatra.

ORIAE Ad: UId: TaHATETS aT: |
HETEUTAINAETRALY IeTchoTah: ||¥e||

The stroke on Rsabhafrom Paficama inChayanatta is said to be auspicious. When it is used in
MadhyaSthana (Saptaka) it makes Raga very pleasant.

PIHAGET T IET TN AT |
o MY AREFITATIAET TpeT fHeT ||yy)|

The use of KomalaGa is not found there. And the formation of Soras is also not clearly
mentioned.

RO AT srraear #dr g9 |
I Arasfelld el J faudd [jy¢||

Learned have common opinion that in JayavantiGa and Ni are Tivra in Aroha andKomala in
Avaroha.

deltaell aar aits: AREATRAT o |
TSIy TR IaeT agfa o (|s|

They have rightly said that here there is a proper combination of three Ragas viz. Velavali,
Gauda and Sorati.

SSIATSTAY Y Remer: |
AdIST HAlFSelsd THATAAR: |||

Learned are of opinion that the Ragas originated from Kambhoji Mela have Rsabhaas Amsa
which becomes the door to enter another Mela.

S
THTS A Tl MSHeRATHD: |
RTINS HfAeTg [T ||s2|

Raga popular by name GaudaMallara is originated from KhammajiMela. Some Learned call
it as a Ragaof Sankarabharanaor BilavalaMela.

HUifsT HegATRN MAd degacate |
HRIGU! fegeell aug g@erde: ||4R||

According to LaksyaSangita, this Raga is Sampirpa, having Madhyama as Amsa, having
feeble Ni in Aroha, and appears pleasant in monsoon.
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AR IRANMTGEACAREHT: |

ALTATEYH arar fafrsr IbaATagd |[$3)|

As Ga and Ni are Varijita here it can be SuddhaMallara also. Here the stroke on Rsabha from
Madhyama makes it very delightful.

ol HEGTgUIA TRl offald: Jel: |
QHAAYA TaAY 0T 3fd Tpea [|ay|

Raga in which Ni is Alpa, Dha as Amsa, and it is sung in afternoon is clearly mentioned as
GaudaRagaby Somanatha in his Grantha.

ACHCRENS eferr arfaatard: |
aftiaede ST aeafafs: gave: |jay||

He has narrated that NazamallaraaRaga, Dha is Amsa and Ga and Ni are Varjita. Scholars of
Laksyashould take decision after pondering over it.

SYTOIICTNRITHEAR Aedd Fafad |

ACHEAREITIRAHGIET TaGhy ||9€||

Some times it is believed that a little touch of Chayanatra and little use of MyduGa in Mallara
turns it into Natamallaraa.

FEITYRYIANFNUT TAGRIATEITHT: |
sfa FfgEa g FmAfRaA |9

Some says that by using both Gandharain this, it can be the Ragininamed Ramadasi. Scholars
should use it after thinking over it.

ATARCCATETT A& ada T |
TG f3aT GRErr AR EH: ||9¢|
ATl qUT ST &Eoft SHSTATTAH |
3T HooTReprAeT sqagR JHAT: ||98|

58,59. Learned believed that Meghaa, Sorara, Desa, Jayavanti, Dhundiya, Suradast, Nayaki,

SuddhaNata, Tanasent, Gaunda, Arupi and Jhasijha are the types of Mallara.

IRT
sRFANEFASR T gafaof |
gehifctar aeafafy: dqum AR gar ||eo||

A well reputed RagininamedGara which is originated from HariKambhojiMela is always
having Sa as Amsa and Sampiirna according to Laksya scholars.
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HEHEIEAIA AT Ted TAcg@YeT |
IMAAEAT: FHANA AT AdehlTIeh ||€2]]

This Ragini which is sung in Mandra and Madhya SaptakaSvara is always very pleasing. All
have accepted that it can be sung at any time.

et gt e Femet gt gERat |
g HiA at Vgor digent =9t ||€3)|

In this Ragaboth Gandharaand both Nisadare used. In which Ni and Ga are Komalain Avaroha
and Tivra in Aroha.

TN fSSIEANT: HieredsT gaTRd: |
3RIE TUHAT THT Tgciar Araigor ||&3]]

In this Ragathere is a skillful coordination of Kalyana and Jhisijhiti. Out of this KalyanaAnga
is used in Arohaand JhinijhitiAnga used in Avaroha.

SIGNATedTIEd FINATET AT |
37 WIUROT &9fAe =i A [jey|
Learned have agreed that this Raginiis considered to be fit for KsudraGita (song having law
tone) hence they have decided this common formation.

FEH TSSTARICT IRl T 307 |
HACIACTH ofe1 AT RIfchedA  ||€Y)|

Madhyama considering MandraMadhyama as Sadja.
gsgd:
HIINSAATDSTIT gsgdl Al ga: |
HRCAGTOTATSHl QrerreRor Ta1: | |&&| |

Learned believe that Badahamsa is originated from Kambhoji Mela. Some other have again
narrated the Same inSankarabharana or Bilavala.

aifeed IR WhHAATCTT J Y3 |
MAAET G T ey &= ||8u]|

In this Paficama is Vadi, Sadja is Samvadi and it is sung in the second Prahara of the day.

ARIEY [AAN ST HAT: FAANSEAT |
MURET wATsT Fdlehereasl g | |6¢] |

In modern music all have agreed that this is mostly a Sararnga, for that reason here the absence
of Gandharais accepted.
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TAY ETATICd AAFT ATAeTd |
oEe o daieied A dfgel gan | €]

In Granthas for the absence of Dha and Ga, similar opinion is not found. Therefore, it is
overcome in LaksyaSangita.

TIICeTETEd HALIR ool IhYardehs |

MTHcATgdcqd: FEraT: JEpeIHAer | [bo |
Its absence in Madhyama is really very pleasant and as Ga is absent there, it immediately
declaires the type of Sizha.

ARIET fAdeea AosTAT SR |
IEARE] AT T RO A | |02 |

Some have narrated them as a type of Sarangain this Mela. We believe that these are in the
HaripriyakhyaMela.

Aol
I AITATIT AR ghifar |
3T AT TTaae Tafordr | |6 |

A RaginmamedNarayanr is said to be originated from Kambhoji Mela in which Ga and Ni are
Varjita in Aroha and Ga is Varjita in Avaroha.

FRICHT HAICTHT ARTIOT FAT |

HAAHSTETT € TAST TUAT HAT | |03 |
Some believe that this Raginiis originated from Sankarabharana in which Ma and Ni are
Varjita. Let there be different opinions. In this Grantha we accept the first one.

FHYH dTfeed Hcdl ARG |
fasicd AR HATGUIROTA | |6¥] |

Considering Rsabhaas Vadi it seems like Saranga, but when Ni becomes Varjita and Dha is
added that formation also disappears.

ERIECRE)

FIAISIH RIS Tolldl T 394 |

TATITIaRTedTEdr Rerameragr #d: ||| |
The best Raga namePratapaVaraliis originated from Kambhoji Mela in which Rsabhais Amsa
and GrahaSvara.
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AR AEa saRIg e {estaotet |
IMARET FAE fechager Al | vy |

In ArohaNi and Ga are not there and in AvarohaNi is Varjita. And it is sung in the second
Prahara of night.

N

e NoAeT JAEATRI |
o dghAE A fANIE: HIFA I | |bg| |

Some scholars ask to use here TivraMa but I don’t agree with that as Nisada is Komalahere.

ANGY J WY A & Joad |
ATAT AdEdssicdag gaaTd: ||uE| |

There is a rule that in Ragas where Ma is Tivra, KomalaNi should not be used. Learned have
found it appropriate in practice.

ARTEARTd ol
FIFST AT I JATAT ARRGdel |
INEIRE T ARGer qatsad [|ey]

Ragini named Nagasvaravalr is said to be originated from Kambhojir Mela and here Ni and Re
are Varjita in Arohaas well as Avarohahence it belongs to OdavaJati.

YISIIT HEIATAT ar MdATsdl  of&gafsd: |
I JEAT: FATEE AT ATH fgcdass ||¢o||

Considerein Sadja or Madhyama as Amsa it is sung by Laksyascholars. It is sung in the second
Prahara of night.

CTETOTTCATHARTITEATS AT T el fard: |
TET & YAISTATIRT 7Y gaaferdr: ||¢2|

The last three Ragas(Narayani,PratapaVaraliand Nagasvaravali) undoubtedly belongs to
DaksiniSangita as it is found in LaksyaSargita we have mentioned here in this Grantha.

feoasT
eSS @ fqerhre fgem g9 |
MR WTET OEATA ||¢R||

Learned have divided Ragasoriginated from Kambhoji Mela in two sections one having Ga as
Amsa and second having Ni as Amsa. This is accepted by all.

QAT AT LT HREIIE] FLAH: |
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dea foag Tfeacy aegaAmIfaeme: ||¢3||

The Ragas having Khammaja Anga have Ga as Amsa and those having SorasiAnga has Ni as
Amsa. Scholars of LaksyaSarngita always follow this rule.

GATST AT Terael faeifare |
AR FAT gt FAFAM AR ||¢y||

Expert Musicions are that Khammaja, Ragasri, Durga, Khambavati and Tilangikabelong to the
section which has Ga has Amsa.

IR SR Jd9 FACRIdHIad: |
SHaTacaTieeRt et facdy aferdr: 9ot ||¢y|

Sorati, Desika, Tilaka-Kamoda, Jayavantt and others belong to second section i.e.Ni as Amsa.
ST o fgameRygaeTd: |
A AS d HUNCTEIAANTA ||¢k|
Here, Jayavanti having two Gandhara, undoubtedly indicates one another Mela named
Karnata.

AR ECaadIEdTe hiar Joifdd &7 |

hadl d AT TEIATAST lfda: ||Cu]|

MisraRagas are innumerable, who is able to narrate them? Scholars should consider the
formation of these Ragas only on the basis of current method.

Ty IARNAET HaHhHd gas |
AT Fgar AeT AT Hifddr: ||¢¢||

In a Grantha named Ratnakara written by Bhavabhagsa only names of many types of Ragas
are mentioned.

STETONT G o HAlhifel HIA: |
JEIeHG YT JaeaTfa aafadd |[|¢k]|

Again features of those Ragas are not narrated there but | narrate my opinion which | found
proper.

JATaeTY FHeAUN ACHRIFIISHT: |

HodX: HTASIAT FURTSTAR: FaIH |[Ro||

Velavala, Kalyana, Nara, Saranga, Gauda, Mallara, Kanada these Ragas form their own sub
Ragaor division.

RG]
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Ra:
8y MR T: § T IMsATT: |
docdeat: glagardr $ar M g9 |2

The Mela which is known as Bhairava in LaksyaSargita is mentioned as GaudaMalava in
treatise. From that originated popular RagaBhairava which is sung by the scholars.

daaremre: e GOl FaEAd: |
HRIUIHATST: el lelliee: Je: |||

All have agreed that this Ragahaving Dhaivataas Amsa and Graha is Sampiirpa but it becomes
Alpa in Arohaand its sung in the morning.

IEATTATCHA o= TifeT dgarsi o |
EIREIREIR T :
T RTINS ||3]]

Many popular Ragas have originated from this Mela which are sung in the morning and which
has predominant Uttranga.

ReaRT dfgsg g1 a3 gaive |
3Mielelel TARE Fod FaadseTa ||y||

Just as Ga and Ni are significant in Ragas sung in the Pradosa or evening similarly, Re and
Dha are significant in Ragas sung in the morning. Their movement (4ndolana) is very
delightful.

A FYfIHD FAure: AT Idq |
JaRigaaetsal IhEAT Aa & A Y|

In some Granthas it is said that KomalaNisada in Avaroha is not pleasant but I don’t agree
with it.

I ALT TYTelcd I8 JATeddl $dd |
3fa Wremon @y A sgaAd: [|8|

In Laksyathere is a common rule that which many have agreed with the common rule that where
Ma is Predominant there Ga is feeble.

MatsT Tar 9T g ARET SR |
ThiTAdaar e g Reaeaar |||

Just as Bhairava is for the morning time similarly SriRagais for the evening time. In
BhairavaDha is Vadi while is in SriRagaRe is Vadi.

Core - SRR S |
FHIcd HAgA P IgaEIa# |[|¢||
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Generally this is the indication of SandhiprakasaRaga, that in it Dha and Re are Komala where
as Ga and Ni are Tivra.

Raeg Rut grafgavonforhel |
3TAT IR o FUH Areagatar ot ||}

From which Re and Dha of Bhairava give extreme pleasure, the best singers try to practise it
first of all.

HERSTeAT
Maeda FAAGIEON ATTSTHET |
3isar qURlATsEl AETAT G ||2o||

The RaginiMeghaarafijani is originated from BhairavaMela. It is of OdavaJati as Pa and Dha
are Varjita and its possessed of Madhyama.

TEAFETAIMNST AfIdidT T |
YITET Yefdcd dafd od Ferad ||2¢]]

As Ma is used here freely, it appears as if the Asngaof Lalita but as Dha is Varjita here this
possibility is ward off.

NgFAET od Hfaerfefa fagafom: |
foea IR aRiwie «ta & A |23

Some scholars suggest that there should be little use of TtrvraMa in Avaroha of this Raga which
IS sung at night, according to me this is not wrong.

37T AT a8 AT § Ao |
gaeiidr faaraf &7 Treaigor ||23||

Otherwise | agree with the principle of Learned that use of VivadiSvara which sung in
DrutaGati in Avaroha is also permissible.

SaaET IRATIMAIATTHEHTH |
fefad sage  QwamAfastihes ||2y||

As Dhaivatais Varjita here it can not be the 4ngaof Bhairava. It becomes pleasant in remaining
Prahara when it is sung in slow tempo or Laya.

IToTEhT

S

FRATA TSIl J[UTsHT AT o7 |
IRIE FERIGSTT TG FEATT [[29]|
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The RagininamedGuprakri having Ga and NiVarijita in Aroha and Avarohais originated from
BhairavaMela according to learned.

e HAgrEr Icisal MRaiten |
HeaeaEaldfidr fAcg sqgaraeT ||2€|

As it is the Angaof Bhairava, here Dhaivata is Vadi. This Raginiwhich is always sung in
Mandra and MadhyamaSvara delights the mind of listeners.

Rerar: deraeay sifarameresT s1ad |
ST RIgEFAETERA . [|2u||

As there is a harmony of Re and Ma there is possibilit of JogiyaRaga, but Ni is absent here
scholars remove that possibility, too.

FEITRIATIAY Y o9 Jooad |
foarateis wreeay Rereaar ||i¢||

In the Ragas sung in the evening Ni and Ga are never Varjita similarly. Re and Dha are noit
Varjita in Ragas sung in the morning.

TSShITTARICTAT R HIMHT IoT: |
T Tt AT SRmERcEIaREFe ||21]

According to some there is also another Ragini namedGundakrz which has DhaVarjita and Sa
as Amsa and which is sung atthe end of the day.

ST
TMsATTTAGCIT ST F2Id g9 |

3T FUTAcATCHT: HrellsT FEFHe: ||Re]|

According to learnedJogiya is originated from GaudaMalava in which there is predominance
of Uttranga and which is sung in the morning.

THART Haer ARt |
fANTeTehelaTcTsauThIee 3Tad ||2¢]|

Like Re and Dha in Bhairava, Sa is Vadi and Ma is Samvadi here and Nisada is also added so
scholars consider it as a type of Gunakri.

MUR: FIAT AT TAETHTERIFOT |
ReariaaaT warcgerta: aofeer |||
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In this Raga, Gandhara is totally Varjita, Ni is Varjita in Avarohaand there is harmony of Re
and Ma or Dha and Ma hence it is always delightful.

HeRigehA diseul e evor T |

HEIAS {jacq{-dcd ST o {-?-IIo-d-Io-I\ISQH\ 1133]]

Who will not enjoy this Ragawhich has AlpaPa in Avaroha, Nisada is having Minda and
predominance of Madhyama?

JrarEadT Ao R ®us feage |
cHTcHHC =R

f)
Some scholars believe that the formation of this Ragaperhaps must have been from the
combination of Asavarfand Bhairava.

gHTd:
RS AT Uh: gAY Jegafefd: |
HEFHTRN: THTATE! SAfeIcarias{iya: |||

PrabhataRaga, which possesses the Angaof Lalita, Madhyama as AmSa, is worthy for morning
is said to be originated from BhairavaMela by LaksyaScholars.

FAEIREUTET ATl ahl |

dlfecal-AeaAmEdd dfgescd TREPeH |||

The SvarasRe and Dha of Bhairava, indicate that it is sung in the morning. As Madhyama is
Vadi here, it clearly shows that it is different from Bhairava.

JINT: JaHAEIIRRHA dfeldieidRe: |

ATRATTIITT g7 EATg b TP
Theuse of Paficama here shows that it is different from Lalita. It’s abundant use in
BhaktiMarga may be for salvation.

31@?»!’!?# HAATIRTGIARATAGHT: |

«gqui d IATCIPIATEAET: TP forer |1:¢||

The tuning of Ma and Ni in Arohashows the possibility of RamaKalyana, Ga and Ni are Varjita
in Gunakri, hence its difference is clear.

Af=ar Icar Aefadery AT |
gierd Sheldeedrd Sicldlel fafAsom ||¢]
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It is believed that it’s charmingness due to VilambitaLaya. Perhaps in DrutaLaya get s mixed
with Kalirnga.

hiiaTST
diisHATeIgsh Aol g TATAT ST |
IMYRT HEIAT T TT FATsgeT: TR |30

Kalirigada is said to be originated from GaudaMalava or Bhairava by learned. In which there
Is abundance used of Gandharaor/and Madhyama.

FEACAlGUArtg AT  THT: |
Mol FHA AT [T A Joirdah |32

Here, Bhairava does not seem to be possible there is little use of Re and Dha. It is sung in the
third Prahara of night.

T ol eI AT el GfSdedd: |
gaM A UesTca ATy T defd d |[|33]]

LaksyaScholars believe that this Raga is having fickle (unsteady formation) where as some
other scholars say that this Raga is also used for singing KsudraGita (sugamSargita).

HYOT el SIATCHAIONITH |
3T Gyl HAGTI=TRROTH |33

This Raga is loved by musicians, as it is Sampirpa and having easy formation. Undoubtedly it
is easily sung because of it’s charmingness.

gy
T Acreh o7 FRIEr gud g |
ACTAIMA FYOIT: e foigaer: ||3y]|

RagaSaurastra is narrated by scholars in BhairavaMela. Which is Sampirpa, sung in the
morning, which has Madhyama as Amsa and in which Nisada is used less(gs=:).

Sadras gl gifafa oeafaer A |
NATEIEATTNH TAEAH FHIFC: Ja: [|39]]

According to Laksya scholars both Dhaivata are used here. Tivra in Arohaand Komala in
Avaroha.

3ARET Fafaeorr AftgRET aferdr |
AT AUAEAT qaid AaET 41 |[3¢|
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Sometimes, there is seen the presence image of Bhagihara in Uttranga, and Bhairava in
Purvangadue to tuning of Ma and Dha.

HIAIMSISY FIAMAEIAT: TIHTEL: |
TACHANUNEd TI&T Fedd Farad |30«

Here, Kalingada, Bangala and third PasicamaSvara’s this combination is wonderful formation.

hieragla]ial fSeraeed Harfde |
AT & e HAT Tl ||3¢||

Some scholars are of opinion that there is a combination of Bilavala in Uttranga. Here Laksya
experts have to take their own decision.

JqHbAT
Al ATIIIMEA IEN SATT: GHITS: |
Al faEard: Treeiar gufer: ||39|

A very well-known RaganamedRamakalr sung in the morning, and lived by musicians is
originated from BhairavaMela.

daaqede arfeed Harfged J T FHAA |
3R Afldel TAGARIE THISRH ||Yo||

It’sVadiSvara is Dhaivata and Rsabhais Samvadi. In ArohaMa and Ni are Varjita. Whereas
Samprirpa in Avaroha.

e Afgfa At gt JufEa: |
AEATTHTEA T IEUNT o dodld |92

Some learned people here point out two types of Madhyama. According to them expelling
(Vyastatvam) of SuddhaMa is not censurable.

AYEAEIRT g9 TIS FaRA |

A RCI I SRR UIIE] SgaATH |33
Sometimes both types of Nisadare also used. Even then many have agreed with the supremacy
of formation of Bhairava.

JUT THb I JTATHIAT AT |
AEHEIAGDHET e chgarfeadr ||s3)|

As Ramakaliis sung in the morning so in the evening Ramakriya is sung. The first one is
associated with SuddhaMa where as second is with ThvraMa.
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RIyTE:
Ao Sivad aF ARG Ry |

itsar daarn gaFE-araASa: ||vY||

RagaVibhasa, which is of Audava type, devoid of Ma and Ni, which has Dhaivata asAmsa,
and Paficama as Nyasa is originated from BhairavaMela.

fafay srqEercar gerravshia: g1 |
FREIUAIST FHTT g8AHA: ||89||

In this Raga, the tuning of Gaand Pa is wonderful. This Ragais having calm sentiment, having
supremacy of Uttranga delights the mind in the morning.

I7 g7 AfAcTen: Fafaaaasiad |
fgesT guide: qaaa #afed: [|¥e||

Whereever there is Ma and Ni are Varjita there the tuning of Ga and Pa takes place, | have
already narrated this well-known rule previously.

JgHTa S ~Irar dadiichad e |
o SIS AFTATA TG AT @ |||

When Nyasa is taken on PaficamaSvara from Dhaivata, no one is able to describe the
happiness of the mind of listener.

drgder qUr gy sEa Fatad |

IREAYUTAcd d9T T2 Thed ||y¥¢||
Sometimes it is heard that sometimes it is sung with TrvraMa and TivraDha, this clearly
shows the supremacy of Uttranga.

3RIE AfACATT AHFbell Fal 57 |
T PIIA FANEAT [T II: Ferada |[83)|

How can it be Ramakeli as Ma and Ni are Varjita in Avaroha. And no other Raga, having Ma
and NiVarjita is seen sung in the morning.

HEAThTST JAUT YaT AT ITATIeTLh: |
AT FAAT doATGAIAT LT FAT: [|90||

Just as RevaRdagais sung in the evening, so as Vibhasa in the morning. Revahas Ga as
AmsaSvara where as Vibhasa has Dha.

e gaquUil IuTshr Fm%nﬂ%sqm |
THBA HAGIAT caelolld FEAT ||32]|
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All have agreed that Bhairava is SampirpaRdaga, in GupakriNi and Ga are Varjita and in
RamakeliMa and Ni are Varjita in Aroha.

EIIEy)
Al AIaMsET T ArAY ofere |
FYAREIET e areRld da&dar ||$R)|

According to SastrasGaurf is originated from Bhairava — MalavaGaudaMela, which has
always RsabhaAmsa and GrahaSvara and which is sung in the evening.

RGO ANeT T FYOT T el |

FHEHEITANTATAT IMeT TG A fhed [|$3]]

Dha and GaSvaras are Varjita in Aroha and it is Sampiirna in Avaroha. As it is sung in Mandra
and MadhyaSaptakaSvaras it is delights the heart of the listeners.

sy Afefa dorea ae |
AT FRUSTEAT A1fd A o fadaras |||

Some scholars point out the use of Trvra Ma in this Raga. 1 don’t find anything wrong in it as
it is the Raga, sung in the evening

Heryey faveey fafsaagd #ae |
AR FFETT FHdfeed @A ||59]|

In this Raga the use of Nisada sung in MandraSaptaka adds the beauty to it and the listeners
also recognises the Ragaon the basis of this Svara.

hictere HaT Ay qRaIen a9 T |
ad foae gufle fAgd aegafear [|ue|
In LaksyaSangitait is believed that GauriRaga possesses the formation of Kalinga and
PiriyaRaga.
HAACT JI9d TdgR FHIET: |
AR Tded HIT T THeHA ||9v]|

Even though there is different of opinion are seen in the practise yet the supremacy of Anga -
formation of SriRagua is clearly seen here everywhere.

%Tﬁqlgfu—qwq gada faaee |
Id: T TEFeT AT AR Fe=tar [|o¢||

According to some GaSvara is totally Varjita in all the ways hence it makes clear that
GauriRaga is different from SriRag.
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CIGGRELE
TsATITHACAT 9N SAfelddaa: |

IRIE  Tdst VI UraweEa || 5R||

In RagaLalitaPaiicama, originated from Malavagauda, Paficama is Varjita in Aroha and
Avaroha is Sampirpa and Vakra.

AegAST Wﬁ e |
e TlfA AT JA ATAH Fel ||€o|

As only Madhyama is used in freely, it definitely attracts the minds. It is always allowed to be
sung in the third Prahara of night.

oATIcTaTTeIehellsT Fefehall IMAATTH: |
AeTHEEt arenfafa weafaer Aaw |6

Expert musicians have agreed that it seems like Lalita. Laksya scholars are of the opinion that
both Madhyama should be taken here.

HRg JARANTT GTHET JATC: |
MY SATAAIET Fded MAplTdar: ||€R]|

The expert singers wipe off the Asga or formation of Lalita by suitably using Paficama in
Avaroha.

Tl
JsHATIaHATTd TITAT ATARATTHHT |
IR TfATsl TEaRIe FHARH ||€3||

A RaganamedSaveri is originated from MalavagaudaMela in which Ga and Ni are Varjita in
Aroha where as it is Sampiirpa in Avaroha.

UIHIST Al aIEr Haer S8 SR |
IAHLIT: FATGE T IMIATH: ||€Y]|

In this RagaParicama is said to be Vadi and Sadja as Samvadi. According to singers it should
be sung in the morning.

TARISTATA AFRA0AT: FHoleahs fAhad: |
g AT HIBIds I ||&y|

Many have agreed that this Raginiis widely spread in Karraraka. But it is narrated here in this
treatises as it is heard (at any time).

quicaleaRIgET ARUITUarRAT |

a
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IUBHISITY U FTpeAd] dfgerd ||e€]|

As Avarohais Sampurna in this Ragini, it is neither Gunakri nor Jogiya, | think this must be
Clear.

CE/ICE
T AP TT FIMACIRIIRAT |
e Aersarfafad doat: gRAMaA [|eu|

Barigala is said to be originated from BhairavaMela, scholars have finally decided that it is a
type of Bhairava.

3RTE ATRIgsT Awer afora: w@x: |

3eRIg A€ BT IMUREALEshaT [|&¢||

SvaraNi is Varjita in Arohaand Avaroha in this Raga and again the GandharaSvara is used in
a curved position in Avaroha.

AT THecaree TACHAdH |

AaeicargashedTeIaeT Uffeaar [|€1]|

All have agreed that as it is a subdivision of Bhairava, It becomes Asga of Bhairava. But as Ni
is Varjita and Ga is Vakra it is different from Bhairava.

IMURET IR FUITRYUATH: |
faeda fig: TACTIEar ALIAASE: ||vo||

When Ga is Varjita, it becomes another type of Bhairava, named Svarnakarsana of SadavaJati
in which Madhyama is Amsa.

TEAY: HITAelel STl Tl el |
IMAATINY IERET FIATSA AT || 0g|

Really, the tuning of Sa and Dha in Barngala is delighting. And this Raga is also sung in the
First Prahara.

IRCEGEGE
Maeda Adsa iRa: RagEes: |
g HeaAraif@ssegga: ||o?||

SivaBhairavaRaga, a part of BhairavaMela, is said to be originated from MisraMela by
Masters.

3RIE IMfeiciged AaeT TG |
3eRIE Todged HATISATIGHNOTA |[103]|

332



As Ga and Ni are Tivra in Aroha, it shows that it is a part of Bhairava. As Ga and Ni are Mrdu
in Avaroha, it’s seems to be the part of Todl.

v fatRear] WwMsy areHes: |
AETANHAGT FAeE FalA0TTe ||o¥|

This Ragais disputable as it is not well-known. Here one has to decide according to Laksya
Music.

fRaey Nt At g s |

G Acadeclel gead Fahersad ||oy|

Expert Scholars always use Re and Dha of Bhairava while singing which makes it clear that it
is originally a part of Bhairava.

3MTeicdRa:
AdATIGIISITSSTdT TN A0 |
ICRATEATd: HYOT: FiRreh: Taf: ||uE]|

AnandaBhairava Raga which is liked by virtuous persons is Sampiirna, having Sa as Amsa and
originated from MalavaGaudaMela.

qater #Rar Fel: AFTHIONE: |
IR gah: Eifefa aaafaar ATH |(|uy)|

Laksyascholars are of opinion that its Pirvanga is associated with Bhairava and Utrtrangais
connected withSarikarabharana.

fAsomeRa a7 faeraear: aeggad |
IMIA AET TURh ATcT:hTel HATAH: ||o¢||

As it is originated from the composition of Bhairava and Bilavala, it is said to be sung in the
morning by scholars.

TS GIhIATer: Io: |
AP Aot AT FfRgafad a [|ug|

Some scholars say that when TivraDha is used here it is again named as Siryakanta which has
emerged from the Mela which is mentioned here.

AR TTAATGIENsT IR odd: |
e AT TR 7IT Go1: || ¢o| |

As there is supremacy of Bhairavanga | have narrated this Raga in Bhairava Mela for ease.

feratar:
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AT g o M g2 |
IraioiehiAG ®G Fdlhd AU |2 |
Hijeja is sung in Mela named Bhairava by learned. Granthakaras have accepted this
formation which belongs to Yavana.

HQUIf FIETT RIS T |
Etaar s FuiReread Ad | |¢R| |

According to some scholars it is Sampirza, has Ma as Graha and Amsa, Ni is Varjita, possesses
both Dha and sung in the evening.

Sl HINIE TRIg  chgreh: |
R FH g TeIATNTTTLIU: || <3|

Scholars following Laksya Sarigita believe that Mydu Dhaivata in Aroha and Tivra Dhaivata
in Avaroha — this order is good.

I Al Hroeedr: R |
TAY qEREATT aule TR ¢ae ||| |
According to some there is a combination of Bhairavi in Bhairava, the above-mentioned
statement is seen in Grantha also.

ARERAY &Y ARICAYAICHH |
st A NI FUAYEY e |[¢y] |

The Ragas which has Ma as Amsa are sung in the evening but this beautiful Raga is sung in
the first Prahara of day so | think it is an exception.

IERT ( IERIT)
TS Ferea SATATSERT FATHHT |

HYUIT FRATIMSTT WSS STEATETAT | |CE| |
Raga named Ahirz or Ahira - Bhairava is originated from Bhairava Mela, it is Sampiirna,
though it is Asiga of Bhairava it has Sadja as Amsa and Madhyama is used anywhere.

gatar Rar T8 g 1o |
AfsTHET T deld Hg e | v |

In its Parvanga, Bhairava and Urtranga Harapriya is combined. As a result of this combination
this Raga is varied and delights people.

TAY HyfeIcHih! FRAAATCI |
3R ARSI AciRfaAaTd | |||
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In some treatises, it is said to be originated from Bhairavi Mela and another Raga named Abhirt
is originated from Nara-Bhairavi Mela.

HIGHEHA
“IMea: wsada dqotT [Fer A9 |
d deIGhI-IGEUITRYUTqEehr: | |¢R] |
ITURYITHTTST qg@q‘\édn Td: |
ARG A AT gerem T d: | [Re]|”

There are ten types of Bhairava Raga — Odava Bhairava Sadava Bhairava Sampiirna
Bhairava, Vasanta Bhairava, Nanda Bhairava, Ananda Bhairava, Svarrnakarsana Bhairava,

Gandhara Paficama Bhairava, Bahuli Bhairava and Rama Bhairava.

TUThT TRGATCDT FRATATASTT |
3emma foora: SfRegafar MRaregd | (28|

Gunakri and Parijata are said to be of Bhairavi Mela but as Ni and Ga are Varjita, some have
said to be of Bhairava Mela.

RAFer
RG]
ey IRFAAAT T JU=AT AfSHS: |
AT HATCHAToT HET SAhiaar ||¢] |

The Mela which is known as Todika in ancient treatise is known as Bhairavi in Laksya Sangita
from this Mela the well-known Ragini Bhairavi is originated.

HRIGsTIE |1 {qufa Har AT |
SARETTTAd I :raliradr $ad ||| |

This Raga is always said to be Sampiirna in Aroha and Avaroha. As Uttranga is supreme here,
it is a Raga which is sung in the morning.

HfaeT qufa gAt garfeat &t |
WG ST Hiagy: AT |3

Some scholar consider Sa and Ma as Samvadi Svara, some other consider Dha and Ga. One
has to consider whatever is appropriate or suitable.

TAY A HhT ARG HAS |
R DIHA 6d TR A FUL: | Y] |

Bhairavi is said to be originated from Asavari Mela according to Granthas. There is no doubt
that in Laksya Komala Re is used here.
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Jegel dIaREy $3d Ugur Fafdd |
AETTTAT HAeoA RIS, Tl AT | |9] |

Sometimes Tivra Re is also used in Aroha in Laksya Sarigita. Scholars don’t find any fault in
it.

gegel gt EgrareigdRd |
afsar=g a=ga & 7 Jafea afzar: |||

Do the scholars not know that in southern Sangita Hindusthant Bhairavi is known by the name
Todi even to day.

iR 7 R TuEfa O |
TUEINIEEAT doet AT TATEHITTH | | 6] |

They consider Bhairavi in Nafa Bhairavi Mela, according to Sangita treatises this is also not
controversial.

HTCITePIT:
IRAASHA: FAT T GeToA: |
AT AfOTEaTar Ruateld 3isa: | |¢| |

Malakosa, the favourite Raga of great singers is originated from Bhairavi Mela, it belongs to
Odava kind as Re and Pa are Varjita in it.

TATIATGATSIET HHAT A (AT |
TR A fiaEgdavEcRe |||

The scholars believed this Raga in which Alapa is predominant and this Rag ahaving Gambh ra
Nature is sung after the third Prahara.

QWW@FT grar Imsdaraes |
ST At (I8 IETSTTT hreAd | |20 |

Generally the Vaditva of Suddha Madhyama indicates Gambhira Nature. The variation of that
Svara declairs the kind of Raga.

fagaer e 34 FAfed FRYEGHA |
Roamareeaered hedAaigor |22 |

The expert singers very intelligently take little use of Re and Pa in Avaroha to increse its
beauty or delightfulness.

Fearofidees dF farar Ruafard: |
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A Aerreay Rugar dqaead | |22 |

In Kalyani Mela Re and Pa are Varjita in Hindola, where as in Bhairavi Mela Re and Pa are
Varjita in Malakonsa.

FYATSTEIAY I HITeTRIRAR: |
I Jfraargt Ao Areaeiiss | |23 |

The Raga which is known as Mangalakausika in some of the Sastra treatises is known as
Malavagaudaka in this Mela.

CRIE]
AAASTE bl T HUTAATHE: |
ffzar AfAdsEl erEaresia: ||2y||

In Bhairavi Mela the Raga which is known as Bhipala is of Odava Jati, in which Ma and Ni
are Varjita, and Dha is Vadi and Ga is Samvadi.

e yiafgdydeEnsT aAfafas: |
M T FATEATT ATdieled HAMNTA: [|29||

Due to lack of familiarity this Raga is not well-known in Laksya Sangita, according to scholars,
this Raga is always sung in the morning.

AT FhiRd AT Fogad |
AT TeagtEdeTaRA || 2€|

As Pa and Ga are used often the its seems little bit similar to Todi. The learned deny it there is
a less use of Ni and Ma.

HIGIAT o aTel e i e |
il Fefiaafesa Serdicntder #gel ||2u)|

The Raga which is sung in the evening is known as Bhupalr where as this sung in the morning
is known as Bhiipala. This type of variety of Music creates a great curiosity.

3Ty
RAATGSTAT AFTITATET HAT |
AIRfAAASTT yfafd: HRERAr |||

Ragint originated from Bhairavi Mela this is said to be Asa@vari Raga, some learned have Said
that it is also found in Nasa Bhairavi.

3RIE AT TAGaRIg THIT |
HIgTenThaiar fgdavey et [|98]
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In this Ragini Ga and Ni are Varjita in Aroha. It is Sampiirpa in Avaroha. Here Ma is Graha
and Dha is Amsa, and it is sung in the second Prahara of the day.

A Fyfacla Ra Ao R |
EIAMEAN RcdlesT AT dodld Yad |Ro] |

In some Granthas this Ragin is said to be in Bhairava Mela but as it is contradictory to Laksya
Sangita this opinion is not accepted.

SEIETE
AT Ty e aE H T |
IR Neast FEaRie TR | (R3] |

Somewhere in the Granthas Dhanasri is also included in Bhairavi Mela, here Re and Dha are
Varjita in Aroha and in Avaroha it is Sampiirna.

A& YIIART Gl gIOATEHS |
el TEAT: FANCE JAITEX & |13

In Laksya Sangita it is said that Dhanasri belongs to a Mela named Harapriya. It is said that it
is sung in the third Prahara of day.

YSSTIOHIRT Hatel Sgaed: |

AR Feafaal TI Iger: Pel: | [3]]

Many have agreed that here there is a harmony of Sadja and Paficama. Generally here the
Udgraha is seen by Mandra Ni.

Meggdu=am: Jelld goad |
deAITAITeelcd JTRd IREPEH | [Y] |

Upapannatva (in company with) Dhanasri which is originated from Bhairavr is said to be
worthy to be singing in the morning only. The original Mela it self makes it’s clear that it is
sung in the morning.

SieTsh:, Siaell =
AN OEA: |
YfeTEqueEnsy Aafad: TREpe: [1R9]
Scholars have agreed that Zilafa is the combination of Bhairavi and Asavart. This Raga is
modern and is developed in foreign country.

ST T IH] Yo G R |

TAtsT NI Araeereafefa: (€|
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The decided combination makes the Uttranga as major, because it is sung by Laksya scholars
in the morning songs.

STAATASAECAT IR ST |
hael TEIATET dF EIGRIA0E: ||Ru)|

Jangula, originated from Misra Mela is said to be sung in the morning, and the decision of
Raga is taken only on the basis of Laksya Sargita.

{E HUeised dHedm NaeT q |
STIPICATTRIEITAT THATDT FROM ||¢|

By the addition of Bhairava, the origin of Zilafa Raga is said to be in the Raga Karnara Gauda
by SomanathaSiri.

A ETarAE dfarar shew: Fafad |
FearEadIEl SeetcafadiRar |8

Sometimes it is seen that Zilafa is the combination of Bhairava and Asavari. The origin of
Jangiila is also said by the combination of Bhairavi and Asavari.

A
RAF ST YT I8 FAlCThUTIION |
HRIE I gEal YaaEeaadaor ||30]|

In Laksya Sargita the Ragint Motaki is said to be originated from Bhairavi Mela in which Re
is Komala in Aroha and Dha is Komala in Avaroha.

thadt gt s ' FegAr Shaw: & |
anfaaTar afiar siqagarEeT |[3¢|

When two Dhaivatas are used, Madhyama Svara becomes supportive. When it is sung with the
richness of tune, it delights the mind of listeners.

goleT ehe, &4 fAs@Aecyd foaed |
cIdgRseqe Md faarereaeHsar ||33)|

The formation of this Ragini originated from Misra Mela is delightful and rare yet the little use
of singing of this Ragint in practice is really disputable.

IAY Hleh! GRAT gl TIATEI |
s g Ao aftta: 9fsc: Fafaq (|33

*1t is narrated in Granthas that Mozaki is said to be originated by the addition of Paficama,
sometimes it is narrated in Harapriya Mela according to learned.
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GHTH:
AT HIeh: YEHHTAHD: |
HRIE AgreT: TG fAaford: ||3y]|

Réga named Suddha Samanta is emerged from Bhairavi Mela, in which Ga and Ni are Varjita
in Aroha and Ni is Varjita in Avaroha.

HEGHAEAT dlfeed @Tadig U o |
YSSIHY deecded UTd:shefdd Jat: ||39]]

Here, Madhyama is Vadi, like Dha in Asavari. According to some Sadja is also Vadi and it is
sung in the morning.

FHeATCHIIIEAT TIRISET AdIsfOF: |
TRIAST I AT G FITCIH! ||3€|

It is much popular in Karnaraki Music style. Hence | have also narrated it here.

‘ o]
AT A FAATETET dead: |
JHATIHERT T JTc-shleldr s1dd ||30)|

By adding the main principles of Bhairava in Bhairavi Mela the Ragini Vasanta Mukhart is
formed. It is sung in the morning.

gater $Ra: TA¥ FTRE AR |
faday w9 AfFET Maafefd: ||3¢|
Musicians have composed a very charming formation by using Bhairava in Parvanga and
Bhairavt in Uttranga.

N hd AN
Saarara arfeed Td:hragarass |

IS Hdeoled FUATHI P ||39)|
Here, Vadi Svara Dha indicates that it is sung in the morning. Thought it is not popular, it is
very pleasant.

o iRy T - oy
oAy FHA TEATGY: HAEAATHA ||go||

In treatises some have agreed that this is the feature of Hijaja, hence learned should take their

own decision.

3maTadie,
3T
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JUAT AGA T8 caraaIRd: |
A adson fgaravgtadr |2

Learned believe that the Mela which is mentioned by name Bhairavi in Ancient treatises is now
known as Asavari in Laksya Sasgita. It is sung in the second Prahara of the day.

IR AT TGN FHIHT |
daaedia arfecd A a7 afgard [R||

In this Ga and Ni are Varjita in 4roha, and it is Sampirna in Avaroha. Here, learned have
agreed that Dhaivata is Vadi here.

ALIAT Ig: Uh: TIH a0 9ad |
STRETUTecdIgag: qarrem: ||3]|

Madhyama is said here Graha and it takes Nyasa at Paficama. As Uttranga is dominant here,
the Graha Svar is visible in Pirvanga.

HeRIgshA SiAfgeae Tgerfed ad |
A AN A9 ATe: arEdaAd: |||

Some musicians take Komala Re in Avaroha, There is nothing wrong in it as it is according to
the rules of Sastras.

MeATTTAISTT TAY FYFAITT: |
3T FHATEATAT FETARTARITE ad |||

Again in some of the treatises AsavarT is included in Gauda Malava Mela also. But it is against
Laksya Sangtta.

e TfUAT: YA |
ALIATTT TAICoT: TITAT: HaTraeaar ||€||

Th eformation of this Ragint is clearly mentioned in Avaroha as Madhyama is used less here
and there is a tuning of Pa and Ga.

9
T U A SAqr JeHaT |
3TRIGUT gl TIATGARNE THIRH |||

According to scholars Jaunapuri is included in Asavart Mela. In it’s Aroha Ga is Varjita and
it’s Avaroha is Sampirna.

e Aeaagdr Fdad sRa: |
AAHET: TR fgdrawgy & |[|¢||
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Here, Nisada is considered as Vadi. Some have considered Dhaivata as Vadi. Second Prahara
of the day is said to be proper for singing this Raga.

YA JIG0T FAEAT: TG |

TEIT 3 FHIAIEIT SEHAT: |3

As Rsabha is Tivra here, it becomes one of the type of Asavari, as it is similar to Asavari, many
have considered it as it’s Arga.

IMYFARTAE FIATATEIGH AT |
HeAdTgdas RfATfAfT F2ad ||2o||

It is said that the formation of Modern or current Jaunapuri, with the combination of Asavart
is composed by Sultana Hussain.

NEEIACTAA T ATS ed Hde |
feciavel oo & arAd fgdaraA |22

Some scholars expect here the union of 4savari and Svaras like Madhyama etc., as it is sung
in the second Prahara indeed it is not disputable.

IR
TG Hd SaIyR: $RA: |
IR Nergst TeaRIg FHIHH |23

Deva Gandhara is said to be originated from Asavari Mela, in it’s Aroha Re and Dha are
Varjita and Avaroha is Sampirnpa.

AEIHAT TG A2 Vsl A1 E: FHTuRd |
feiavey amerHe I Ioad ||23||

Its starts with Madhyama and in Sadja there is Nyasa. It is sung in the second Prahara of the
day.

IR Hare! [ae8er gardg: |
HATSATATIIRY YA auread ||ey||

As Sa and Pa are Samvadi here, the formation of Dhanasri and Asavart are skilfuly exhibited
proficiency (wureas).

TSI g0 TG AIAIIGT |

SIS WTeAed FeTdcda: |[29)|

In Aroha it becomes Dhanasri and in Avaroha it becomes Ariga of second (4savari). Due to
dominance of Uttranga it again becomes Deva Gandhara.
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A FYRRY RS Ao A: |
37ATTeY: Wieeh: Hich & Adcgadad ||2€]|

In some treatise it is included in Bhairava Mela, but in Laksya Marga does not agreed with that
if there is a absence of Ga and Ni, Pa is Amsa and Sa is at the end.

HRICAHRIRIT EATETH TS |
faeega Tar aed AqEITcH AT Tt ||20]]

Some include it in a Mela named Harapriya as it is opposed in Laksya but learned are not agree
with this.

FUNCHIATEAT AFTINOE: |

AAHET HATEE o deerddsT T2 ||2¢||

In Karnaraki Paddhati, this Raga is sung with this Svaras of Sankarabharana but it is not
found in Laksya Music.

TICTeT IMIHRT: FiaLGaET q:rﬁ ST |
IS WA T FHH: |2}

Some learned singers wish (believe) that this Raga takes place by the combination of Bhairava
in Asavari.

ESERC])
JTaTEIgHeTed ST e |
AR TSR HOlt FEHRET [20]

Ragini Sindha Bhairavi which is Sampiirpa in Aroha and Avaroha and having Madhyama as
Amsa, is originated from Asavari Mela.

3R [ahedel RPFT TTd |
fechavey aerwear: aagaaaH |28

In Avaroha Komala Re is also used optionally all have agreed that it is sung in the second
Prahara of the day.

TgH veoARIey SR M Ife |
egRidepIcalels T ge&per ||R3|

If Bhairavi is sung by considering Paficama as Sadja, then it clearly becomes Sindha
Bhairavika.

FgALATaY: YA IMAfS IMRITaer: |
TIATEAT $TA=OIT AT dfgel JIH ||R3|
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Learned are of opinion that the beauty of this Ragini lies when the learned sing it with Mandra
- Madhyama Svaras.

gl
TS HASA ST el IO |
3RIE YT TAGARIE THIFRH |||

The Ragini Dest, popular among musicians, is originated from Asavari Mela, the Aroha of
which is devoid (Varjita) of Ga and Dha and Avaroha is Sampiirna.

HIRT ATl e HAGLH |
e Ay FgETEaTd fgdawey & ||RY|

Here, Sa as Vadi, Ma is Samvadi, and the shaking of Ga is very charming, it is sung in the
second Prahara of the day.

Tarfar: TagaY Ry IR Jeddd |
HEGTEICdeh AEATGITHETT: GHATH ||R€|

The harmony of Svaras Re and Ni, exhibits the Ariga of Saranga, hence its singing before
afternoon is accepted by all.

3TETERY geRier qare faeficysT: |
WA FERY [T S deafaer #GH [[Ru)|

According to Laksya scolars in its Uttranga there shines Asavari and in Pirvanga there shines
sweet Raga Saranga.

ORI dadaadis=id |
3] dades g FATARAA |R¢||
Some musicians use 7Tivra Dha in Desi, whereas some other use both Dhaivata in it. Learned
should take his own decision.

EER:
ATEHTaeIoR: HA: |

3TemaTg: oy o AR g |9

Raga Darabara is originated from Asavari Mela, it is considered to be most suitable for Alapa
and is sung in the second Prahara of night.

TgRETAT § A& Aegedrads |
gelell 3l B0l F&ad! afsiarseaeh ||3o|

There are many variations when it is sung in Mandra Saptaka, where Ga is Durbala in Aroha
and Dha is Varjita elsewhere.
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AR RAA ardy oA Farfer: e |
3farelel J uR fadr o get: |32

S

Here, Re which is in Madhya, is Vadi Svara. The tuning of Ni and Pa is very delightful,
Gandhara is always Andolita and its Laya is very slow.

FACEIIHATCEATHIASTHATHTHT: |
eXaR: T Ueg: TIEN Iafedsl Ad: |33

Kanada is possibly the degraded (apabhramsa) of Karnpara. According to foreign artist
(Yavanas) the word Darabara it self makes clear (that it was sung in royal court).

RO el eATcmT AR EH Al |
ARG UTSTAGIHTERT o7 Higrad ||33]]

As Ga is Durbala in Aroha it is not similar to Kafi and as Dha is Varijita in Avaroha it can not
be Asavari.

K EEIN

IETEET: gAY IENSSONSTT AR |
Fidee auifed g AT ||3Y||

Raga Addana is also definitely emerged from Asavart Mela. According to some it is resorted
to Harapriya.

TAY YgaEciia: ST AEHA: |
e T PIHAEANT JAENSTE o T ||39|

In Granthas Dha is narrated as Trvra, which is agreed by Sastras. And but in Laksya Komala
Dha is also undoubtedly used.

HAGEARYSSIRT FARIGHAR: |

AT e A A Tgehiad: ||3¢]|
This Raga having Madhyama Graha and Sadja Amsa, and varied Avaroha is sung in the third
Prahara of night by the great singers.

e it e |
faeNd JITrHIAT FUEACTARA |[30)|

As Ga and Dha are Durbala here it seems similar to Aiga of Saranga but in Viloma there is a
tuning of Pa and Ga so learned deny.

MESETOT: Fafe T8 gRFHITICR |
FUNCHIIIEAT T AEATEEHS T |[3¢||
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Sometimes in Karpatrakiya Sarngita Raga Addana is somewhere seen in Hari Kambhoji Mela
but it is different from this.

SR AT UIhT FAgHACI AT |
dRFALTAT dT AegdsT aaeror: ||3%

As in Darabara there is variation of Mandra Madhya Saptaka similarly here the variation of
Tara Madhya Saptaka is said by learned.

3EITAT: W A ARYSATATITRHA |
IETT TATEATEA aa'gr: guaf‘\?la?r: ||8e|

Such Ragas having varieties of Tara Sadja become the gate way to mid night.

TIRN ATARIAET HIISTAT HATGT |
el TR RIBICTIRIT SRR (|s?)|

Some people emphasis that when the Kanada is united with Malakaumsa then KausikaRaga is
originated.

ATARIRMITAT AT HEI o TACHEIE: |
TR garcearatsa e ¥pea (|s3|]

Who is not delighted with the singing of Ma in Malakaumsa! Here its Vaditva clearly creates
variations.

TIHAET G T8 Y A |

AT FEIRMGUEACTRATI |[83)|

Its seems to be the Anga of Dhanasri by the using Paficama but learned deny it as there is a
touch of Malakaumsa.

hiee HEFARN gIATEST oI |
dgaredia T gy TRId Fafd |||

Some believe this Raga having Madhyama Amsa as Harapriya. It is also seen that in Laksya
Sargita somewhere it is used in the same way.

gc:
ACIRTAATTT @R THT: |
Sadret #AIRIsE TTHE-IH 3T ||vY||

Raga Khara having Dhaivata as Amsa, Ma as Graha, and Nyasa at Paficama is said to be
originated from Nara Bhairavi Mela.

HehIUTcdTcehRIG T fAsATcaH RAH |
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QERTRUTENT AT SgaadH ||ve|
Due to closed Svaras some believe that it belongs to Misra Mela, but its combination with
Sankarabharana is very popular.

YehcdT Tqcl: qUIT SgideTHasId: |
C N R Pl
SIRETcd ATel:hiel: TREPE: ||¥o||

This Raga is complete, having many Gamakas, fickle Nature and predominance of Uttranga,
hence it is clear that it is sung in the morning.

dreemuRATecy FRareTIeie |
NIUET gAAN0T JEI EMieTdRoTH ||8¢||

As Tivra Gandhara is there seems to be the Anga of Bhairava but use of Tivra Dha clearly
denies it.

qEier $RENRT FAErEEadHaS |
e goelia adwafaihes ||se|

In this Raga there is Aiga of Bhairava in Parvanga and Anga of Asavari in Uttranga, hence it
is beautifully sung which delights all.

afddeel gef: e SgEfAsore |
AT GeaAw=AsT TR gashaad ||9o]|

As this Raga is associated with six Ragas (Varati, Gurjari, Gauri, Syama, Asavar,
Gandhari). Some believe that the name Khara is appropriate.

Sirer:
AT s Sher: aREIIT: |
T e AV A ||9¢|

Another Raga Jhilafa is said to be originated from Asavari Mela. Really this modern Raga is
said to be originated from Misra Mela.

HeldTsl AT aT FAH TAGTAATH: |
STl ey aF Aragat #dt ||9R]|

It seems very charming in the Nyasa of Kalingada and Bhairava. Jaunapuri and Khaga are also
said to be its part.

CIGE oh|<>19|d|e4cd|<3d<|d| H-It\l d: |
ey garfeed o Fred IAehed |[93)|
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As it is sung in the morning the formation of this Raga becomes clear in Uttranga. Suvadi
Dhaivata really makes this Raga very melodious.

GIELE
ﬁﬁqa?mo SATEY T8 diEr g |
Sadiem FEYUIT RS ||2]]
The Mela which is narrated known as Varali Todi in ancient treatises is known as Todi Mela

in Laksya Sangita which has Dhaivata as Amsa, which is Sampirna and having steady
characteristics.

HRIE0T Relded g aavgasa |
MAAET Ad doafgaraves &t ||R||

Re is weak in Aroha and it indicates morning time. According to scholars it is sung in the
second Prahara of the day.

Yo aifeed e fead Tpes |
YR aTfeeT 91g: Hifdeceafaemar: ||3||

As Dhaivata is Vadi here it’s make sure that it is sung during the day. But some Laksya scholars
consider here Gandhara is Vadi.

ATl of TIRIGATT TAToTeTe |

dllch T JEhealcEdihaadarcens ||¥]|

Though use of Tivra Ma is never suitable in Ragas sung in the morning yet due to its excessive
popularity this Raga is accepted as exception.

TIATERAT IEM: YI:lel HT g2 |

NsARIREITASITT deadcaia ||9||

In Laksya Sangita, according to learned Ragas like Gauda Saranga, Hindolaa, Todl, etc. adorn
with Ttvra Ma are sung in the morning.

MEFTAY & F YgATeIHhar I: |
Fafed Hgarad ARG FAAdTAE ||g||

Whereas they are adorn with Suddha Ma in Sastras this is very surprising for the learned.

AEASYAT e HRTEATIINTS: |

THNETT ATSAE LEHACIATICT: ||o]|

In modern Laksya Saigita different types of Raga Todi having Suddha Madhyama are sung by
some well reputed singers.
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HeIdT=T RS ARON T A |
feTy FAar doer: WAIAAHT [|¢||

In this Mela, a Ragint named Milatant which is sung at the end of the day, is said to be an
entrance to another Mela by learned.

Y T RUAWERE £2dd Fpea |
HEIThoH Tca AT qd FaEIaH |||

There too the absence of Re and Dha is clearly seen. Hence its singing during evening time is
acceptable to all. Or its suitable.

RIS

S

RIAAAS TITCAT JoRIASHT 4T |
3R AT =T aferdr ad ||2o]|

Ragini Gurjari Todi originated from Varali Mela has Paficama as Varjita in 4Aroha and
Avaroha.

I ErdaaEdd REaUsATTH AN |
MAATA FEAT ot A frelrss |22

In this Dhaivata is Vadi and Rsabha is Samvadi. 1ts singing is permitted during the second
Prahara of the day.

TAY ORI UIhT G Aefeh J 4T |
Tadawoiicas o Aa e |||

In ancient treatises Gurjart Todi is said to be originated from Bhairava Mela, but as it has
independent formation, this contradiction is not possible.

YOI ey e HReTadsT AT |
TETHTTRT e ArETas FEHAT |[23]]

Even today Some singers sing it considering Raga as Sampirpa and originated from Todi Mela.
But as this Raga is confusing not accepted by here.

[GRIGIE
WTelATS dd YIhl T Go el |

SHAGRATAT IS HITEIAT FEEHT ||2Y]|
Another new Ragini which is known as Miya Todi and used in practice is said to be originated
from Varalr Mela.

gy afied Wardr Ry 3 |
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FeATIEaRdld TRaT e ||29||
Dhaivata only is Vadi here and Re is Samvadi. It always delights people with its Mandra
Madhya Svaras.

Taerfaderderear f[aear: e |
3edcd J TUHET FHAGETIHETH ||2€]|

As its Laya is Vilambita its expansion is melodious. Little use of Pa makes division of Raga.

3afehel: JhRIST dlsAT ey fameror: |
399 f§ deare fgdaugy f&a ||2u)|

This division of Todi is accepted by learned in Laksya style. It is sung during the second
Prahara of the day.

eXaRdrsr
AR AT S IEEATe AT |
IERIAISHIEAT s1adT Fher FaIa ||9¢||

When there is combination of Darabart and Todi then it it self makes clear that it is Darabart
Todi.

ATATR AT ATEAE AT AT |

WA TEIAEEGATATT safar o |29

In Laksya Marga the types of Todi found today is generally depending on the position of Svara
Ma and Ni according to learned.

AR TS RTATATHTA AT |
S RAAEEITT 2 degufsd: [|Ro||

Laksya Pandit says that when Asavari is combined with Darabari Todika then Ragini like Todi
Vilasakhani etc. are formed.

rafaeT: TPRTT dedsaAs Fhifddr: |
fAeRmeTfAscer fAer argeere: |39

In Laksya Sargita many types of foreign Ragas originated from the combination of different
Ragas are always a matter of discussion.

TS o = M sgigd |
dgT &2t I arR@eaizs |7
FAE! ARTT FeT ST AT |
rStster afdfast: Feehdl oagacHier [|R3)|
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The Raginis Asa-Todi, Gurjari, Gandhara, Bahaduri, Laksmi, Desi, Lacari, Khara Todi,
Mudrika, Soha, Jaunapurz, and other types of Todi are accepted by expert singers in Laksya
style.

AT Tl AW ol AeIREPeH |
o PRl g aafa gfasnfa & ||y

It seems to me that even if Ragas are combined their names are clear so there is nothing wrong.

AMOT fATAT SIehr 22w I fAfAdl |

3UY9eel HATT IWEMed AGHT: |[RY]|
Where the rules of Ragas are formed and seen there formation of Raga is undoubtedly possible.

ISTATGIETAT il FIWfAfT FAH |
TIEIRAGUINT HIAATEI, TAH |[R€|

All have agreed that Ragas are for pleasure. If it is devoid of that quality then also scholars
should be respected.

fASREY=NsT areeell Iar ad |
TASHAY Ageqail gy Har 74T ||u)|

As this expansion of Misra Raga is matter of dispute, | have tactfully omitted it in this treatise.

SRS TaAGeaidATaRifhds |
IEACHINAAUSRIATT AT aFargas ||¢||

There is nothing strange in say ing that some of the foreign Yavana Musicians have
undoubtedly promoted our treasure of music.

UCT Jesehdis! fgotell aravsie: |
Tsh STt AR gRIAST |2
Sl A AT IEHAGIG: |
dar Jafaiepr TEM: AFATAT AfQrdr: ||3o||

Sarparda, Turuska Todi, Hijeja, Bakharejaka, Puska, Irakha, Julufa, Navaroji, Husenika,
Ujvala, and Masalz, these Yavana Ragas are naraated by Somanatha.

FeRANsET f§ Aafaf@sErT |
ST FHAT $fa AT TALSA ||3¢|

He has supported othat the above mentioned Ragas are originated by combining different
forms of Ragas in Kedara and Gauda.

UEcAT SMEUCITAHAYT Sferar: ga: |
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grafeehl HT @M olieh I7bYEr: Taae |33

In southern Music style the Yavana Ragas are found very melodious even today.

o # greug sfa aF fefeafg =ama: |
AJ AH $deolel Halldloaticod AT |[33]]

Truly speaking I don’t find anything wrong in it on the contrary according to me it’s nothing
but the upliftment of Music.

HeldrAT

o

AN o N

ASTHAIHHTT AT AT ST |

3R RS T T AT ||3y]|
Raga Milatani is originated from Todi Mela. In its Aroha Re Dha are Varjita and it is having
Paficama as Amasha Svara.

HIAT: FIAfATRET TR Fero=ie |
Hag e e JAavEia’e ||39|

In this Raga the tuning of Ma and Ga having Mind is very pleasant and it is sung during the
third Prahara of the day.

3N R mIgcadiRad |
gfirgr faAtsAw gl qaafdars ||3g|

This rule of former Sasngitacaryas that the Alpatva in Aroha of Rsabha and Dhaivata indicates
the afternoon time.

HEATEIET LIMeEdle] Medr IR, FAR_TH |

Yacd RecTwhe] g IMHT: TaITH ||30)|

After singing Ragas having Alpa Dhaivata and Gandhara and Ragas which are suitable for
afternoon in its suitable form, the singers like to sing Ragas devoid of Rsabha and Dhaivata.

AR AT ATcarigor ga: |
ST T AW &9 ||3¢||

Just by attributing Trvratva in Gandhdara of Miilatani it at once become the formation of Sr7
Raga.

AYAH a7 I FHUT: Helell ¢ae |
@ dfleeRad #T o adig AATAd |39

Generally, Svara Sa, Ma and Pa are considered strong in the Ragas of the last Prahara of day.
Which scholar is not aware of this secret.
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fAfAd gigamaeatd dad faudg ||¥o||

Blessed are those learned who have composed using their wisdom this wonderful principle or
rule for endless pleasure of people.

HTTHEAA
(According to Bhavabhatta types of Todi)

“GUAT Ygarsr FARRNAET gz |
TEIgl el TGS o i ve]
BETARE Ja#HT T1E, 8 d1gr aafea |
gl FEe dhT Silerqdr e ||”
ITATATST < g Faer Hfcar g2 ||s:|
Scholars have narrated these nine types of Todimela. — 1. Suddha Todi, 2. Dest Todi 3.

Bahadurz Todi 4. Gurjari Todi 5. Chaya Todi 6. Varatika Todi 7. Husen/ Todi 8. Jaunapur/
Todi 9. Asa Todi.

qdfarer
AT THTHATHAT oed qaifdd ifcid: |
FUNCHIAUEAT HINT: FHFEdGAT |[2]]

The Mela known as Ramakriya in ancient books is named ‘Puarvi’ in Laksya style and
‘Kamavarddhani’ in Karzataki style.

TdeH eIl Jdi FEIOIIT |
A AGTY HYOIT IMRTAARSHAT |||

Purvi Mela which is loved by all scholars, it is Sampiirpa, adorn with Gandhara as Amsa and
is sung in the evening.

IR Tiaes ARET afaof |
M AT T ATl FAGLH 3|

In practice this Ragini is popular as Ragini of Sri Raga. It’s singing in the evening is very
melodiovus.

AR Rwedy arey IMuRIsT FARG: |
3EUSET HaTh: ANEMAR Far ||¥|

In Sr7 Raga Rsabha is Vadi and Gandhara is also same. It is (Pirvi) always sung after Sr7 Raga.

NT: YEAEANT HE el Hall HeAleh |
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HRIg o A Hifa emEeyaiderds: ||9||
In this Raga, in Avaroha along with Gandhara there is a little use of Suddha Madhyama. |
think that it does not disturb / destroy the formation of Raga.

sy ReorEdy Uiy AEhdr |
TEPET SR Aol HLIAEAA HIAT: ||§|

In some ancient books this Ragini is clearly narrated in Bhairava Mela so It’s Madhyama
becomes Komala.

drgATsufaTalsaed arREIcagT: |
3T A TgH At fagatereaegst (|||

Tivra Ma surely indicates evening time for singing. Hence, | believe that the learned have used
both Ma.

e el Ry frerfhed |

3YSRT YEA: TSI AU |||
Variation of Trvra Ma is always delightful at the end of the day. Suddha Ma is helpful in
identifying Raga by Listeners.

ALIAA: GEAT: A Al-gT e |
U $TATCgeY IETAOTIATeETa ||]|

Generally such types of combination of both Madhyama is not seen else where in Ragas sung
in the evening. So it becomes useful mean or tool in deciding Raga.

diged Yadsele Fver  cfaior |
AGTAH oot FIRIATTARITH || 2|

Tivratva in Dhaivata is expected in the southern style, scholars should take wise dicition which
is unfavourable to Laksya style.

WrEgled Y YSURHGICHAT |
MsATerad Aol qdf @iem gehifar |[22]|

In Raga Candrodaya Grantha Pandit Pundarika has narrated Pirvi having Sa as Amsa in Gauda
Malava Mela.

ATRAYRRERAY T @ad #gd |
Heeh gud foiar Thpdfea famamom: |||

Scholars have accepted it as a sign of the fifth type due to nearness in Ragas sung at the
Sandhiprakasa time.
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TATHAT AT T AfATHITAIGO |
A FaT AEAASH LEHALTAT ||23]|

Ramakriya having Ma and Ni Varjita in Avaroha is sung at the evening Sandhiprakasa time
and Ramakelr having Suddha Madhyama is sung in the morning Sandhiprakash.

SREGUAY AT adq =7 |
T A IIH GEEAT fgaedA: ||y

In Ragas having predominant Uttranga it is the same, Paraja having both Madhyamas is found
sung in the last Prahara.

R =
IEMHTTATCAINTT dTegredial AT T ||2Y|

According to learned of Laksya Sangita this Raga attains very easy formation, charmingness,
attains suitabllity to be sung in the evening, and it support of other Ragas.

HYGTHIT Gieh EET Fehel T |
qeToithel TN T STHbTCT #TIT & ||2€]|

Therefore | have previously narrated this secret (matter), so here | do not revise it.

HRIGTIRIGY: FTaXEaT Rt #@A1e |

ARTTEATEAT JU=T: FHAGIGHAD: ||20)|
Some people considered the Svara Re and Dha of Sr7 Raga as little higher. This expansion may
become a matter of dispute.

JAT Seue, IR ISTHAREI STafeddr: |
d¥da TgHRE: HeliaTar & ||2¢|

Just as the highways are properly managed in the big cities in the same way these Mela Ragas
are properly arranged in the city in the form of music.

SIEATTARETET: JoEy gdfad o |
STEIRETIRHTAT AR Shaod |[28|
The Ragas which are degraded (7/wzr) from the local path and roaming in Janya Raga fall in
the main Mela Ragas.

AR
qafAer ] cToet: AR TEITHA: |
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AME TITAT TG HATETH T |[R0|

SrT Raga which is originated from Pirvi Mela is accepted in Laksya Sangita. Ancient writters
have narrated this Raga in Harapriya Mela.

IR IMUEIAcT TAST TgaAdH |
QUlcaHals FAfeAIAATTA e |32

In this Raga Ga and Dha are Varjita in Aroha and it is Sampiirna in Avaroha so it is very
delightful.

RHYAST HAGIET HAET TaAT HId |
SRAFETIT grgeT T fawrfa: |7
Rsabha of this Raga is Vadi and Paficama is Samvadi. According to some scholars it is opposite
that is Paficama is Vadi and Rsabha is Samvadi. There is no contradiction.

arfaronedr wédaHeNedfea Ao |
ERIOATCEY ool MTETATHTROT: |[3)|
The musicians following the southern system of music according to Sastra Granthas always
accept this Raga as originated from Harapriya Mela.

TRl [aefaderrga: |
AR TAMRATISE! $fhafhderden: |||

This Raga having Vilambita Laya, depth (serious Nature), this Raga sung in the evening time,
delights the people in both the way worldly pleasure and spiritually.

AR Fdel dd FIdT AeId Id: |
AU JUATIATITYT INIATI: ||9]|it

In Laksya Sangita scholars have considered S¥7 Raga having independent 4rga. Hence one
should singers should practice it in a proper way.

SARHTAAT cllch &SI THAIRT: |
3ifsa: O faus afgard arfdseer: ||R€|
This Raga is said to be ‘Adi Raga’, it is Similar (sfsf) to Janaka. Hence scholars should think
about this statement and it is of Odava Jati.

3aT A e isarfs ve |
TIYHIIGHT F&d qUICTATT TagTH ||Ru||
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In Laksya Sangita it is well-known that these six Pumragas of Odava Jati are very popular,
they themselves are the Janaka and perfect.

Harfeed e FafacaaAfid g |

o Fob ACHARIE Tk AT M=t ||¢||

Sometimes the Dhaivata is supported as Samvadi but it is not proper as this svara is invisible
in its Aroha.

Ry (Fereiram)
qatAe Farfeer fgdrar aRer 9o |
3RIE ITUEIAT TAGARIE Idtordr ||R%|

One another Gaurt Raga is said to be originated from Pirvi Mela, which has Ga and Dha
Varjita in Aroha.

RIS $AGIST TgaN J ToH: |
AMAFEIT: FHAGT olleh AT FHIRTH |[30||

It’s Vadi Svara is Rsabha and Samvadi Svara is Paficama. Evening time is said to be suitable
for it’s singing.

AT I g TIsEAT FEpes |
fANTer HeHmrEdr s Whaar oA ||3¢)|

In its formation, the popular ga Arga of Sr7 Ra is also visible. The Nisdda of Mandra Saptaka
really delights people.

Y GHITA g8y ATHET IUIYH |

WG T AME0AT IEAT: TR FEpes |33
In relation to this here I mention the different views existing regarding this matter, so that above
mentioned description of this Ragint will be clearly understood.

ARTET: i qa: hrhae Fofard: |
HRIEOT AMcTeh: HYUITSTIAUGOT |[33]]

The ancient music scholars have mentioned that s77 Raga is originated from Kafi mela and its
Aroha is devoid of Ga and Dha and its Avaroha is Sampiirna.

AN geear o A MaaTHS |
RNARIEY fcgAae GATHT |[3%]|

Further they have said that Gauri in Bhairava mela is devoid of Dha and Ga in 4roha and
always Sampiirna in Avaroha.
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Ieh o] guiel Adchrordicioraad: |
ARG TIT TGUACET THT: |[3y]|

In view of modern music, the above-mentioned description does not seem to be fit. Obviously
when Mela changes, the formation is also changed.

A Tl Hld IREde |
AT e ||3¢)|

As the change occurred in music Gaurt and Sr7 both Ragas are said to be originated from Pirvi
Mela in Uttarakalina music.

THAATATT T FHATA 10T Tof: |

31aeF AT HF ddl IATIAHT: ||30)|
As these both Ragas are originated from one Mela and their features are also same, the singing
of both Ragas is very difficult and hence there is dispute.

SR IATATIGRITT FHel Ierdoiels |
3 Yo WIS quHEEdd ouee |[3¢|

According to some Gandhara and Dhaivata are completely Varjita in Gaurt, so here as same
others believe that there is Svalpatva of Paficama in it.

TSN TUT A/ WIHATDT AT |
Je&TUSTRT ol eIt dhifdar (|3

Somanatha has described a Ragini named Gaudr which is devoid of Dha and Ga and having
Rsabha as Amsa Svara. He has also described another Ragini named Caiti Gaurt having same
features.

fAqum amaeRT: FRfGACTATAISE |
ARTEHTIT TS o ||¥o|
As Madhyama is used here, some well versed singers consider this Ragini following the Arga
of S17 Raga.
HIGHEhd TN AR Fh2dd |
3tz Aol ol Sereaganisar ||se||

In Granth Ratnakara which is written by Bhavabhayra, eight types of Ragini Gaurt having
variety of formation is described.

ARCE
HIHTE foTehIHTE I IOTHAT: |
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3RIEr Raor TERTe Hatadd ||¥2)|

Raga Dipaka which has Re Varijita in Aroha and Ni in Avaroha is Saud to be originated from
Kamavarddhani Mela According to learned.

Y3IEAd Yldcd A ATEATGATH |
Ml GEA F a7 I qhIa |93

Scholars have agreed that in this Raga Sadja is Vadi its singing time is be forth Prahara of the
day.

hieee fafeeifar aqot @ go: |
FHoeaToiiaelst q@ﬁﬂ TG ||8y||

Some learned considerd it as Sampiirna Raga having Sa as Amsa where as some other learned
considere this Raga of Kalyana Mela in which Ni is Varjita.

A& AT A ATAGIAISTT Hiere: |
RS AT AJ JUAT & gaHera: ||yl

According to Sargita Parijata this Dipaka Raga is originated from Malava Mela in which Ma
and Ni are Varjita in Aroha (Pratham) and Sa is Amsa.

AT I ScATUGeh oIegdfsd: |
o & #ifd AT AW hael JRHETAA ||vE||

Laksya Panditas believe that this Raga is extinct but I don’t find it appropriate.

QT Yodolel Tad TEAT Fgsaid |
T TfgATaTHETIcE faaator: [|8u||

By singing this Raga it appears impossible for lamp to light to light up by itself. Therefore
perhaps the singers find this Raga as extinct.

e farema SR aRader |

Rera: ldAccds Ferafgge: waa [|y¢||
When Dipaka Raga is lost or destroyed perhaps learned made change in Sr7 Raga by adding
Komala Re and Dha.

ar
QAT ASHA AT TITAT a1 GE@Yer |
IR TRIes™T  AfRSHT Toar (|9

The pleasant Raga Reva is said to be originated from Parvi Mela in which Ma and Ni are
Varjita in both 4roha and Avaroha.
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gotel fAaaY: faer araal: darfa: waue |
NSSIIRM aNRYhT AT ARERT gEAAT [|9o|

As Ma and Ni are Varjita there becomes is tuning of Ga and Pa itself. As Sadja and Gandhara
are Amsa it is said to be sung in the evening by learned.

IRl e aRTpes |
IR #Ar T FEARTST fagaH ||s¢||

In Reva Uttranga is Predominant which makes clear that it has a Anga of Vibhasa, in which Ni
and Ma Varjita.

;A Aot GbT W@ ATRRHA |

HFau waifefa Fhoeowafa faeom: (|||
Some scholars doubt that the Raga Reva gupti of Bhairava Mela is this (Reva) Raga.

arfeed afd qaier aegcaaitaas |
TTeYeTAIgeRIeT e acaqeeha ||93|

As there is Vaditva in Piarvanga its singing in evening is suitable. But as again it is found in
Uttranga there is a indication that it should be sung in the morning.

faema: (fgdrr:)
qeiHeTcHAcTel TSR JHA: |
faemar FegaTATsE TRt gRfhe: |[sy||

The another Raga originated from Puarvi Mela having a proper name Vibhdasa is pleasant and
sung in the morning according to learned.

N hd hd AN
qaedg arfeed IS |

faemererearaerer faeme st goad |||
In Uttranga there is a predominance of Vadi Dhaivata. The word Vibhamsuka is used
incorrectly as Vibhasa.

AR ey fsmee: gehifda: |
ATAEIT: THTAREA-HAT edfold I ||58]|

In Saramyta Grantha Vibhamsuka, having Ma and Ni Varjita and sung in the morning is
narrated. It is already told by me previously.

TRY: Farfdfelcd foraater srdegeT |
AEHTAGHIMN AT TRT Fradesat: ||3b]|

As per principle the tuning of Ga and Pa is always auspicious. When it sung with purity it
definitely affects the mind of listeners.
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JAUT 1T AT &1 YT 13 997 |
ey Afddoicd arfesiesT Aeeper ||a¢||

Just as Reva is sung in the evening Vibhasa is sung in the morning. Though there is a similarity
of having Ma and Ni Varjita, it becomes clear as Vadis are different.

et St g |
I eHEa qaFe &l |||

Some scholars consider this in Marava Mela but according Pandita Ahobala and other it is in
Puarvi Mela.

dgaTedial ol: hRGIAIST YEHD |
FIATCYIICATH SABRET haord, |[€o||

Some Laksya scholars consider this in Suddha Mela, only this formation of Desakara is
popular.

Sadlcasua =gTE AfFST Fared: |
gifafacdeal sAGaed AU ||&3||

The scholars have wisely taken Nyasa in Paficama from Dhaivata which definitely removes
the confusion in deciding Ragas.

HATerdr
qdtHel HAGET Arerdr ARoN g |
IR TMfercldeddearls 48T ad |||

Malavi Rag aoriginated from Piirvi Mela in which Ni is raely used in A4roha and Dha in
Avaroha.

AR Iy a7 afasg REay Tpes |
IMAATAT HAd TT TR hIerIhe ||€3||

As this Ragini possesses Anga of Sr7 Raga there is variety in Re Svara in singing. When it is
sung in the evening it gives pleasure to all.

ATATRTRAAY Horat Rt It |
TEASATT FIFh! MFHEA Haeas ||ey||

Here the melodious tuning of Ga and Pa with its all varieties sung in the Ragas of
Sandhiprakasa time is used in this Malavi Raga by the singers.

Y T Adeaagdfsafafias |
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Ithe HAC JEATCATEHT HATIONH_ ||8Y||

Laksya scholars have composed this unique Raga which is very delightful and popular among
well versed singers.

FYATFACALASTT & IEM: Tl |
HeY AU SRAT sAdTiceaTersha ||&E||

Though the rules are violated, these Ragas are popular among people, so I think that its nearness
/ proximity is not very obstructive to Desr.

3y AR f§ TATETST R |
A derard: Ffafafa s & ||eu||

Or having taken support of this Marga (Dest) the ancient scholars have uplifted that music -I
think so.

HArerdr Tfoft éﬁagﬂ‘lmﬂaﬁ |
TY GRS T Aelsh TNsATAT ||6¢||

Some have included Malavi Ragini in Marava Mela. In Saramrta Grantha it is found in Gauda
Malava Mela.

qdf Y Arerdr T wforarar oRfsreT |
ST (I e RGeS ||€g|

In Sastras Pirvi, Gaurt, Malavr, Lalita, Parajika (Paraja), Vasantr (Vasanta) and Reva gupti
are said to be originated from Bhairava Mela.

AN T TR TS |
g wAeEdafgary @@ ||uo||

Yet in all these formations in current Music use of 7Tivra Ma is found. This should be thought
over by learned.

TAY FYFIAT FeATsll Aol A |
JrfashEaedrssi Arerdr A0 gaa ||ug||

In some of Granthas the Ragini having varied or crooked formation in Kambhoji Mela is
definitely Malavi Raginr.

HATelar MRarcArsdl TAT ATeradliss: |

HATTAR T [HeoTcdlgoaldd Tl Ad |||

According to scholars Malavi of Bhairava Mela and Malavi of Malavaa Gauda Mela both are
different because of different formations.

362



THRIATT Aol AT ATEY IR |

dEAT U9 HAGdehaldcaRadeTH ||03]|

Perhaps this Ragini may be the exchanged for of that Malavi of TakkaBhasa which is described
in Sastras

ARTETTET G IET: A &AL |
Rodaregsmar aifagarestisiaar: ||oy]|

The Ragas having Anga of Sr7 Raga and Pirvi are generally sung in the evening. The first one
is having Re and Pa as Samvadi and last one is having Ga and Ni as Samvadi.

Bauir

YA AT gdr Favl segdHdT |
IRT TR Fegar afsaraT: ||uy|

Laksya Scholars have agreed that Ragini Triveni is originatedfrom Parvi Mela in which
Madhya is Varijita in both Aroha and Avaroha.

AR TASHIET A& T HIAH |

REae g arfeed gamafafa snfa & ||ue||
| think that in Laksya Sasigita this Ragini is sung with Anga of Sri Raga hence the Vaditva of
Rsabha is accepted by all.

garfastaat: g aeaasy Qs |
3ERIGT o] U TeATAER ST ||ub||

As Madhya is Varjya here its Nataural to have the tuning of Gandhara and Paficama in it.

qqUiT Rergrersat Fearant AT Fafad |
AgHe f§ AeATATcaIAR ST A ||oc||

His Raga is Sampirna, Re is Graha and Amsa and sometimes Nydasa is also taken. Here Ma is
feeble, it is very favourite in Laksya Sangita.

3 A ARG GUARN Fafd T |
T [aehedel g HATEa AT ||ue|

According to some others it is said in Marava Mela, where Paficama is Amsa and it is sung in
the evening optionaly. Learned should take their own decision.

Ffchfaewieligd #dgd i A |
eI AIATEE oAd FARITS ol [[¢o]|
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Any Raga which is clear and formed according to the rules and accepted by learned should not
be consider as faulty.

CRIBRETAT I T gfdepr Fer |
i §g@ 3fa qeafaer AaA ||¢t||

According to learned here the Ragini s Desika, Gaurt and Piarvi are combined.

T
qatHe guiaer iAol fehenr #H |
AT 9T ofeafafy: AR qifder ||¢R||

Popular Ragini Tankika is said to br originated from Piarvi Mela. This Ragini having Pa as
Amsa is said to be the wife of Sr7 Raga by Laksya scholars.

ARWEAT A A& oA 9T ATaId |
A AfHAT TEIT: FRIhTel FTABAA || <3|

In Laksya Sasigita this Ragint is sung with the Anga of Sr7 Rdga and evening time is suitable
for its singing.

Arerar Fgom iRy qdf b adq =7 |
AT TAT g g7 AR G |||
The learned have considered Malavi, Trivana, Gaurt, Parvi and Tasnki - These five Ragini as
the wife of Sr7 Raga.

TIAT IF AN T GG YSoTehl Had |
STIHH N Acar] ResATCIR! 1 ||¢Y||

Where Paficama is Vadi there Sadja becomes Samvadi. As it is adorned with Sr7 Anga Rsabha
becomes Amatya.

AEIATHYET qUt hfdedr faar fag: |
favar REaRT ardr aaeaear @er Tper ||¢e||

Some other learned sing it either devoid of Ma or either having Ma Varjita, or Sampirpa. As
Rsabha is Vadi in Trivenrt it becomes clear that it clearly becomes different from Taski.

arfieiergreae sfa daafaer AdH |
AT UG AEG A=aHhReAA ||Cu||

According to Laksya Sargita the variety of Ragas is expressed by the variety of Vadis. This
fact is well-known everywhere.
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qUNY TRIT A Havar ALgAT Aerep |
faend Ierdere rcda gichderad ||¢c||

Even then some play little touch of Madhyama in Avaroha in Trivens for defining Raga. It
seems appropriate.

ETEE Adgaeh: HRAIHAG: FGIH |
qHAHA T HqUiT A [[¢]|
According to the principle established in Raga vibodh by Pandit Somanatha in Takka Raga

which is originated from Vasanta Mela and sung in the evening, the Sadja Svara is Graha,
Amsa and Nyasa.

eIy MId TEATT ATHCIHASTTH |

GHIA TedAdd q@Aaed 4T [|Ro|
| have previously narrated that as 7tvra Madhyama is used here it is sung in the morning.

IRIE & alleted Al o 9Epe |
qat TEHETHAT YIhT Arerdl Ufeigaer (2]

Sr7 and Gaurf are clearly seen as Dha and Ga are frequently used in Aroha. Ragint which has
two Madhyama is Pirvi and Ragini having less use of Dha and Ni is Malavr.

STTAT:
FIHIS [AFRA A HAd Fer |
3R Rerger Taearie aFTsa |||

Ragini Jetasri originated from Pirvi Mela is having Rsabha and Dhaivata Varjita in Aroha
and Avaroha it is Sampirna.

IMURTRAT AT HIAT FIRTATAAT FHT |

HRCHANEAT Trceta i FaITAA ||R3|

As Gandhara is Amsa and the Sa is at the end in this Ragini the evening time is suitable for
singing. According to some it is sung in the morning but it doesn’t suite it.

3 o AT Hedl ARGHE ST |

HOEE AT AgIthd Tl ||QY||

According to some others it is originate dfrom Malavaa Mela as it has Tivra Dha. Ignoring
other opinions, one should exept which is suitable.

T GAHRA UIAEIT AT T |
fAeicas auAiAfa segfaer fag: (|Ry|
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Laksya scholars say that in Jetasri Ragin there is a proportionate (SapRama n) combination of
Varati, Desakara, Dhavala.

Rercaehr Iar aear affodareelt #ar |
TIIGT TAETEAT TIA TEper fer ||*g|

No other Ragint is similar to this, as Re and Dha are Varjita here. Moreover it is sung in the
evening so the difference is clear.

qRarerETAY
HIHTE ARTH TSI JATATAH |
3RIE AreIgsi AU AOHAAT | R0 |

Learned agreed that Ragini named Pitriya Dhanasri which is Sampiirna in Aroha and Avaroha,
is originated from KamavardDhani ka Mela (Piirvi).

qal ST AeguadcaAcTH |
safefa Ad a7 FuiRcaegafeany ||¢||

Some Laksya scholars are of opinion that this formation might have originated from the
combination of Pirvi and Dhanasri.

YEATIAS AcATgliecalcaaqiey o |

ETcqdiTASEE] Afaoar fAcaReper |9 |

It is clear that Piriya Dhanasri is different from Ragini Pirvi as there is absence of Suddha
Madhyama and Vadi Svara is Paficama.

ey gfAgeT AT |

TeEaCIAR fafaehr: gEaear | [2oo] |
The popular S¥7 Raga Anga is not found here. Hence, it is obviously different from the Ragas
possessing that Arnga (Sr7).

SRAIUAY THARSCY |
fgATaATATcaeead aaify eshadd |[202]|

It is useless to doubt here that there is impact of Ragas like Vasanta, Paraja etc. in Piriya
Dhanasri. Because this Raga is having predominant Uttranga and the use of both Madhyama.

Eepald gef: el YA Tage |
FIAAAEAT dW AT HATA@ST | |20 |

Again some scholars consider Piriya Dhanasri as Dhanasrika it self. And according to them
it is Bhimapalasika originated from Kafi Mela.
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AAHET #dcdd ad FEATId cial: |
QARG Hepa! ARMONAATT |[203]

There may be difference of opinions but we Laksya scholars consider this Ragini as Pariya -
Dhanasrikaonly.

ISt
qdtANTed: Wih: Gl fagei: |
HRIE aTeigsTT AUl TegHard: | |2o¥] |

Paraja, the favourate Raga of learned is said to be originated from Parvi Mela, and it is
Sampiirna in Aroha and Avaroha according to Laksya Marga.

SAIRETTHTAcATARYS SRR TAT: |
TMAAMNTET aET 7 AT T || 20| |

Due to predominance of Uttranga, it is adorned with Amsa Svara Tara Sadja. And it is always
sung in the last Prahara of night.

Ay e TS AfCE: qeATTHA: |
FagR o AT JoId oA WRAT: || 208 |

In Granthas Suddha Madhyama is clearly pointed out. But in practice even Ttvra (Madhyama)
is also used without any doubt.

YT AHAIASTEAA T TSI |
foderd w0 I A a9 afgars |[2ou| |

Or how can there be the use of Madhyama unharmonious in this formation of Raga which is
sung at night. This principle should be known by all.

TYATH T I NTTASZ: |
Aefaderd  Ifar aradfaEar sad | [2o¢| |

This Raga is having unsteady / fickle Nature and the songs having light music are sung in this
Raga. When it is combined with VasantiRaga it is sung in Vilambita Laya.

degreafer TeadsHl o AfAfEa: |
fRsroT afeTadsT Ihea g TTAT || 2ok |

In Laksya Sangita this Ragini is combined with Kalinga, this combination never becomes
unpleasant in any way.

d C \ .
YAt goelcd ARSI |

o Sigraeodad s qieteh g Higene ||2o]|
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As the Piarvanga is weak it indicates the evening time (for singing). It should not be doubted
by any way as it is Natural.

aad:
JalA e gaoTdl aadre :
TS q JHATEA gHA: |
HYUTEARYSSRIT a8cdl ga@ve: |[92¢2]|

According to learned Raga Vasanta originated from Parvi Mela. Is Sampiirpa, and Tara Sadja
is Vadi or Amsa here and its sung in the spring season.

FIAY: Gerrgear fafrer dhAragd |
WA [Feetcd d3d ThdIHad | |22 |

The repetition of Ma and Ga in Vasanta is very pleasant and it also expresses that it is different
from Paraja.

TS TEH Tt FReafadnT gazda |
AT TeAdT AW FUEIRT GHeaT4 | [223]|

In this Raga the singers generally exhibit the Anga of Lalita in singing. By which its difference
from other Ragas becomes clear.

Ay Ffcar T8 AT Alelasiiss |
TRAT JATITEATAGH 7 fagarfa: | |22y ]

In ancient Granthas this Raga is found narrated in Malavagauda Mela. In current Music
Vasanta Raga is sung at night so the presence of Tirvra Ma is notunharmonious.

TR Sadeay Jdioe Jead Fafd |
FATICHTAECTD U FATRNTTH | [229] |

Somewhere this Raga is found having use of Tivra Dhaivata, and somewhere it is found devoid
of Paficama. So learned should take their own decision regarding the suitability of its
formation.

gad 9gAT #ig @RIg Ihar Had |
TSEd Yol AisT fafdrer dhaAtag ||92€] |

In Vasanta Alpatva of Paficama in Aroha is indeed pleasant. Again, in Paraja the Alpatva of
Paficama becomes more pleasant.

eI fted werg Iur A9 |
I ded guarey gHafefd Taad || 22|

In Paraja Nisada is predominant but in Vasanta the predominance of Nisada is not possible.
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HARGTHT
HARET
TAFHAAGNSH &I ARGIA: |

e didcard, qaiAeider Fper ||¢] |
In Laksya Sangita Marava Mela is known by the name GamanasRama Mela. It has Tivra Dha
so it is different from Puarvi Mela.

TleHeldHcTo=T TTgr HARET #ll |

IRe TR gaHEIErTdr |2 ]

The popular Marava Ragini is said to be originated from this Mela. This Ragini is devoid of
Paficama Svara in Aroha and Avaroha.

Saafeudarieca I agmq?m |
T AsHIE Haddd AREIGETEIS | |3]|

Many have accepted Vaditva of Dhaivata but I don’t find it proper in the Ragas sung in the
evening.

aifgea dad 8 grefacagaeT |
fearemnrd g gan: Jodegad | |8 |

When Dhaivata is said to be Vadi it indicates that it should be sung in the morning. As both
Paficama are Varjita in Marava it seems to be the Anga of Hindola.

FHITA JeIleled qaial AAHARTH |
T ARET Gl FIAT FRIUAT Gt | | |

The suitability of predominance of evening time is expressed in Pirvanga. In ancient treatises
also Sadja or Gandhara are Vadi in Marava.

ITRSATCihHTGTCE: HIPIHEIGT: |

FHINESTT: AHAAT AT | |&] |
According to Sangita Parijata Marava is originated from Kafi Mela, but according to Pandit
Somanatha Marava is originated from Vasanta Bhairavi.

ARHASTY TSI Ared: FraAfaTd: |
AMhsTt FrgFsTsT Jdigen Ja R | o] |

In Saramrta also Raga Marava having Sadja as Amsa is said to be sung in the evening. Tivra
Ma, Pa and Dha are used in practice.

cgagR Rashed faor guver |
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Teolea AV FA 00T | |¢| |
In practice the Vakratva of Re in Marava appears pleasant. Along with it the disappearance of
Nisada in Aroha is also very sweet.

37T Sfafeafeefa g Reree=ia |

Ul o decled Ir AT o dfgerd |||

Some suggest that Re and Dha should be Varijita in Aroha but it is not accepted by Laksya so
it should not be accepted.

ARG qRAT 9fd g 9 Gifeeid 9T |
fordT Higetr AfT § AP AR |[20] |

Marava and Piriya both evening Raga are devoid of Paficama, similarly the Raga Lalita and
Sohanz which are sung in the last Prahara of night are also devoid of Paficama.

qiar
ITFhTRAACSTT TRAT TEHAT |
YISaT g MR AfSar |22 |

Puariya is said originated from Gamakakriya Mela, to be adorn with Gandhara as Amsa and
Paficama - Varjita so it is of Sadava Jati.

Fgrafeeafafgaiartsy AafSa: |
HAEALTEaRYT e IRAver s1ad || 92| |

In this Gandhara of Mandra Saptaka is taken by Laksya scholars, this Ragini is very pleasant
with Mandra and Madhya Svaras.

AR Id: fAer qaterveer &I+ |
FIREITAT TAgedd o TWA: | [23] |

Predominance of Piarvanga itself declares that it is sung in the evening. If here Uttranga is
predominant then it definitely becomes Sohani.

[GRISECERICIE OISR LIRS CE
Agfaufaearon Jgdr Wiy || ey |

Again the beautiful tuning of Ni and Re and Ni and Ma and the tuning of Mandra Ni, Dha and
Ni Svara are the definer of Raga.

SYCHIFAUT o8 TIDh! Aot FaTId |
TR aedyl A & gfaurd |||

In Laksya Sarngita, the singers use Komala Dha of little low position because Dhaivata used in
one position low is supported by them.
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I: AME AU T FAMT o FASTH |
IqMEIcd deHIEINT dlehecTadiadd ||2€] |

As this statement is not supported anywhere in Sastras the acceptance of that opinion depends
(is left) on the choice of people.

He AT GEIRIATHEARET Il oid |

Reit a7 Femay waar AredE || gu] |

This Raga is different from Marava as it is practiced using Mandra Ni. The tuning of Re and
Dha in Marava and the tuning of Re and Ga in Piriya are helpful in deciding Raga.

HaHEAS qﬁIITSq'aT:types of Puriya according to Bhavabhatta
AT fealdidr dar #7ad |
afermdRarsar q fRaram ghifdar ||¢¢| |
S \ t\F - |
T QAT A7 fEeleleT =t | |91 |
AfFAHAEA s |
qoAT JeqArEACd FafaEr AT | |Ro| |
Seven types of Priyas are as follows —
1. Parvika 2. Pariya Hindola when Lalita is combined 3. Puriya Bhairava when Lalita and
Bhairava are combined 4. Piriya Bihangada when Lalita and Vihargada combined 5.

Dhanasri when associated with Piriya Dhanasri and Hindola, 6. Piriya manai with associated
with Lalitz and Yamana 7. Suddha Piriya.

fafRrEeaToT=AYT e A9 =T |
TUPRY AT faart afgaerdh: |29

The writer here did not mention the special features of these Ragas, it should be thought over
by learned.

ST ST FoEaa s T |
IaEe Yo Ald T 7 aradEReE | (R |

Repitition of these Ragas are becoming always confusing. Therefore, they have remained quite,
it’s not surprising.

AT AT, &g & |

HERMN R MG dggafeat: | (3|
Laksya singers describe by expanding (fra=) the main points of types of Ragas (avayava) by
adopting main Ragas.
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axTer
ARGHS Gl GRS JUHHAT |
HRFsTag T Gl gReRfdar |[2¢] |

Ragint known as Varati originated from Marava Mela, is Sampiirna in Aroha and Avaroha.

TMURTsapr arer daalsACIa T |
Flelelel A el Y&y Qe TAH | |9 |

In this Ragint Gandhara is Vadi, Dhaivata is Samvadi, and Sa is swinging and its singing in
the evening is very pleasant.

A HARATIE Fafaaeseds #dd |

ARG  NelcdfATY T&ar: Ther fer |[|26] |
In this Raga there is predominance of Anga of Marava. So it appears resembling Marava, but
in Marava Paficama is Varjita hence the difference becomes clear.

HiRguidercs HiHecd J dad |
AifecaAT daEd & dgifd GaEITAH | [0 |

Some scholars consider here Dhaivata as Komala, but Vaditva of Dhaivata but is not
appropriate here.

ged dad B v T e |

dlfced deEay I8 IEEIA Fhes ||¢||

Mrdu / Komala Dha does not harmful in the singing of the Raga during evening time. But if
that Svara becomes Vadi it is really harmful.

AT HIT: SfAfeAfgerfa famstom: |
o TR SARITAHEIATT o ||%|

Some scholars point out here the tuning of Ga and Pa. which is not harmful as due to feebleness
of Madhyama.

quit | Rerersfr qdferer sehifdar |
QHEATYT FT TN [T IREPeT |[3||

In Raga Vibodha Grantha Pandit Somnatha has narrated this Ragini having Sa as Amsa, Re as
Graha, and which is Sampirpa in Pirvi Mela.

A ggal HaT AT IR |
Rgrureiaugear o & |d St (|32
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Many types of Varati are described in treatises but all are not popular in Hindusthant Music
system.

ENCEEECIE
“HTAT LEERTET TTMGAAT SPlecell AT |
JoiraT It diehr Tt dewrdr 7T |32
HIERT T TATe] 98 §AERT Y: |
JATITET HAHAT TAGEAT AfSehiicent ||33)|
SATITERTEN FTHT YT SRIHT T |

TRl o QM FHeATom grel FAT |[3y¥|

There are twelve types of Varati -1. Suddha Varati 2. Kauntalr 3. Dravidr
4. Saindhavi 5. Apasvara 6. Hatasvara 7. Pratapa Varati 8. Todika Varati
9. Naga Vararr 10. Punnaga 11. Asoka Varati 12. Kalyana.

STl HET ITAH: TR T T8 |
Jgided fAfdErea ad aiedass ||3y||

The above mentioned types of Varatis are not popular in Laksya style but Ahobala has narrated
all these in his treatise Sangita Parijata.

{ATRUBETIOT ATEHATT ToH AT |
fAwqol Sd AwHeTAT T |38

The types of Ragas which are disputable in Ratnakara are narrated by me elsewhere as per my
knowledge.

offerdr
ARAAE AT RO AfAATSEAT |
IR TraRies™ TsaaeT R[afear (|3v)|

The Ragini named Lalita, having Paficama Varjita in Aroha and Avaroha is originated from
Marava Mela.

Af¥Tca ALTATT FET AT gadeda: |
FaTfaatrRfAcgaAqat WhaAtaed ||3¢||

Who does not delight by the relaxed or free use of Ma. The tuning of Ma and Dha always very
pleasant.

AEALIHAANME T FAT TgHATH |
AT HAd Y3 ATERBAIATITAH ||3%]]
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All have supported Suddha Madhyama as Vadi and Sadja is Samvadi according to rules and
regulations of Sastras.

. . e |
3T T GIEDT Toledl Fgsfaad [|¥o|

Due predominance of Uttranga There are variations in Tara Sadja is also very pleasant here in
the last Prahara of night.

HALIIRAW AT AfeldeT Tadadhd |
FIHTIR P dedlm oA ||82]|
Raga Lalita sung in the last Prahara of night is independent. The Ragas which starting with
Paficama are their Aiga s accepted by learned.

IAACATTRY T [T JIATSSIT: |
T AT Uith: YSSI-ITHIGIAS: ||83]|

In A book named Raga Laksmi, this Raga, in which Pafica is Varjita, and Sadja is Nyasa Svara,
Graha and Amsa Svara is said to be originated from Bhairava Mela.

RIHAARUTLD Ao fead: ga: |
AT TURD: TalHelhallioTel |[¥3]|

In Svaramelakalanidhi of Rama Amatya, this Raga is having Komala Re and Dha and Trvra
Ga and Ni.

ddarg A TS BRI |
UERTATHIATHS WAL FecaHqH ||8Y]|

In CaturadandiPrakasika this Raga is naarrated in the same way. And according to Somnatha
it is originated from Suddha Ramakriya Mela.

Sid: (STTed:)
ARGHAAA JF T EeaddldH: |
HRIG AR AlAasit O ||vy||

Jeta Raga originated from Marava Mela, which has Ma and Ni Varjita in Aroha and Avaroha.

TITGIET UaA & Halgl 93 SR |
IMAATT THT Hacard AT |[|ve||

In this Raga the Vadi Svara is Paficama and Sadja is Samvadi it is proper to sing it at the
evening time or the end of the day.

Yaran Afdasicd oo #IT A |
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ddary fqemd afefa Tase T ||¥u)|

Previously | have said that Ma and Ni are Varjita in Reva and Vibhasa, sometimes there is a
doubt that it may be the same here.

aTfede ETeie: YEpe: FAHA: |
Maaf=gadaiefa e e ||y

IT is clear that when Vadi is different the Raga is also different. It is useless to doubt that as
the variety of singing.

JUrey GAEE NgAET gaeias |
RE 3T TIHT TS |-

Even than here the purpose of 7tvra Ma in Avaroha is shown, which makes easy is to recognise
the Raga.

A PVRCID Sid: HFeIOHS: |
FIAccd REawed arfa & giewweraa [so||

According to some Raga Jeta is originated from Kalyana Mela, as Svara Re is Komala a here
| think it is appropriate.

T d AS AW SAar Sadatera: |

AR dgrel g o gIfhed |
According to some other Jeta Raga having Dhaivata Varjita is originated from Pirvi Mela. Its
singing is also pleasant.

Rasiel srdcqeat S aHga: |
d SAEAIH faard deAenff: (|9

When Re is Varjita in Parvi it naturally becomes Tasnikika. Scholars should think over it.

TAGEdTecd Jerd TACIREGEHA |

o dET JgUr qIV: ATETHTT Tl A [|93]|
According to learned there is nothing wrong in accepting Ragas having clear expression even
if they are not mentioned in treatises.

EIEFIRE
THAFIARNCA HigegR: ghfda: |
Uit FEIATANSH TRATTIHTA: ||38]|

Raga Bhaytihara originated from GamanashRama Mela is Sampirpa, having Madhyama as
Amsa and adorn with Carama (Uttara) Asnga.
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AEGATST A hEdd ~ a8 I |
faurst aeafaam=Enia & degaaraH ||99||

In this Raga Madhyama is used freely and Nyasa on it is also pleasant. The statement of Laksya
scholars | find appropriate.

3ol aHET A AhEgEe: |
ardr & dadieelst G gedeAd: ||4g||

The use of Tivra Ma in Aroha indicates the night time. Little touch on Dha is indeed delights
everyone.

afercsr shfelars qteisia geige: |

3GIaT HAITT AdedAd R8T |||

The opinion that Lalita, Kalinga, and Paraja three become the part of this Raga is not
supportless.

FARMIID TITd FA T HASTEI RIS |

Req a7 saeiar amsHt lde: |er |[|uc||

Sometimes this becomes the formation of Mand Raga having predominant Uttranga, there Re
IS Tivra where as Re is always Komala.

SfAICgRA T gERiafAfAaH |
3G dHAD oieh FIAAGOMITA |||

According to some this Raga is composed by Bhartrhari. This formation is liked by learned in
modern times too.

RN, g |
IANH fAclded e ashdm BT ||&o||

All have agreed the tuning of Ga and Pa and Ma and Dha in Aroha Ni is feeble and in Avaroha
Ni is Vakra or crooked.

HER:
ARGMHS Yihl IEN HERATHS: |
3myfaesh aedid Fireagafazeiom: ||&2|]

According to some Laksya scholars Bhasikhara Raga, is modern Raga, which is originated
from Marava Mela.

HYUT: GUHAI: FIGRETTEA: |
A Jelrgeh AT THAATT EYSH ||€|
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This Raga is Sampiirna, Paficama is Amsa, and the Uttranga is predominant, its singing in
third Prahara of night is very delightful.

FATGRMTTAITT faamar Areraiicyd: |

rertcanregarcraefAfa aF & e ||83||

As Vibhasa originated from Malava includes Ni and Ma clearly becomes different from
Bharnkhara a Raga. There is no doubt.

SRl srafeE: YEAEATHTHY |
ITREARET FHER Jacid HANoT: ||ey||

Scholars believe that for nicely expressing this Raga, little touch of Suddha Ma is Desirable.

foRIa FABAET HY Io: FHGA |
ACERTGAT (@ HIEgR: ForaToT: |||

In this Raga there is absence or disappearance of Mukta Ma so how can it be quality of
Bhaytihara Raga which has this Svara (Madhyama) as Amsa.

UgH:
ARGRSS STd: IIAT W%slor—r: |
Uit FAEIATMST b A ddisfaa ||eg]|

Very popular Raga Paficama, which is Sampirna, having Madhyama Amsa and sung in the
last Prahara of night, is originated Marava Mela.

IREVEAST fgAeaATasvd: |
TSI Il TG ISTeHeT: ||8b]|

This Raga is having predomant Utrtranga, is adorn with two Madhyamas. Singing of it after
Paraja always delights the mind.

Hhcdl-HETHAEITT feidial aREpes |

T aATERET URAeeia TAT: [|&¢||
The free use of Madhyama clearly declares the Ariga of Lalita. Undoubtedly it possesses the
nature of Bhagtihara.

SR A-godd RYS arsy daHe |
Ha(«qa\-qfabe,g; ool <‘:|'€r ﬁ&mﬁ “E‘Q“

According to some in this Raga Rsabha or Paficama is Varjita, but it is against Laksya style so
we do not agree.
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RwareT aoir TaTgfEgRsieae |
AR RedT g4 FATAITH ||uo]|
If Rsabha is Varjita it will naturaly become the type of Raga Bhattihara so scholar should take
their own decision.

IfIATTTTATs=T e Sfdua=: |
hIHCT FAT YIhY IR Helel T ||02]|

Another Raga, having Lalita Anga predominant is Lalita Paficama, having Dha Komala is
already narrated by me in Bhairava mela.

rem SR cT AR g
IR YEATD o dod Jdd AAH ||uR]|

According to some Pandits this Paficama Raga, having Pa and Suddha Ma Varjita is an Anga
of Sohant but | disagree with their opinion.

QFATLFT T g RwenfSsra: |
RS A dieh: TTAAT q¥T: |[03]|

According to Somnatha Paficama Raga adorn with Paficama as Amsa and Re Varjita is
narrated in Bhairava Mela.

TR IAEATEA ShelfRIcaf3d: s |
digaor qur TS gIRadTH1 ||os||

As this Raga is sung at night, learned must have made change in it with Tivra Ma and Tivra
Dha.

QUIGEHSISTA $d Helol A |
fowreY afsiaeds sraaea e ¥per ||uy||

In Bhirava Mela, there is also an another Piirpa Paficama Raga. But Nisada is Varjita there so
the difference become clear.

gt

ARATHAGSATAT HIgeAT ASIHAAT |
3RIE WERIGSTT IRBT Hredd Fer ||we|

Laksya scholars have agreed that Ragini Sohant having Pa Varjita in Aroha and Avaroha is
originated from Marava Mela.

FRETYTAcT difeed dad #ad |
TATCIITAHT IT: TG ATITH S |||
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In this Ragini there is predominance of Uttranga, Dhaivata is Vadi, Ga is Samvadi, and is sung
in the last Prahara.

TR TR YEHLIATT Fafde F: |
Harfatarn i & sFpeATieRid ||uc||

Sometimes the use of Suddha Ma is seen. The tuning of Dha and Ga makes its formation clear.

HAATAYINT ARy AT |
HHATT FINdheaedTd FARTIA ||0R]|

As it is sung in the last Prahara of night variations occurs in Tara Sadja. And this Svara only
becomes the center of gradual expansion of this Raga.

HegHAeTEal: QA1 Hgeacgay: T |

sfa dafdafsgagd gegase ||¢o||
Ragint Pariya is sung in Madra and Madhya Svaras whereas Ragini Sohant is sung in Uttara
Svara (Tara Svaras). This is very wonderful and attractive secret of music.

guitey #1AY Tl & wferr |
3MEfoAepT HAT TEATeTETATETITETOY: |||

This Raga is not found in ancient popular Granthas hence the scholars of Laksya music
consider it as a modern Raga.

Jefd dad FRcFATAT TIF |
A A HIfd g dge: FAEAAUTA |||

According to some scholars here Dhaivata is Komala but I don’t find it appropriate, so scholar
should take their own decision in this matter.

ARAHeRIcTeaAl [T AT Fafad |
Tquif M graRfaAETTeTTS: |[|¢3)]

The Sampiirna Raga Vibhasa, originated from Marava Mela, is sung in the morning and is
having predominant Uttranga.

e arfeed Harfged J T o |
IYIHYITATT Fardr ROt ||¢Y||

In this Raga Dhaivata is Vadi and Gandhara is Samvadi, and tuning of Ga and Pa and Ma and
Dha is very delightful.

a8 9TH fAcT M AR |
faefadey afid Isfore faftega ||ey|
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The Nyasa on Paficama expresses its depth / expresses its Gambhira Nature, when it is sung
in Vilambita Laya, it is very melodious.

Iy afoTd o Vg0l AleTH |
AT Harfd: AT Gl A deAdH ||¢E]|

In treatises Ma and Ni are Varjita in the Aroha of this Raga. And the best type of tuning of Ga
and Pa. | agree with them.

qae aferdr I geRrer ad: g |
SRR sacdeaed FRTALIT ||¢v||

According to some of the Laksya scholars agree that in the Piirvanga and Uttranga of this Raga
there is combination of Gauri and Desikara.

AT
ARATH TS IIPT FATIIRT FAITITN: |
TquiT Rergiamsdt gearrref=dr |@ar |[j¢¢||

Ragint Maligaura which is Sampirpa, having Re as Graha and Amsa and which is always sung
in the evening, is said to be originated from Marava Mela by scholars.

IRATATAAOT FIAIHHGA |

HEACEI RN graY 18y gAREr [|¢]|

This Raga is formatted by the combination of Piriya and Sri Raga. In Laksya it is generally
sung by Mandra - Madhya Svaras.

Y 98T AEYITACIUTIYH |
fSremgar FcsT FamgeTaTaTe=T ||3o||

Now | narrate the difference of opinions of Laksya Sargita (regarding this Ragini) as it is.
Because it a mean in taking decision regarding Raga for learned.

Shided guidia faarieed g dad |
Uo7 TAIfgRIEr Hig TAEAT aggdeata ||R¢||

Some of the Laksya scholars describe here Dhaivata as Vivadi, by which the type of this Raga
ini will become clear.

3 geT: EERIA ftaavtse |
MENAGS IMAATGET SR AHA |||
Some singers re using both of Dhaivata in this. According to them the singing of this Ragint
having Gaurt Anga is delightful.
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qRIT gfagslcaad l gw S: |
A9 dF SR IRTEAT T T ||R3]|

According to some others if Paficama Svara is used in Piriya then certainly it becomes
Maligaura.
ARATH TATAT AR ST |
YT AT Toa: YOI IMAATSAT: |||

The scholars have considered the popular Ragini Sajagirt originated from Marava Mela, which
is Samptirna and adorn with Ga as Amsa is said to be the modern formation by the scholars.

AacTggAaTg: FITaferarar: e |
e ATOTHAIE Aol ||R9|

In this Ragint both Dhaivata are used, the tuning of Ni and Ma is very melodious and its singing
in the evening is said to be very delightful by scholars.

SYCEST: YEHET AT TG fhuTce: |
QAT iAol TTeoEper TFer ||R€||

The little of Suddha Ma makes this Ragini very delightful and by it this Raga clearly becomes
separate from Piarvi and Puriya.

RN AT FegaAdT |
HEHEIEAINTHALT FEATTR ||U]|

All have accepted this Ragin is possessing Anga of Piriya Raga its singing by Mandra —
Madhya Svara is indeed very delightful.

QAR AT SAfel: FHAT |
IAdeAT 91T e aggacater ||¢||

Generally, Sajagiri is formed by the combination of Ragas Pirvi and Piriya, this formation is
rarely used in Laksya style.

SR A T ol dq JAT |
Rasaata TEEA TeeATEcllE &g ||39)|

According to some the use of T7vra Dha is not there. They also consider Re as Varjita. But that
is not found in Laksya style.

fecaofy
Ud T ARG @M gleer dfardr: |
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G $7AY: S YIqaia: ¥R [|2oo|
Thus, above mentioned twelve Ragas are formed originated from Marava Mela, in which six
of them are sung in the evening and six are in the morning.

qRAT ARETSIAT 3R AR 2T |
RIEATRT [T FRAAT FHHAAT: |[2o8||

According to learned Piriya, Marava, Jaita, Maligaurd, Sajagirt and Varati are sung in the
evening.

aferass gaerar sifgary femge: |
HER: Figall AT IEM: Jrasiar g2 ||203]|

Where Lalita Paficama, Bhaytihara, Vibhasa, Bhankhara and Sohani are said to be sung in the
morning.

MG GRIAETT FREAT S TELT: |
ATATITETAT ThT: TG FHTAI: |[203||
The Ragas originated from Marava Mela and sung in the evening are sung with the Ariga of

Gaurt and Puriya. And the Ragas sung in morning are possessing the Ariga of Lalita and Sohani
Raga.

‘fio i o S
maﬁﬁgmwmﬁfﬁmu?oxu

According to learned in Ragas sung in the evening, Pirvanga is Prabala, whereas in morning
Ragas Uttranga is Prabala.

TYATEAT AT U [ATHAT AT |
faQrEq = I gEedr Fafe@: ||2oy||

These rules are physically (externally) helpful but the learned should also see the special rules
for this Raga.

AR AR U eI,
Simple way to decide Ragas sung in the evening, when there are difference of opinions.
YU qideT Earar Rasi o Efeher |
AR e IET FFo ATRITSSAT |20k

Piirvi Ka is said to be Sampiirpa, in Tankt Re is Varjita, and Sr7 Raga Ga is Varjita and in
Trivarpa Svara Ma is Varjita.

ITTAT HAGRT Sadcamoide: |
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HATeIdT SIfeIdT doatelaladl JgIsiad |[2ou||

Gaurt is devoid of Paficama, Jeta is without Dhaivata, and Malavi devoid of Ni are said to be
sung in last Prahara.

fgar gEadEdd dordar Agor Fe |
AT TAGT TG EITCTIRTIROT: |[2o(||
o) o)

This principle rules will always be helpful to new learners in their progress.

RIOATET A 8T S Hid: |
HTERTIEAGY: Tl agafaer @qa ||¢||

Mela Harapriya itself is known as Kafi Mela in modern Laksya Sasngita. According to Laksya
scholars Raga Kafi is originated from this Raga.

TIATST Al dIET HAG! YSoldAHS: |
HTIGTUNATEEN difeet IMefehiiaer: ||R||

In Kafi Raga Paficama Svara is Vadi and Sadja Svara is Samvadi. Few singers consider
Gandhara as Vadi in this Raga.

ARG RAT Aell U A |
AegTEEEadafa & o Srerfa AAfaE |3

As Ga and Ni are Komala, Kafi Mela is can be sung at night as well as in the afternoon, which
scholar does not know this fact.

CRIRTfeehlesteh Mcdl VTThIH |

ST aghrel AT IGehr: ShAT ||¥]|
At night after singing Ragas Darbart Kanada etc. having Komala Dha, the singers gradually
sing the Ragas having Tivra Dha.

3ETEAIERTe IMcar fGad drel Uehidee |

ieh HRATEATAT TH@le A ST ||9]|
In the same way during the day after singing Ragas Asavari etc. having Komala Dha the Ragas
Saranga etc. Having Tivra Dha are sung.

39drer $agEd fid ar degacAfa |
RO FAT Yieh! A IAETcad eI |||

Even though its options are always there in Laksya Sangita yet for wise scholars | have narrated
this common rule.

A (FYUT)TAT TEARIE TTRIET |
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Telcd ddisdl TATTTHACATATHI: ||u]|

Kafi Raga is Sampiirna and Sarala a in Aroha and Avaroha both, it is said to be the Ashraya
Raga of Kafi Mela.

FIbIcAfaeh ATH Irafas TREpeA |
3afieh T AME ATEATRTITEITH ||¢||

It is clear that the name Kafi is a modern Yavana name. As this name is accepted by ancient
Grantha writers, we have not ignored this name.

SRACTERA Hel ARTMET AATOT: |
TAY I JEAGENsE T dferd: |9

According to some scholars this Mela is found in Granthas by the name Sr7 Raga from which
this Raga is originated. *

CIEToTeIAA ST HThAEHSd: |
AREN A ok ERONT |ea ad |20

According to the southern music style Sr7 Raga originated from Kafi Mela is sung even today
it should always be remembered.

Regramiragaar & T qfdwmerd: |
ST HAT HATEATd JaAT HiGERA ||28]|

| have already mentioned previously that Sr7 Raga which is popular in HindustaniSangita is
originated from Pirvi Mela.

T YdHh HIFIT hdol J9GTdH: |
AARNSTT GG T Fdfod @A (23|

In Kafi Raga the Nyasa on Paficama clearly defines the Raga and on that basis the listeners
also very easily recognise the Raga.

RO A &7 JIAREA A AT |
HIBHCACIRTEN IMAEIRAGAd ||23]]

From the cofort point of view the little use of 7rvra Ma in Avaroha in Ragas originated from
Kafi Mela, is pardonable.

GeNdTedT HIFAT: FAT GHAAT HAd |

IRITHAST HRAAT afsar fag: ||¢y||
All have accepted the fact that Raga Kafi is suitable for Ksudra Gitas (Thumari etc.), learned
consider it favorable for Syiigara Rasa.
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T
g TEgAea ufaol agmm |
TG AT GeTeTsHl GIAT rchiioreht [|29)|

Ragini Dhanr which is very easy, sentimental which can be sung at any time, is originated from
Harapriya Mela.

HRIE TeRiesT RedaRa aofed |
IMURY fATdr ardr AwelsATaatTer: ||28]|

Re and Dha are Varjita in Aroha and Avaroha. And its Vadi Svara is Gandhara and Samvadi
is Nisada.

fsaveariaey afotar aiReras |
[EUrATHHCITg: Hiderd faumd: ||2v||

In Parijataka it is named as Audava Dhannasika. According to some other scholars Suddha
Dhannasika.

YA RIGETY Fededsdiag: |
3MER: Sl arlie=r Aafgeera |2 |

Perhaps Laksya scholars have named it as Dhani in order to separate itv from Dhanasri, So
there is nothing wrong.

arcHe duregd favd Jeaefifer: |
AEIIAHT oo e Y ficd acerd |[22]

Even though on this disputable matter scholars should practise Raga without

ignoring the opinions of Laksya style.
FHYTAT geleled @eMTd REIR |
il IMNETTANdTa Fdl A [|Re||
As Sadja, Madhyama, Paficama are feeble and Rsabha and Dhaivata are Varjita, how can it
has Gambhira Prakrti. According to learned Gambhira Prakrti can never be possible in Dhani

Teerdt
HTHATEH ool Hetidl Slcdd STl |
RIEYY eI HYUITCIaIgor |32

Raga Saindhavi is originated from Kafi Mela. In its Aroha Ga and Ni are Varjita and its
Avaroha is Sampirna.
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ARG Hale: SRR |
el IOHATICE ST HTehITeIhe ||3|

In this Ragint Sa is Vadi and Paficama is Samvadi. According to some scholars Re is Vadi and
Dha is Samvadi. And generally it can be sung at any time.

HAGHT g &y Ifeagaikasis |

TR EaEAE 87T AUl HATh |3

In this Raga there are difference ofopinion regarding Varjatva of Svara Nisada, Littele use of
Ni in Aroha is pardonable.

3aTTeT: Hetrdl iehT WIHATST FROT |
fae® quiar oEar e g Hdr ||RY]|

Somanatha Sari has described Saindhavi devoid of Ga and Ni. Ahobala agrees that it is
Sampiirna in Avaroha.

Jcgal IMIAT: IIT: HIhITA HTeTdh |
Fearear eufed dieiereraifaeT: |[Y|

In Laksya Sarngita the singers desiring to entertain people present Saindhavi combined with
Kafi.

Rithemiaeria drdif g |

eI TerEry afgard deaeies: (|Re|
In Raga vibodha it is clearly said that the Ragini named Sindhoda itself is Saindhavi. The
learned should also keep in mind that.

JIITHTERT HIThT IMiotesil GRIFT |
AeAged TEATTT &: FHIAH Ad: [|R0]|

Eventhough I have formarly narrated Asa@vari in which Ga and Ni are Varjita, Dha is Komala,
this type of Saindhavi is separated from it.

JARhERAY ey aRasrd |
IRE AREMOTHTRY: FHATDT ||¢|

Thus it is clear that different Ragas are originated due to Varjatva of Ni and Ga in 4roha in ten
Melas narrated here.

¢ATAT: (second)
q»|®a?|oiuagog“d| AT HIAAT: T |
IR Jeudarsat @i gfdeias |||
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Dhanasri, originared from Kafi Mela is having Re and Dha Varjita in Aroha and Sampiirpa in
Avaroha.

9gH: A drér HA wse: FAIRG: |
AT A A AT et ||30]]

Its Vadi Svara is Paficama and Samvadi Sadja, according to Laksya Sargita it is sung in the
Third Prahara of the day.

T I AN HAew I IoH |
I FATtAer e fageedar (|32

In this Raga Nisada is said to be Graha Svara and Paficama is considered as Nyasa, according
to learned the tuning of Pa and Ga in Avaroha is Desirable.

AATT arfeed TG IHATCITAH |
3RO Rereger ALgaAREATadr |3

Due to Vaditva of Madhyama Svara, in this Raga there is a glimpse of Bhimapaldasika which
has Re and Dha Varjita in Aroha and having Madhyama as Amsa Svara.

JATIIATHIAY Tt IEY €T |
alded TRAYARRIE dfgar fag: |[33)|

According to learned the Ragas sung in the third Prahara are generally having Re and Dha
feeble in Aroha.

qeicicardNg HHT: gerafed o |
qalfeed U TAeHATGed TATTRIhT ||3Y||

Due to feebleness of Re and Dha, the Sa, Ma, and Pa become predominant in these Ragas,
hence in Dhanasri Pa becomes Vadi and in Bhimapalasika Ma becomes Vadi.

FIRAA RUIHARIESEITIETT |
IWEHA JUATATCG STATIIH |[39]|

Ahobala, having described Re and Dha Varjita in Aroha in Kafi Mela, has done justice with
this favourite Raga.

SIHT ARE T GATSATEAT Falsd |
greefar Rercadr rheer ghifdar: |[3€]|

In Granth Saramrta in Kafi Mela, Dhandasr1 is narrated as having Re and Dha Varjita, it is
Odava and it is sung in the morning.

FfeaAfde: o5 @i Renfegas |
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WA Taelld dd TROTE A Gl |[30]|
According to some scholars this Raga is said to be originated from Pirvi Mela in which Re and
Dha are Varjita ain Avaroha.

fed aagfedr dehr Rener @ifrehr o |
AP YT WIHT FROT ||3¢||

Somanatha Suri has narrated this Dhavala Dhandasr1 is always having Svara Pa as sign (seal -
mudra), in which Re and Dha are Varjita and Sa as Amsa.

AT
HTHTHGHSITAT HT AT |
3R RUgT Tearle THITHRH |31

Raga Bhimapalasika originated from Kafi Mela is having Re and Dha Varjita ain 4roha and is
Sampiirna in Avaroha.

ACIARIIAGATHT HHACIHATSAT |

ITRTE FHTE ITHEIT: FiATRITH ||go||
In tis Raga Svara Ma is Graha, Amsa and Nyasa and it is also adorn with free use of
Madhyama, afternoon time is suitable for its singing.

AEIAFT dTfccargsAleid Had |
Ffielle IT: qUIT eell QAT Pl o7l ||¥2||

As Madhya is Vadi here it can never be Dhanasri, and Avaroha is Sampiirna so how can there
be glimpse of Dhani?

THHAcaIEE! Fafafget gl |
3T Raoa 9Tg: e IETHEHA |33

At some places this Raga is narrated as having Re and Dha one Sruti less, some else where it
is said devoid of Re, it totally discriminates Raga.

AT Afafeicd FhAecdcarmora |
Ad A aifieffeaca T a6 fgha ||¥3||

It is agrred to all that when Srutis is different Naturaly its sentiment is also different. Only
difference in Vadi is enough for pointing out different in characteristics.

TAY IETHSTES YT o A& |
T AT dTgUTel IFTHGITAFTT ||8Y]|

We don’t find any where in Grantha the limits of Sruti or number if Srutis as a proof for
difining Ragas. Hence this statement is not worth for the knowledge of Ragas.
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SR AT diehr gaTalT Rerepiae: |
FHLIHISE TaEROT ST /T ||8y|

According to sourthen Music system Dhandasri is having Re and Dha Komala. This | have
previously discussed this in detail in Bhairavi Mela.

Tl AT B HeAd el Tl |
Y& FAT Tl TfAoar Rergaelr: ||ye||

The Ragini s Dhani, Dhandasrika, Milatant, Palasika, and PraDipakai, are believed to be
having Re and Dha Durbal.

.
FUeEAT Fel AT AU gHhUT |
dgaTedtsy Jafiar JervEEdr |||

The Hamsakarikani Raga, originated from Karpara (Kafi) Mela, is sung during the third
Prahara (of day) by Laksya scholar.

Redler AqRE dqoit = fFew+ |
AT T Tl TaRRhoerae ||¥¢||

This Ragini having Re and Dha Varjita in Aroha and Sampiirpa in Avaroh, when sung with
Anga of Dhanasri is very pleasant.

MYREILINST HReAA FaATA: |
Vg0 dreer: FYET faelia ST ||se|

Both Gandhara are used here very skillfully — Tivra Gandhara isused in Aroha and Komala
Gandhara in Avaroha.

: . et |
Hod Reclaed Aged FAUY ad |||

As Ragas sung in the third Prahara are naturally having Re and Dha feeble, Sa, Ma and Pa are
always dominant there,

QRTHIUTTEITT FHUTCTATHAS |
fAsoTieedgd TawuAfa S ||s¢||

It is said that the formation of this RaginT is a creation of combination of Sarnkarabharana and
Karnpata Mela.

TOAENT dlfged AIHATT H FAJH |
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ATSIITUTAcd ATdealhiad Had |[$R||
According to me here the Vaditva of Paficama is suitable. As it is sung with the Asiga of
Dhanasrr it is very popular among people.

3ufg suAdgRFAfaeIfhan |
e aegaArefsf haer ImIRRA: |93

This Raga formation is indeed having many variations and not very popular. Only best singers
can sing it even in Laksya style.

qeHT
EUORITEN A Ho qeqfdenT |
Aol s ofiar fager qorEaEar ||y)|

Ragint Paramafijarz is originated from Harapriya Mela, (Kafi ). It is believed by scholar that
this Raginr is rarely sung.

IR WElNed HAHRIHTH |
ARE el Hieh FHel TaAETAr: ||99||

As Dha and Ga are Durbal in Aroha, there glitters the Asiga of Saranga. But in Saranga both
the Svaras Dha and Ga are totally Varjita.

dlieed Ygoleh @8 HaTieed J Ta# |
ARAMTANR el HASEAT: GHATH |9

In this Raga Sadja is Vadi and Paficama is Samvadi. Its singing after Saranga is agreed by
all.

goleT FUHTICAeT FA o |
dqeaTEafe AW U FATA R |||l

This type of Raga formation is indeed very rare, in Laksya style there are different of opinions
regarding this Raga so wise should practice it and taking their own decision.

Ad FuTdeeT fgImuRuAsT |
TOHET alfeed o ded AT Tarde ||s¢|

According to some scholars this Raga posseses both types of Gandhara, and Paficama
becomes Vadi in it but I don’t find this opinion fair.

el YEEIU af Hideed faar g |
FEITEAT of A A1 TeAd aMT HITH |[9R]]

Some other scholars has narrated this Raga having Svaras of Suddha Mela (Bilavala),
According to Laksya style, this also is not found fair by me.
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YEEAITA T A iz |
AT gUId AT Jaravel & ||go]|

The formation of Ragas having Suddha Svaras and sung at night are very delightful. But | have
narrated this formation worthy to be sung in the third Prahara of the day.

qargehT
EATcHRATHSATAT FITehT FHAT |

3R RUET Tearie THITHRA ||€2|

All have agreed that Raga Pradipaki, having Rsabha and Dhaivata Varjita in Aroha, and
Sampirpa in Avaroha, is originated from Kafi Mela.

FHodt Aot afear wEES o= |
ferfgauiehd agfesa amge@a (&l

After singing Paramafijari, when this Raga (Pradipaki) is sung then one feels indescribable
variations.

HegHLgEaY: Ha TeTRIT T |

AifAIAIsE TEaT BT fer THer |83
By expanding Mandra and Madhya Svaras in this Raga there glitters Bhimapalasika. But in
Bhimapalasika Vadi is Madhyama whereas here in this Raga Vadi is Sadja.

JIIATERIE AT R afdasay: |

IHATIE] AeAsH Torsar afgeead ||ey||

Evenif Varjita Svara Rsabha in Avaroha is as if nothing, yet it is different from Dhanasri in
Laksya Sangita.

SYHq FATGE! HfRey Rl Ft |
UA-HAIRAA Shael faguT s1dd ||ey|

According to some Re and Dha are played or taken in little low position from Suddha Sthana.
This secret is known only to learned.

FafRededseeld TG Jifardr |
fafarsY A saay Feviidieeis: ||&€||

In Laksya some times Tivra Gandhara in Aroha is played very skillfully. The use of Madhyama
freely clarifies that it is different from Hamsakazikani.

CIEE
EIATEIAATT STl [T JHA: |
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MY TERIETATATRIA: HeT ||€b||
BaharaRaga, which is popular among musicians is originated from Harapriya Mela. This is
ine of the Modern Raga having Cancala Nature.

THIRG Hale: Eihdlsy faeeio: |
THAA! A A Haredr FEARA ||6¢|
In this Raga Madhyama is Vadi and Sadja is Samvadi. And singing of these with the tuning
Ma and Dha is very melodious during spring season.

AR Réldca gfdens geliaas |
sfa #AATIeATeAT i geeras ||eg|

In Aroha Re is Varjita and in Avaroha Dha is Varjita. (in this Raga) this opinion of scholars
appears very suitable.

3RIE AUFICAT JETATITATSAT |
3G TAAAIGSTOTRT SEE ||uo||

The tuning of Ma and Dha in Aroha forms the Aniga of Vagisvart, but in Avaroha Dha is Varjita
so it becomes the Anga of Adana.

3eromEd d ¥ wRcafd dadarfest: |
FIHGIcd dUTeUcd defaX FERTa d [|ue]|

Some people who say that Dhaivata is Vadi in Adana, they also consider the Komala tva and
Alpatva of the same Svara.

FANTAT dRET ARIY Jodd |
A U FATH AT A0 ||o?)|

The combination of Bahara is found with many Ragas. In such Ragas learned should decide
considering the name of the Ragas.

CICICR
HIPAAGAT TITAT Aelall O |
YOI TEATRITSH Tqeldehic: ot: ||03)|

A very popular Raga Nilambari originated from Kafi Mela is Sampirna, having
Paficama as Amsa and of feeble nature.

A HIT: WPl MR FYA AT |
SacleATsTANA T Tl dgfed o ||uy||

In this Raga there is tuning of Sz and Pa. learned believe that Ga vibrates in Aroha due to
Dhaivata.
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IgeTEg FATCE: AR Ugur Fafd |
qureg fAfastsat o rearsi & &7 ||uy|

Sometimes Tivra Ga in Aroha is also used. Covering all its features. It is not unpleasing.
According to me.

FAegATfeEadr Magerar &7 RS |
sfd Ter=Td ol deet M faTaras ||ue||

The opinion that here Raga Bhimapalasika and the Raga Madhyamadi are combined is not
contradictory.

TAY HYRIHIDT SieolATAgdT |
A & Il o1&y TIgd AT STfRaH ||uy|

In some of the ancient Granthas, this is said to be originated from Kambojz Mela. But as this
formation is not found in Laksya style it is not accepted or contradictory.

el

9

HIBIHS HIGh: TeREEAT: To: |

S

myfaenr sideded Arafasnisi AR ||uc||

"Pilu the favourite Raga of Musicians, which is originated from Kafi Mela, is considered as
modern as well as Yavana Raga.

Uit aieren: 9iht fAsEeEicyd: |
M T FHTEN GOT Ardepriceha ||ug]|

This Raga is said to be Sampirna, Ga as Amsa, originated from Misra Mela, its melodious
singing is favourable for all time.

draraT AT §d T ®AsT ST |
IOt TR I @IS |||

All Tivra and Komala Svara are used in the formation of this Raga. This intermingled
formation is very delightful to all.

AN siAger o el geliae |
MIAsET Fedda IU=eT Tt A ||¢2|

According to learned Gaurt, Bhimapalasika and Bhairavi these three are proposnately mixed
in its singing.

3R JGHATAT TR FATHTASTAH |

faee ST dleaaa sfa afa & |||
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| think that they have followed the rule that T7vra Svaras in Aroha and Komala Svaras in
Avaroha should be used.

oINS ATeaEy oearealel Jear |
Sfecdd FHTRNA AU ATHA ||¢3)|

According to scholars of Laksya style, though this Raga is said to be suitable for Ksudra Gita,
it quickly attracts the mind of audience.

HTaE AR FIdHaN AT I eI, In a treatise Savigitanaparikiisa by Bhavabhatta
o)

HUTCHET:

GV FHUMET ARl Tc: |
arfifeRuie: HulelsgsoTgas: ||¢y||
ad: HgleTrehvie: qATeheEada T |
ol Hicehehuliel ARThUNEHh: Ia: ||¢y|
W: FThIhUITEh: qeT: |
AREAYGHAT EeracaigHedd: ||
T hulieails: T HUMEITd Tesr ||¢E||

According to Bhavabhatta there are 14 types of Karndata Raga 1. Suddha Karnata 2 . Nayaki

Karnata 3. Vagisvart Karnata 4. Addana Karpata 5. Sahana Karnata 6. Pariya Karnata 7.
Mudrika Karpata 8. Gara Karpata 9. Huseni Karpata 10. Kafi Karpata 11. Sorayi Karpata 12.

Khambavatr Karnara 13. Karnata Gauda 14. Karnata.

arafrary
g aTEg Ao arefiAdy Jar g2 |
IREO 98 T, gfaeld FHaTRe |||

According to learned Vagisvari which is originated from Kafi Mela is having Paficama Varjita
and Aroha and Sampiirpa in Avaroha.

FegA! AR 9y Fardy wsof SRa: |
3eYcd IH Uih faed afger |d ||¢¢||

Madhyama is its Vadi Svara and Sadja is Samvadi. According to learned Paficama is rarely
used in Avaroha.

ol TIAENT HiAleasd FATITH |
AT ITEIET SIS THT: || ¢R|
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In Current music, Paficama is seen completely Varjita at some places. Hence, it is said to be
mixed with Anga of Dhanasri.

oI J T T FUHT A0 A |
qatotdl HETAT ARSI AR [|R0]|

When Paficama is Varjita, it immediately becomes Vagisvart as said in treatises. When Pa is
Varjita and Madhyama is Amsa it becomes Sr7 Rafijant.

ST cawr Jfaensregar Faas |
ARl AQ AW FERIAEET [|¢|

According to southern music this is known as Ritigauda, according to them Vagisvari is
originated from Mukhart Mela.

79y hyfre Tor anpiady fegom 9o |
el I Tfdelld aTehlse ||R3|

In some treatises Vagisvart having both the Gas, Tivra Ga in Aroha and Komala Ga in Avaroha
is found.

3y fAqem ey gy o9 Fafad |
TeBoel SATATT oATedl o1d T [|R3||

There is no doubt that in Laksya little touch of Tivra Ga is taken by expert musicians even
today.

ATNRASTARERART Fehifeidr |
IETRAONTY Fad Tfd Tarda ||RY||

In Raga Tarangini Grantha Vagisvart is said to be originated by the combination of Dhanasrt
and Kanada that is also accepted in Laksya.

g9 PASIEAY Ay aY AT |
39 ) CRR ~
Ao FeT €F fadstHere A [|R9]|

According to learned to see similarity in all these types of Kanada s is seem to be a root or
cause of controversy.

R 91 TaR1dd JaT AIGHhRUTH |

N . \ <
chdol T&IHATET AddT YddaH ||R€]|

Generally Svaras Dha and Ga are the cause of dispute everywhere, only by taking the support
of Laksya style it is become popular.
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fAERT IMIPEq IETeTEATfa%qur |

3ATAT Al ABT: ATTHABRET: ||RU||

The singers not aware of Sastras may certainly not be able to remove all the doubts in the
narration of definition of Ragas.

ey faermhred T s Eegar: |
TYATET TAHETET HAGIBETAT: ||3¢||

The Ragas originated from Kafi, and divided in three parts. And these divisions are appropriate
from physical point of view.

PRI TUH TF HeIsiEl g |
AR g &fefa Afdaar #qa# (.9

The learned are of opinion that the first division has Kafi, second Kanada and third Saranga as
Anga.

FIAT el Herd T G gerf@eT |

Rearearar AdEdset M FFIIHTSAT: |[go0||

According to learned the Ragas Kafi, Dhant ,Saindhavi ,Dhanasri , Bhimapalasika, Prlu etc.
are having Kafi as Anga Mela.

JFSTOT: ATl {1 ForAEATgH oA |
ARIEAIHGTA ARETETIAAT: [2o8]|
Adana, Sahana, Siiha, Sughrayi, Husenika and subdivision of Saranga are adorn with Asga of
Saranga.

FIASHET HAAT: HIAeHAREITTAGHT: |

ARITET: FfAged T dgaler enfdar: ||go3)|
According to some the subdivisions of Mallara are having Kanada Anga, and according to
some others they are having Saranga Anga.

333IUT:
FIIHTEHGAT IEM IZSON AA: I |
TRYSSIRIGIATET HEIRTY AT |[203]|

Raga Addana, having Tara Sadja as Amsa Svara and Nyasa Svara, and sung at mid night, is
originated from Kafi Mela.

FUNCEATAANT Ty a8y FARG: |
AREATATARAT: Hoofed YT FJUTH ||2oy]|
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Generally, In Laksya Sangita this Raga is narrated as a speciality or peculiarity of Karzara.
The varieties of Tara Saptaka Svaras entertain the people.

dlded YRR dRE aTfeasgad |

IMURET HATGR dGaT Il gaiel ||209]|
As Dha and Ga are feeble here, it creates the impression of Saranga. But as Gandhara is used
here that Asga is also removed.

IEAca AEIA AE HAHGIIGTHA |
o Hulleqdial Gedh AT dcqal: ||2o€]|

Profound use of Ma exhibit Sizha Raga. But in that (Sizha) the Purvanga of Karpata is nicely
presented, which is not found here (Addana).

TMYRET HARANET FIEETIHHT |
o ARIN o HIsTIT TdeoldRIoTeliard: |[2ou||

When Gandhara is connected Ragini Siiradast is also not possible. Neither Saranga nor any
other Raga is found having this characteristic.
As this Raga include.

AT FEIATCHT TohsTATeATIoTa! |
sfa sfaasafa degeohifaer: |[2o¢||

Some scholars of Laksya style, suspect that in this formation Rdga Meghaa and Rdaga
Madhyamadi with Ma are used.

EOIHIS TIATKIT Tl St |
S HAT HiRIchlHelcd of dad |[2o]]

As Komala Dha is used in Addana some people find it as a formation near to Husenr.

S IRIGL
ROATEH =T ATRTACI AT |
3MYfAh FATIRIS JOTHATH |[2¢0]|
Sahana is said to be originate from Harapriya Mela, according to learned this modern form is
having Pa as Amsa.

T Wi Feaa degacaf |

3STUTEIEY AHCTAIEAT SEHATH ||222]|
In Laksya style this Ragini is believe to be sung at night. And many have agreed its near to
Addana.
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Saaeg YIS faalie &Fad JATh |
el SIhT $TATEAT ISTOTEATCYTerer |[22R)|

Little use of Dhaivata in Avaroha (is pardonable), in this Ragini which expresses that it is
different from Addana.

3UTEYT IEE Y REHAT: |
IR IhYeT rFATieen faaridr: [|993)|

As Gandhara is used here how can it be Saranga? Kafi etc. can also not be as Dhaivata is
Varjita in Aroha.

afc&d fear oear: gemsara®T fad |
Madsgaddigeraufaarieas |2y

During the day Sughrat is said to be the image of this Raga. Scholars have considered it as a
variety of song.

FIASRT: TRl TFHMHAT Tar qe: |
AT ITYIPITTT AAdigaTeht Hdd ||299]|

As this is accepted as the type of Kanada by scholars, the use of Ga and Dha is not harmful
here.

SERATATT HIAHONET 19 |
3gc froficarg: SRgERET: ||228||

According to some scholar musicians, this Ragini is has occurred by the combination of
Darabara and Megha.

o]
A HAT Toeigden TN Foae |
arearafass §9 9Rg dadacAte |[220]|

Ragint Husent is said to be originated from Kafi Mela by learned. In Laksya style it is popular
as an actual Yavana form.

3cUE AT JUSS0T R |
AT Tceh TS AEARISTUGEHE A |[22¢||

As it is previously said in Addana it starts with Madhyama, but due to predominance of Arga
of Kanada, it is proper to separate it with Addana.

3TSTUN AERTSTAT GHei HTgTT e |
FEIRACART FRAEM G4 FA: [[222]]
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Ragas Addana, Megha, Huseni, Sahana, Sitha, Sughrayr, and Siramallara are possessing or
having the Asga of Saranga.

dRYseeg afasg TEAAY dIfaTa |
WTHTOY TR ol Heesiens ||2R0||

Many scholars have found the varieties of Tara Sadja in these Ragas. Only the evidence of
tuning of Ga and Dha shows the difference.

TJY AR O EHAT AIARCT |
IS e afgemrd giaweror: |[e:¢)|

In Saramyta Gara nth sung in Kafi Mela Ragini Husent is said to be Sampirpa, and should be
sung in the evening. It should be thought over by learned.

JESHIAT FHAT A ghAT FAGROT |
AT FAoroT qUIT Hard IMRAATEAT [[27]|
FIRA AT AT GHADIAST FTIH |

gaelIc ShreAhEcsrdGg sfd Fpea ||233)|

Huseni Kanada should be known as originated from Kafi Mela, Husent Todika is also one type
of Todi.

g{-\ld“lqnlda ST AT FeT g9 |

@mﬁﬁmvg?ﬁrmﬂm giafRras |22yl

According to Learned Huseni Kanada is sung at night where as Huseni Todika is sung in the
morning.

WTAEATHY 7Y gl R g: |
IRIGOT AU’ fatorar |[2:9|

In a book Raga Laksma, Huseni whichis Sampiirna in Aroha and having Ni Varjita in Avaroha
is also narrated.

ATTFIHRITS:

HIhTHATHH el ATdehIhleIal Ad: |

S

yIsdl Sadcal o&ameater aHfard: |26

In Laksya style, Nayaks Kanad of Sadava type, and having Dhaivata Varjita, is originated from
Kafi Mela.

qatdl EcgeraT: RIEARETS |

FegAT AR ardr vgalsHAT AT TaIH (|20
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There is combination of Sizha in Parvanga and Saranga in Uttranga. Madhyama is Vadi and
Sadja is Samvadi.

SATGEAAT FgT HIfAPT AT Tc: |

TRETET JAr IR 7RI ITeTahT 3 [|2:¢||

Devasakha, Suha, Kausika and Nayakt, are considered as Anga of Saranga  because Ga is
rarely used.

el AT ashed ddq o |
IS fAfeRicds o deoradsT Foad [|2%|

Some also point out this Raga as Sampirpa having Vakra formation and Dha as Komala but
none of these characteristics are not used in Laksya.

ety aur i Afeasaegafasn |
sfa sRfeoiafa framafaarer: ||239]

Some scholar musicians’ singers are of opinion that in this Raga Vagisvari and Kaumsr are
proposenately combined.

COIRCTEICES
RIATETAS AT FUIC: HITRITAL: |
AUl FETATRNT HHALIAAST: ||23¢]|

A Karnata Raga named Kausika is originated from Harapriya Mela, it is Sampirpa adorn by
Mukta Madhyama, and has Madhyama as Amsa.

WWEEIR & qaA1g Aifeds |
sfa dcpde a1 Shad TATfeaRTdA |[233)|

Another form of this Raga is already narrated by me previously hence it is useless to narrate it
again here.

Farfaerear: gy [IfET e |
T3 TMeaT*_d HAeoIAaRUE |[233||

Generally, the tuning of Ma and Dha creates varieties of Raga and certainly discriminates
Mallara.

STl [AASIsT I FAGEA: |
AT AT e Aa fageaH |[23y|
As this is accepted as the varity of Kanada, it is not unharmonious to sing it using it as a its
part.
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el

S

HellcshuTTieehrEdTes Feicdid: Fehrfcid: |

3R TTaRgsT daar afoaear: |[239]|

The popular Raga Suha is originated from Karnara Mela (Kafi) which has Dha Varjita in both
Aroha and Avaroha.

HEGH: A a6l TAET YSolAHG: |
T FHAIRT aeh fgarauafeer ||23¢]]

In this Raga Madhdhyama is Vadi and Samvadi is Sadja, its singing time is second Prahara of
the day.

JIYRAE TgH ARIEAHH |
qaTel STHINUR: FHATET TATROT ||¢30]|

Even though the formation of Uttranga of This Raga is similar to Saranga, but as Gandhara
is used in Purvanga, it removes Saranga.

faffEcd FearAEy F Eeihadad |
fooar: Farfa=ara: g § aaw |[23¢||

The variety of Ma in this Raga is indeed very pleasant and the tuning of Ni and Pa, and Nydsa
on Madhyama are also suitable.

ERAEAAT AsonfeaEad |
gefed 9fsdn: FfRedeTdetoEeniaer: ||23|

According to some Laksya scholars this Raga is originated from the combination of Darabara
and Megha.

JYUTSSION AT A7 IS AT e |

319 FRAEE TF " Feliarad ||2yo]|
As Addana is sung at night, similarly Sizha is sung during the day. In Addana Pirvanga of
Saranga is there whereas in Suha, Uttranga is seen.

ARIET YHRY HAFET faaeiaie |
o TchUITedeY daediacaeder |[2ye]|

In the varieties of Saranga, Gandhara is always Varjita, but in Karrara it is not the same.
Hence the difference between Asnga of Saranga and Karrara becomes clear.

FERTAT (FERTS)
ROITETAS T FERTATATET |
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IRgdaarTsal fgdraugy f&ar (|94

Sugharayi is originated from Harapriya Mela, in its Aroha Dha is Varjita and is sung during
the second Prahara of day.

EI1aT HarieaArad T g9t Fdi A |

HUNTAERAT falsT HRATTI ™ ||283)|
In this Raga Sa is Vadi and Pa is Samvadi. This Raga having the Anga of Saranga is one type
of Karnata.

It AT adwr A fear |

JYUTSSSUN HA AT TETaAT GeT: JeaT |[2wy||
As Sahana is said to be sung at night, and this (Sugharayi) is sung during the day. Similarly,
Addana is sung at night and Sizha is sung during the day.

aEMARIAETATICATA ST $dwole]: |
sfa dRgedis deTdeTuThifaer: |[|eyy||

Some scholars of Laksya Sarigita say that this Raga is originated from the Ragas Madhyamadi
and Vagisvari.

HSSIUT: HIASHIY Foardaeadd o |
ATy TUIIARYT AT fcaea ||gwe||

According to some scholars Raga Adana, Kanada, and Vyndavana are joined or used at proper
place when needed.

T FIARDAGTT Tharaehd |

Ry sgwh T watonfead# ||2yy)|

In Raga Tarangini the ancient or original and pleasant formation of this Raga possessing the
all the characteristics or same features is seen.

el Yaareral gearas o IE: |
ARSI HeolaToNsi Yhlder: ||8¢||

In Siza Dhaivata is Varjita awhereas in Vrndavana Gandhara is Varjita. Eventhough Addana
has a variety of Tara Sadja, Dha is Komala.

CATEY: (SIUTH:)
BT A e Siaed s GolHe: |

cerey sfa faEardr T Aaa=IaT: ||9%R|

Desakhya, the popular and favourite Raga of musicians is originated from Kafi Mela.

402



THAARG HalE! Glded Laraieaar |
FIASTAIHTh TIET JUHATH_ |[290||

In this Raga Sa is Vadi and Ma is Samvadi, and Dha and Ga are rarely used. The combined
formation of Kanada and Megha is accepted by learned.

YT IR Hiderg: THHA |
TOIGe] dctaied Tafrsfheraane |[|29¢||

According to some Dhaivata is totally discarded here and disappearance of this Svara is indeed
pleasant.

3Mieleled IR Fe=ArET H e I |

HRACHIANION HEIAT: Aehed FIAH || 29|
Swing on Ga Svara and Nyasa on Ma is very charming which itself removes the doubt of
audience regarding Sizha.

¢a@ sfd Tarar Iaa dggacate |
UTd:aTel FeT Uot: HREMeNT AfS: |[293)|

In Laksya style this Raga is known by name Devasakha and it is always sung in the morning
with the Anga of Saranga by the learned.

T GRS T IRy |
aur Rasier Y o deaedd TAdH ||99y||

In Saramrta Grantha this Raga is having both Gandhara and Rsabha is Varjita but this type
of formationnis not found in current style.

fecqufy
FASAAY T AYAT: GRESIT |
o AN S FATOMETAS HeT ||2ay|

In all these formations the absence of Ma and Pa is not approved or accepted or nor even
remembered.

g garfa: ur: gaerareTs |
¥ HITAT: WA FT AFAT J Y |[29E]|

Generally the tuning of Ni and Pa is shown in the Uttranga of all Ragas. similarly, the tuning
of Ma and Ga is said in the Parvanga where ever it is possible.

dMured Sad TF AHFIAY FEgem: |
IMURTEe A faena afgerfa: (29|
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Generally in Ragas sung during night there is minority or rare use of Dha, always having swing
on Ga and tuning of Ma and Re in Avaroha.

37ST0T: HIgAT oTeh g@?ﬁ AR Ife |
geT ganfAshT Sl aRmaedr fear ||gac||

As Addana, Sahana, Husent and Nayakt are Ragas sung at night, similarly Siha, Sugharayr,
Kaumsr and Devasakha during the day.

TATRATATIT YarIEdT Ao |
3T ded guideg FRoigaEgiaes ||29|

There use of Dha and Ga should be decided as per rule, this well-known fact should be always
remembered.

IRATT TATHT TcT8T: FRT $dd |
dfeqeadargea AR Farfa: ||260|
By combining Ga Re and Sa it practicaly becomes Kanada. To avoid it the tuning of Ga Ma
and Re is used.

R ORTETAdTT AgAcARATHS: |
GRNRAATIAT e wTsa: Higreh: Io: ||2&8]|
The Raga named Meghamallara is originated from Harapriya Mela, which is always of
Sadava type, and having Sa as Amsa as decided by learned.

IR dTaRle FARTURET FINIH |
JTeereld TATGE Rwey Iheraens ||262)|

There is absence of Gandhara in Aroha and Avaroha and the swing taken on Rsabha is very
melodious.

Fgguidecdd e aRasH |
Ul FTcHhe T FLEHTHCAH, |[2€3||

According to some scholars Dha and Ga are Varjita here, which clearly distinguishes it from
Siradast.

G 9THT I WA faQed: |
g A A ol g UITeEAH ||26Y]|

In the Ragini Siiradast and Preyast specialy having Arnga of Saranga, Dha and Ga should be
Varjita according to me.

Uil eTaaisid e ey o WA |
TAYEET AR FerEr fafdaa ||gey||
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No doubt the Ragas devoid of Dha and Ga is also popular. There with the little touch of Dha
Siiradasr is differciated.

ALTATEYS ITcl AY EIGEErh: |

ey fgTofarsat AcafenfAfar: Ter (|ceg||

The Pata on Rsabha from Madhyama in Megha identifies the Raga. This must be known by
the new learners.

IFIRTHAT TN faefaderargd: |
SeATCRFaTEINAT auy STerdcg@s ||2€u||

This Raga having Gambhira Nature and Vilambita Laya, when sung with Tala and Svara
during rainy season creates delightful atmosphere.

JIHAe:

N

FTRHAAHHTeol: FIHCARATHS: |

fAfea: qerA-cagaeEataer = [|2a¢||
Raga Suaramallara originated from Kafi Mela is said to be composed by Siradasa according
to Laksya scholars.

3R ARG EREITT AT |

THIANG HalG: SA¥dcd ATHET dd ||2E8|

In this R@ga Dha and Ga are supposed to be lost in both Aroha and Avaroha. Sa is Vadi and
Ma is Samvadi and is freely used here.

aleargardlels AN Hefa: |
37c: TORIT HAT €T STERT o GAFAD ||200]|

There is a possibility of Ariga Saranga in this Raga as Dha and Ga are rarely used. Hence the
little touch of Dha is not harmful.

HALIARTS I AR 2Rl |
3Hmar Sadedd deer gIdr A |20

If Pata on Rsabha from Madhyama shows resemblance to Sorasi Raga. Then the absence of
Dha removes this confusion also.

EIAF=aT dUTSISTON AMURET Il fafer: |
dgTal: Ufesdcd FAl TATch AT HAT: ||263|

As per rule, one should not have any doubt regarding the difference of formation of Gandhara
in Sithana and Addana.
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HeaRI ALIATEY fATAdEaT Faa |

st eeafael draedd fd FHITTH |[203|]
The opinion of Laksya scholars that in this formation Mallara, and Madhyamadi are combined
seems to be appropriate.

HRITACAR
ROAAY AT S Agu: |
HATHCARATATSH aug g@erge: ||2uy||

Miyam Mallaraa the favourite Raga of Musicians is originated from Kafi Mela, its singing in
rainy season is very charming.

Harfeatt Fot dipt MR ares A |
TYaRT TANTEAgRET #SAH ||26Y||

Sa and Pa are Vadi and Samvadi, swing on Gandhara is very charming, and this Raga is
adorned by the tuning of Ni and Dha.

FAGEYTIA IMed HAW TEIAIHHA |

TaeIfFaceraraTal FeATRSAeHT: ||2ug||

Singing of this Raga in Mandra Svara is very ravishing and who is not delighted by the Alapa
taken in Vilambita Laya.

g TaaeT: TadAr I9EES: |
TeBwTtiad: HAGEREIIAROTH ||2ob|

The use of both Nisada independently identifies this Raga. Possibility of Bahara is removed
by hiding Dhaivata.

FYIURS FIE: FHUINST Tialdl HAd |

HEIATETS Tl HooliaT Ao ||2u¢||

The Anga of Kanada is expressed by vibrating Gandhara, Pata on Rsabha from Madhyama
clarifies the Arniga of Mallari.

FulicalsEAeEaeIH ] cIdl #d: |
TRIEAT HEIAT eqedl @9 Farfa: dar |[2uR]

If it is believed to be originated by the combination of Karndara Gauda then the free use of Ma
and tuning of Ni and Pa is always favourable.

HEGHATTG: (FEHATCI)
FTRATHH e AEGAIS: Fhifelar: |
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SIdgR AT [AcgAlsar aeEafaiar ||2¢eo||

Raga Madhyamadi is originated from Kafi Mela. It is always of Odava Jati and Dha and Ga
are Varjita when it practicaly used.

Eiepall gUdielsd AR FaT |
M fRAT o7 FEATE FAIfhEH |[2¢8||

This is accepted as the type of Saranga in all the way and its singing during afternoon is very
pleasant.

HRUFEITT dlfecd a&y Wﬂﬂ?{ |
AT dcihHRISoIH T |[2¢R||

In Laksya the Vaditatva of Rsabha is accepted here according Pandita Ahobala over and above
this Nisada is also Vadi here.

Sgelcd RERET Alear feasqaresha |
fAeus Avecsr FerRiceard. gei=dd [[e¢s||

On knowing the predominance of Re Svara during the day he might have indicated the
exception of Nisada optionaly.

IR gaETfesT fAuay: gerfa: e |
HEIRITAYAY HUCSaTIAT 24T |[2¢y|

The tuning of Ni and Pa in Uttranga is said to be charming. In Raga Karnata which are sung
during night it is also the same.

YhRT dgdl a8 TRERT GHIRAT: |
AT GAfer T TR FATST d ||2¢y||

In Laksya style many types of Saranga are narrated but | have narrated only those which are
popular.

Hardied ey Ty IReedard |
AR s garfefa & afa: ||wee||

According to me the creation of different formation may be possible due to the setting of
Samvaditva in different Svaras.

HEGTE ALIAT T AR FFATHHA |

TehTeRIIEIY Hge I=hROTH ||2Cu||

The independent formation of Saranga, creates many varieties in the Ragas sung during
afternoon and at midnight.
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GETGENAET: Wbl [EeTaaedeIrst: |
HTETATSSTUTRITES TRAAATEIAT T ||9¢¢||

Suha and Sughrimukha sung during the day are said to be its Arga. Similarly Sahana and
Addana which are sung during night.

gealdell AEGAINE: TRIT: YgIash: |
A S50 HIAREHAHS: |
TATTRIEEATET T HeT FTEHT: [|2¢y|

Many types like Vrndavant, Madhyamadi, Suddha Saranga, Samanta, Badahamsa, Miyam
Saranga, etc. are also there.

AEART:
R IATEaHe TAEGEARITET: |
IR TTResT™ IMURT afeiasax: |[2R0||

Suddha Saranga originated from Harapriya Mela is having Gandhara Varijita in both Aroha
and Avaroa.

RustsT FAT a1y Fardr g 89 |
fgciaeY ane Tawfhve sad |[|2R¢|

In this Raga Rsabha is Vadi and Paficama is Samvadi. Singing of this Raga during the second
Prahara of the day is very delightful.

Sy JAMsEAs cahr gcaRdifda: |
AEIATC: UlHeelcd THeAT o FA: |29

As Dhaivata is clearly used here Suddha Saranga seems indeed different then Madhyamadi
Saranga.

4AY grfaronearar A et FARAl |
7 doasd AT TdT T 7 GEATA |[93|

In souther treatises Ga and Ma are said to be 7ivra, but it is not found in Laksya so I don’t
agree with it.

AegAt gt fAwmer gt aiena @A Rat |

el o IAT TE ey oF T GHaTA |[2RY]|

In Sangita Parijata, use of both Madhyama and both Nisada, may not be suitable hence is not
found in Laksya style.

FiAded HAdlded Thotd IMMehITAgT: |
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FIACHAN T Facdd AfAX gaa |[2:9|
Considering Ma as Tivra some of the expert singer scholars think here that it is an independent
formation like Kamoda.

NIACTHEG LaEaRiad o |
FARIATHATA hide=d oford]: ||2%€]|

Moreover, according to some other scholar this is Raga named Sira Saranga, having Dha and
Ga Varjita and having Ttvra Ma.

Ud FAT THATEATAT AJTHGT AT |
Uy faedde g2 s w2

Thus I have honestly narrated here the types of Ragas. Having ponder over it learned should
take their decision.

feoqufy

ARET MAoicd A ATHCI AT |

qUTY T ITdeicd IETETSTHAHIRTH |[2:¢]|

Though it is a common principle that Ga and Dha are Varjita in Saranga yet the Ragas having
Ga Varjita are presented here.

ATAQATIIT I@M: FleISEleT HiST: |

YT YeolaTol dd ARASTT gaHaraH ||234|
Ragas adorn with the Ariga of Kanada are said to be favourite of Tanasena. This statement is
suitable for Saranga also.

FeATeET A decrdel SdR: |
TARET: MAAT IET: A Golialﬂ'ﬂa: [|Reo|

Another Raga called Vrndavana Saranga, originared from Karrara Mela, is accepted by
learned as a melodious Raga.

ITERAT: FATIRTT IR TgHA: |
SaaTaTaR g AT TRl o aTereh: ||R0¢||

All have agreed that Ga and Dha are Varjita in Aroha and the little touch of Dhaivata in
Avaroha is not harmful.

YA AT arér Fardr IsIAT Hadq |
AEGATG AN TACATT T FHITAH |03

HAgraldasTagAe dodfids |
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JAETET HeT Flecllsh TH & AT ||R03|

In this Raga Rsabha is Vadi and Paficama is Samvadi hence it’s singing is always melodious.
In Madhyamadi Nisada is Samvadi according to some in Vyndavana Nisada is Tivra.

TGN & HET ARIGETOT |
JATIRIYATONT I: AT Aferae [|Rey||

In Laksya style the absence of Ga and Dha is said to be the main feature of Saranga that is
propossnately seen everywhere.

S——
ROEEY A HUEReT 379d |
HieTEEARAACATEeEd [aTeTom: [|R09|

In Laksya Sangita, Raga Miyam Saranga, originated from Harapriya Mela, is composed or
invented by Tanasen according to learned.

Id: ARAACEIST Hged NEa® TP |
HeACTENINCA Toh: HATGaLT# |08

Predominance of Re Svara clearly declares that it is a type of Saranga. It is sung by Mandra
and Madhya Svaras which makes it more pleasant.

S HIf: TeHAG NIty |
HATHCATRTEOR™T T4d TT, FeATardr ||Rou||

For composing this Raga little tuning of Dha and Ni in Mandra Saptaka is taken.This
clearly shows that there is little impression of Miyam Mallara.

HIIS: FNAT IWREAAAAET Fd: |
3T HIATAETET HWTAHAN G |[R0¢]|

It is popular that Tanasena loved Kanada Raga very much. According to some scholars here
also the tuning of Kanada is accepted.

Irafahy FAY AAEAY AT |
hael TeETATET ey dF ddeTd |[08|
In such type of Yavana formations one should always act supporting only Laksya style.

graldel HIHAET ATCEIT TEAI |
JcaeT: FHAZE: Fardrshr adr AT |22 0|

In Vrndavana there is varjana of Komala Nisada it clearly shows difference in Raga according
to learned.
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YaET FAANE YEARTT ATH: |
it Ay Heldearada = ||R¢¢|

By adding Dhaivata and feebleness of Ni another different formation named Suddha Saranga
IS obtained.

A faEard: RARITEA: |
T A RAITHEIAT TROT Fa (|81

Does Raga named Sira Saranga, which is popular by the Anga of Kamoda not show the
difference by the use of Trvra Madhyama Svara.

#egAe Rt 7Fd 3R AR |
qUT: TTee AR Td fan: IREPer: [|¢3]]
Thus, all types are narrated here and (Lzma) Saranga is completed or clear here. In
Madhyamadi Raga Re and Dha are absent in Aroha and Avaroha.

A AETOTH
TR,

TgeTeE: ggnﬁff TgAEIaTeIoT: |
IPREETATYETRARIRETEREE: ||2|
YRS RAfduTafdacatad |
AqEATAICaeTHR ST ag ol |||
A SEdTe: FaYTAT fTsm: |
& ORI FaaEpaAsad ||3|]
IIREFHAN: FIQWAGrT: |
TShaTRIsSTHerg: guel uruiead: ||¥||
Thollertoldall TRIG:haorallgl: |
gaYer! AMaaAefigd amgemarot: |||

According to learned the best singeres (fasrffaqmemmef:) is that who is having sweet
voice(zerrss:), can Naturally express the Raga (gzmr), Who knows the ten characteristics like
Graha, Amsa etc. very well (zemafe=eor:), who is well versed with Raganga, Bhasharnga,
Kriyanga, Upanga (Tmrirmifsrimaimehifas: ), Who is expert in singing both ancient and current
Ragas (seremafwrmr), well versed in Alapti (ffaemafieeateaq), who can easily sing Gamaka in all
the three Saptakas, (vdeemarmersammaewsia:), having full control over his voice, knower of Tala
(smrgeReEatas:), Who can sing with concentration (wmaemr) who is beyond mental and physical

fatigue (Rmsm:), who is the knower of the types of Suddha, Chaydlaga and Sankirpa
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(xre=omermiig:), expert in expressing six types of Kaku (wesmfammfad), expert in using
innumerable variations of Sthayr (smeemre=m:), who is faultless (wdemfaafsia:), always engrossed
in practice (framr), who can clearly express Laya (ssee=:), who can equally express Svara,
Varpa and Tala (g92), having deep knowdge of Rdagas (awenfw:), who can skilfully sing a
Sthayr type named Nirjavana (vgsif=rsiamt), who is always engrossed in beautiful or melodious
singing with concentration (srfwe:s=sHigt:), who has obtained knowledge from revered Pandits
(g,

HETYIITAETUTH
HeBlegEg R Rearifehdshzadr: |
Tl Tahel: srehl fadTelReagsT: ||€]|
SHisrehEcech! dshl THRT fafareors: |
GRSl RSB e Eirre Bl ]
[AARISHIUTANT TUTSTT: HieeTT&eh: |
qafaerfaRcda e @Afeear &@ar: ||¢||

Following 25 types of singers / singings are blamed. Singing with compressive teeth (&=m),
singing in harsh voice (3=9g), singing with nasal sound like su. (g=ft), singing with fear of
stage (+f@), singing with confusion (xif&a), singing with shiver voice (%fwar:), singing with
extreme loud voice (sref), singing with using more or less Srutis then expects (fet:), singing
with harsh voice (&), singing without Laya and Tala (fsat), singing with uplifting face and
neck (wwige:), singing with sore throat (sif=r=), singing with blowing mouth (gs=ft), singing with
crooked mouth and neck (=), singing with movements of hand and leg (s&), with closed
eyes (faffiee:), singing without sentiment fswm, singing using Varjya Svara (@), singing
with unclear presentation (sm==<), not following the rules (semwsr), not in proper order
(sr=afterr:), combining other Ragas (fisr=t), without attention (s==em), nasal tones (&rfe:).

FARReT&ToTH
AT hhcadaT¢asaga: (dhvaneh)]
deeRRfATA Gk 0T Fgigard ||}|

The Natural ability to express Dhvani in different Ragas is said to be a physical character as it
is embodied with body.

AT AT AT R fham s fIiATGS: |
Hel T ATl TGO ||2o|
AGIRRIATD AGTARTUTRIIAG: |

O O

FeTeaTeTfagleicd F&Ted cIehiehall ||22]|
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for-arar faEawar ifhcd FuElaegia: |

1Y FPIATAAR: FARR Fgwor: |||
Sweetness in singing Tara Saptaka, softness and defth of melody, density, tenderness, lustre,
richness of sound is said to be the healthy characteristics by Laksya Scholars.
Not to following an even heights of Dhvani, intendedness, unpleasantness, sentiment less,

discordance (visvarata), harshness, improper arrangement of Svaras (not following proper
Svaras place), littleness (=) or harshness (wrw) etc. are called evil qualities.

gEqaaenareafa
o
IEACEHINT FARhAA RIS |
37dlsT q‘wmlgvei TTaTgIETd ||23]|

Our music is autonomise or authorised by illiterate people hence Naturally many faults are
found here.

FIfiae GRITEARIETRTaalS e |
ARAFIIRATAYT aa faaa ||2y||

Due to scarcity of literate professionals of music, no means or tool is found in the direction of
knowing hierarchy.

JFEIPATSIAT dded TAlfAHdId |
wMid #feeieafacarg: Tcaag ad ||ey|

Otherwise, the opinion that music is very fascinating is correctly said.

AT IEATTHTIRITT] [ aTera: |
MIF: AJAAY FAIT Ferdcherd ||2€]|

using the means like suitable sentiment, emotions, language, tune, etc. the singer generates /
gets the Desired result in the mind of audience.

IEASSATY AR IR HHAT: |
T AIATA Alcdl Mol faer ST=T: |||

Amongst modern singers like us there are very few singers who are singing according to
appropriate rules in all the ways.

HIITSSIHT GIAHATAT: T TIHIAT: |
STEATARCTETATS SShIRM: hael hepT HAT: ||2¢||

The unexpressed emotions and gestures in language are seems to be inharmonious. Worst
efforts and loud singing are said to be harsh.

TATEaaAsTlosl FATCTROTMAT @efifead: |
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Il gEREET Shdel T g |29
One does not get Desired result by such type of singing. Hence Hasya sentiment is created
(used).

3% T grasrar SRAET A Hey |

TIed M A8 FY TATGdH Bodd [|R0]|

How can the singing of Vira Rasa in which useless expressions and sentiments are seen, can
give best result.

3TgcAT ety &aal: HhHAUT Hdd |
MR TE: Fquary o & fag: ||R¢]|
YA A THHATRGETRA |

d¥a q ®Y fag: Feliaeaa@shan (||
Such singers are seen who do not know even the meaning of their own song, and the fact that
the transition of voice is possible only following the meaning of the word. How can they know
the secrets or meaning of emotions and sentiment! Similarly, how can they know the transition
of Svaras in music!

3YHER:
fAadsaemeRl dahafafa fasae |
T HIRTT HdcILAeiahareddr |33

It is well known that Desi Sangita is different in various ways. Similarity is not found in any
of these two treatises.

37d Tafde (o dRIIUTT ol |
T: GaA9gedd AT haodl |||
Hence, it is very difficult to right that type of book which can be equally used anywhere.

AT AT AhATAIST T |
HINEeafRIaTs TJaecdd #AT Fd: [|RY||

One should not doubt here that this treatise is written for earning money. I have written it only
with the purpose of higher studies of music.

ol UGcIIIUTTRISTOMS AT : qATH |

IS AAT dredaaraeTsia faaa ||R€|
For the methodical study of music such type of treatise is needed for learned.

hreaarar 3T sfd gddd |dT Ie |
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deIt TeAGIaaThed A 7 HAfd: ||Ru)|
When learned realise what types of Treatises are worth then only this effort will be successful.

AT Qerarel TYRET AAfAETH: |
seaRsafed dsa faw @=eEE i ¢l

First of all, it is better to have well versed teachers Instead of new students, who can teach them
this subject in a proper way.

FEIEIIRY e Teey fRgrerfafafa: |
RrsgreaafIsaied dareem: fRAeTRredd: (||

The first and foremost purpose of this treatise is to prepare such teachers. then such type of
teachers will teach students.

sfd AMaegaaidigdansa sRa: |

TREAT IAGEES AT [[30]|
Thus, the native of north India Catura Pandit has written the second (Ragadhyaya) Adhyaya of
Srimallaksya Sangitam.

Tq AHCAGIHINATHT |
Taeial AT geer: |
BIEIEICICICREIREC
W AT quiarHT ' |32

Thus, this new division named Srimallaksya Sangita, composed for the devotee of ancient and
modern music, ends here.

|| 3t AMecoedaia dquH ||
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