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श्रीगणेशार् नमिः | श्रीसरस्वत्र्ै नमिः | श्रीगुरुभ्र्ो नमिः | 
I bow down to Lord Ganeṣa, Goddess Saraswatī and Guru. 

 
अि श्रीमल्लक्ष्र्सऽगीतप्रारम्भिः | 
 Now the Lakṣyasaṅgīta begins 

 
मङ्गलाचरणम ्|(Invocation) 

 

प्रणम्र् भशरसा देवं गौरीपुतं्र ववनार्कम ्| 

सवतववघ्नोपशान्त्र्ि ंलक्ष्र्सङ्गीतमारभे ||१|| 

1. I begin ‘Lakṣyasaṅgīta, by bowing down to Lord Vināyaka, the Son of Goddess Gaurī, to 

ward of all obstacles. 

 

श्रीब्रह्माद्यैरगचतता र्ा सुरेन्रै-भतक्तक्तश्रद्धाभावर्ुकै्तिः सदैव | 

प्राचीनावातचीनसङ्गीततत्त्वस्फूत्र्ै तां श्रीशारदां नौम्र्भीष्टाम ्||२|| 

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

and modern music, who is worshipped by Brahmā etc. and who is always looked upon with 

devotion and faith by Gods like Indra etc. 

 

श्रीसद्गरुोस्तस्र् पदारववन्दद्वन्दं्व तमोनुत्तर् आशु वन्दे | 

र्स्र्ानुकम्पा सिसैव मूकं करोतत वाचालभमतत प्रिेर्म ्||३|| 

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. 

 

सङ्गीतपूवातचार्ातणां मितामप्र्नुज्ञर्ा | 

धैर्तमालम््र् कुवऽेमुं प्रर्बन्धं स्वान्तशुद्धरे् ||४|| 

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). 

 

अि श्रीलक्ष्र्सङ्गीतप्रिमाध्र्ार् ईर्तते | 

चतुराख्रे्न भरत-पूवतखण्डतनवाभसना ||५|| 

5. Now, is told the first chapter of ‘Śrimallakṣya Saṅgītam’ by one who is known as Catura 

(Paṇḍita) residing in the eastern part of India. 

 

तनमतथ्र्ाततप्रर्ते्नन मतभेदपर्ोतनगधम ्| 

चतुराभभमतां वक्ष्रे् हिन्दसु्िानीर्पद्धततम ्||६|| 
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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 Hindustānī Paddhati (Indian style of music).  

 

प्रणाल्र्ौ तत्र दे्व प्रोके्त सङ्गीतस्र् ववचिणैिः | 

आद्या कणातटकीर्ासौ हिन्दसु्िानी तिा परा ||७|| 

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

one is Hindustānī. 
 

कणातटकी पद्धततर्ात सा मरासतनर्बस्न्धनी | 

अन्र्त्र सवततो हिन्दसु्िानीर्ा र्बिुसम्मता ||८|| 

8. The Resort of Karṇāṭakī style is Madras. Whereas Indian style is accepted everywhere with 

majority. 

 

तत्र तत्र स्िानभेदे वैगचत्र्रे् सत्र्वप क्वगचत ्| 
सामान्र्त्वेन सैकैव पद्धततववतदषुां मता ||९|| 

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

the scholars, there is only one style. 

 

 

गीतं वाद्यं तिा नतृ्र्ं त्रर् ंसङ्गीतमुच्र्ते | 
मागतदेशीववभागेन सङ्गीतं हद्वववधं मतम ्||१०|| 

10. Singing, playing instruments and dancing – these three are called (known) as Music. But 

as per the division of Mārgī and Deśī, there are two styles of Music. 

 

मागगततं प्रिमाचार्ैर्तस्न्त्रतं तनर्मोत्तमैिः | 
अततशुद्धरूपमवप साम्प्रतं नैव गोचरम ्||११|| 

11. The former Ācāryas or Musicians have established the Mārgī music with best rules and 

regulations. Though its form is extremely pure, it is not seen (used) in present times. 

 

अधुना लक्ष्र्मागे र्त ्स्वरूपं पररद्दश्र्ते | 

तत्सव ंदेभशसंजं्ञ स्र्ाहदत्र्ािुलतक्ष्र्वेहदनिः ||१२|| 

12. In today’s times whatever forms of music are seen in Lakṣya and Mārga, they can be 

classified as Deśī music. So said the knowers of the Lakṣya music.  

 

रागववर्बोधे 

गीतं दे्वधा मागो देशी मागतिः स र्ो ववररञ्चाद्यैिः | 

अस्न्वष्टो भरताद्यैिः शम्भोरग्रे प्रर्ुक्तोऽच्र्तिः ||१३|| 
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13. There are two types of songs (styles of music) -Mārgī and Deśī.  That Mārgī Music is 

worshipped, which is composed by Gods like Brahmā etc., which is searched by Bharata etc. 

and which is presented in front of Lord Śiva.  

 

देशे देशे रुच्र्ा र्ज्जनहृरञ्जनं तु सा देशी | 

स तु लोकरुगचववकभलतिः प्रार्ो लक्ष्र्ात्र देशी तत ्||१४|| 

14. Deśī 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 (Lakṣya Music) 

also known as Deśī (Music). 

 

रत्नाकरे 

मागो देशीतत तदे्वधा तत्र मागतिः स उच्र्ते | 

र्ो मागगततो ववररन्च्र्ाद्यैिः प्रर्ुक्तो भरताहदभभिः | 

देवस्र् पुरतिः शम्भोतनतर्ताभ्र्ुदर्प्रदिः ||१५|| 

15. (In the two divisions-) Mārgī and Deśī, it is said about Mārgī that it is composed by Brahmā 

and others, and which is presented in front of Lord Śiva by Bharata and others and is always 

the bestower of Prosperity. 

 

 

देशे देशे जनानां र्द्-रुच्र्ा हृदर्रञ्जकम ्| 

गानं च वादनं नतृ्र्ं तदे्दशीत्र्भभधीर्ते ||१६|| 

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 Deśī Music. 

 

अर्बलार्बालगोपालैिः क्षिततपालैतनतजेच्छर्ा | 

गीर्ते र्ानुरागेण स्वदेशे देभशरुच्र्ते ||१७|| 

17. The Music, (song) which is sung as Deśīred with love by women, children and the kings at 

their places, is known as ‘Deśī’. 

 

सङ्गीतदपतणे 
गीतं वाद्यं नततनं च त्रर्ं सङ्गीतमुच्र्ते | 

मागतदेशीववभागेन सङ्गीतहद्वववधं मतम ्||१८|| 

18. Music is three-fold, singing, playing instrument and dancing. With the division of Mārgī 

and Deśī, music is divided in two (styles). 

 

रहुिणेन र्दस्न्वष्टं प्रर्ुकं्त भरतेन च | 

मिादेवस्र् पुरतस्तन्मागातख्र्ं ववमुक्तक्तदम ्||१९|| 

19. Mārgī style Music which is found by Druhiṇa and presented in front of Lord Śiva by 

Bharata, is considered as the giver of Mokṣa (salvation). 
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तत्तदे्दशस्िर्ा रीत्र्ा र्त्स्र्ाल्लोकानुरञ्जनम ्| 

देशे देशे तु सङ्गीतं तदे्दशीत्र्भभधीर्ते ||२०|| 

20. The Music which is presented for the entertainment of the people as per the style of their 

area is called as Deśī Music in their place. 

 

रत्नाकरिः शास्त्रग्रन्िेष्वादे्यष्वनुपमो मतिः | 

तत्राप्र्ङ्गीकृतं नूनं प्राधान्र्ं देभशकस्र् तत ्||२१|| 

21. Amongst ancient treatises, (Saṅgīta) Ratnākara is one of its kind. Indeed, there also the 

significance of Deśī is accepted. 

 

पूवतप्रभसद्धसङ्गीतं प्रभसद्धमधुना तिा | 

हद्वववधमेव तत्रोकं्त सङ्गीतं शास्त्रकाररणा ||२२|| 

22. The Music which was there in former time and that which is in Modern time – both are 

mentioned there by the musicologists. 

 

शाङ्तगदेवस्र्ावप काले देशी सङ्गीतमेव हि | 
लक्ष्रे्ऽगधकं सुप्रतीतभमतत तकत तर्तुं िमम ्||२३|| 

23. In the time of Śārṅgadeva, Deśī Music was only Prevalent. But it can be inferred that the 

current (Lakṣya) music was better. 

 

रत्नाकरानुगाश्चावप तहद्वतनभमततपद्धततम ्| 

र्िार्ोग्र्प्रमाणेन नैव ज्ञातुमशक्नुवन ्||२४|| 

24. The followers of Ratnākara, were also not able to understand in a proper manner, the style 

which was found by it. 

 

दाक्षिणात्र्प्रणाल्र्ास्तु तनमातता व्र्ङ्कटेश्वरिः | 

रत्नाकरगतान्रागानुहद्दश्र् चेदमब्रवीत ्||२५|| 

25. Vyaṅkaṭeśvara is the composer of southern Music style (Karnatic music). He said the 

following referring to the Rāgas mentioned in Ratnākara. 

 

चतुदतण्डीप्रकाभशकार्ाम ्
“ रागास्तावद्दशववधा भरताद्यैरुदीररतािः | 

ग्रामरागाश्चोपरागा रागा भाषाववभावषकािः||२६|| 
26. Bharata Muni and others have described ten types of Rāgas Grāma-Rāga, Upa-Rāgas, 

Rāgas, Bhāṣā and Vibhāṣikā. 
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तिैवान्तरभाषाख्र्ा रागाङ्गाख्र्ास्ततिः परम ्| 
भाषाङ्गातन क्रिर्ाङ्गातन चोपाङ्गातन पुनिः िमात ्||२७|| 

27. And again Antara -Bhāṣā and Rāgāṅgas and above that Bhāṣāṅgas, Kriyāṅgas and 

Upāṅgas are described serially. 

 

दशस्वेतेषु रागेषु ग्रामरागादर्िः पुनिः | 
रागास्त्वन्तरभाषान्तां मागतरागा भवस्न्त षट् ||२८|| 

28. Among these ten Rāgas and again Grāma-Rāgas etc., are there. Rāgas again become Six 

Mārga - Rāgas because of Antara - Bhāṣā. 

 

ततो गन्धवतलोकेन प्रर्ोज्र्ास्ते व्र्वस्स्ितािः | 
तस्मारागाङ्गभाषाङ्गक्रिर्ाङ्गोपाङ्गसंक्षज्ञकािः | 
रागाश्चत्वार एवैते देभशरागािः प्रकीततततािः” ||२९|| 

29. Thereafter they were properly set and used by Gāndhāra vas. From them the four types of 

Rāgas titled Rāgāṅgas, Bhāṣāṅgas, Kriyāṅgas and Upāṅgas became famous as Deśī Rāgas. 

 

रागाङ्गाहदचतुष्टर्मधुनावप सुगोचरम ्| 

संङ्गीते दाक्षिणात्र्ानाभमतत सवतसुसम्मतम|्|३०|| 

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

all. 
 

मूच्छतनार्ा रिस्र्ं तरत्नाकरप्रपस्ञ्चतम ्| 

स्फुटमेवाभवद्बोद्धुं न शक्तिः कोऽवप पस्ण्डतिः ||३१|| 

31. In Ratnākara treatise, the secret of Mūrcchanā is discussed in very specific and extensive 

way but no learned person is able to understand it. 

 

             जाततप्रकरणं चावप तद्ग्रन्िे सुतनरुवपतम ्|  

अनेकानुकृतं सद्यो ज्ञातुं शक्तो न कोऽवप तत|्|३२|| 

32. Jāti Prakaraṇa, which is followed by many, is also nicely depicted in that volume but no 

one is able to understand easily. 

 

सङ्गीतसमर्सारे चस्न्रकार्ां सुधाकरे | 
चूडामणणभशरोमण्र्ो रत्नाकरानुवततनम ्||३३|| 

33. The books, composed by Sudhākara namely Saṅgīta-Samayasāra, Candrikā, and Saṅgīta-

Cuḍāmaṇi are also found following the best Ratnākara. 
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अवातचीनैग्रन्िकारैर्दतश्र्तेऽनुकृतो भशृम ्| 

रत्नाकरस्वराध्र्ार्ो रागाध्र्ार्स्त्वनादतिः||३४|| 

34. In the same way it seems that the Svarādhyāya and Rāgādhyāya of Ratnākara treatise, are 

also followed by Morden authors . 
 

दामोदरश्च सोमेशो रत्नाकरानुगाववप | 
रागाध्र्ार्मपसार्त चितुग्रतन्ितनभमतततम ्||३५|| 

35. Dāmodara and Someśa, the followers of Ratnākara decided to compose the volume by 

expanding Rāgādhyāya. 

 

अिोर्बलव्र्ङ्कटेशरामामात्र्तुलागधपािः | 

रागाख्र्ाने स्वतन्त्रास्ते दोषभाजो न मे मते ||३६|| 

36. As per my opinion, there is no fault in saying that Great Music Masters like Ahobala , 

Vyaṅkaṭeśa, Ramāmātya discussed Rāgas independently. 

 

पुण्डरीको भावभट्टो मोषदेवस्तिैव च | 

लक्ष्र्मागतमनुसतृ्र् स्वस्वग्रन्िानकुवतत ||३७|| 

37. Puṇḍarīka, Bhāvabhaṭṭa and Moṣadeva composed their own volumes, following Lakṣya 

Music pattern. 

 

रागलिणकाराद्या अन्रे्वप लेखकािः स्फुटम ्| 

ववषरे् तत्र रागाणां स्वातन्त्र्र्ं दशतर्स्न्त ते ||३८|| 

38. Other authors too, who are familiar with the characteristics of Rāgas, show their clarity and 

independence in the matter of Rāgas. 

 

श्रीमरत्नाकरप्रोक्तरागाध्र्ार्ाशर्ोऽणखलिः | 

स्वश्लोकैग्रतगितिः कैस्श्चद्ग्रन्िकारैरसंशर्म ्||३९|| 

39. The complete purpose of Rāgādhyāya which is discussed in Śrimad-Ratnākara, is 

undoubtedly woven in their verses by some of the authors. 

 

तिाप्रे्तैराशर्ोऽसाववर्बुद्धो र्िािततिः | 

इतत तल्लेखतो नैव प्रततभातत किञ्चन ||४०|| 

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

writings in anyway.  

र्द्गढंू तद्गढूतरभावं प्रापतर्तुं भशृम ्| 
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नैवोगचतं कदागचतस्र्ाद्धीमताभमतत मे मततिः ||४१|| 
41. Whatever was secretly preserved was done so more by the then scholars. I believe that it is 

not proper.  

 

प्राचीनशासे्त्र ह्यज्ञाते सङ्गीतपररवततनात ्| 
वस्तुस्स्िततरुदािार्ात ग्रन्िकृतिरमार्र्ा ||४२|| 

42. The authors of treatises have frankly accepted the circumstances due to modification in 

Music in unfamiliar ancient scriptures. 

 

पररवततनशीलं र्त्सङ्गीतं ग्रन्िकतृतभभिः | 
प्राचीनं नष्टप्रार्ं तत्स्पष्टीकतु ंन शक्र्ते||४३|| 

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

vanish and ancient. 

 

  नावश्र्कं हि तस्त्कन्तु र्र्ा कर्ावप भाषर्ा | 
तदसामञ्जस्र्ववृद्धनेष्टेत्रे्व ब्रवीम्र्िम ्||४४|| 

44. “But it is not necessary and desirable to support the improper growth of Music by any 

language” I say so. 

 

र्ा रत्नाकरीर्रागव्र्ाख्र्ोक्ता जाततमूछतनािः | 
तदधीनग्रामरागमेला न क्वाप्र्वेक्षितािः ||४५|| 

45. No other Rāgas are seen anywhere except Jāti, Mūrcchanā, Grāmarāga and Mela which 

are introduced in the definition of Rāgas in Ratnākara. 

 

अज्ञाते ग्रामरागाणां मेले ग्रन्िो तनरितकिः | 
र्तस्ते जनका रागास्ततश्च रागववस्तरिः ||४६|| 

46. The treatise is not useful when the Mela (िाट)of Grāmarāga is unknown because Mela is 

the creator of Rāgas and from it the Rāga expands.  

 
 

रागादीनामुदीर्तन्ते नानाग्रन्िेषु मूततर्िः | 
तत्र तेषां च रागाणां न स्वरद्युपलभ्र्ते ||४७|| 

47. Rāgas are described in different treatises but the Svaras etc. of those Rāgas are not found 

there. 
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सङ्गीतद्दष्टर्ा ते ग्रन्िािः केवलं तनष्फला मतािः | 
मेलािः किं मूतत ततिः स्र्ुररत्र्प्र्ुल्लेखमिततत ||४८|| 

48. As per point of view of Music these treatises are found useless. It is necessary to introduce 

the formation and existence of Mela. 

 

िनूमन्मतमद्यावप प्रचरत्रे्व सवतिा | 
इतत प्रततपादर्स्न्त र्बिविः पस्ण्डता इि ||४९|| 

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

 

तिावप कस्तस्र् ग्रन्ििः क्रकं च तत्राभभधीर्ते | 
इत्रे्वं नैव स्वप्नेऽवप तेषां समुपलभ्र्ते ||५०|| 

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

in dream. 

 

जाने नािेप इष्टिः स्र्ाद्ग्रंिकारोक्तक्तषु क्वगचत ्| 

तिावप नािो वस्तुस्स्ित्र्ा वतृ्र्ास्तीतत मे मततिः ||५१|| 

51. I know that it is not proper to blame any statement of a writer of a treatise yet I believe that 

there is no use portraying the fact.  

 

जाततप्रकरणस्र्ोपर्ोगिः सम्र्क्तर्ा तिा | 

र्त्र स्पष्टतर्ा चोक्तिः स ग्रन्िो नोपलभ्र्ते ||५२|| 

52. The treatise, in which the use of ‘Jāti – Prakaraṇa’ is clearly and nicely depicted, is not 

found. 

 

ववद्यते ह्यभभमानो मे ग्रन्िोपरर मित्तरिः | 
नूनं पररश्रमोप्र्त्र र्िाशक्तक्त समाद्दतिः ||५३|| 

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

my capacity. 

 

रत्नाकरीर्रागाणां मेलैरात्मीर्मेलने | 

न र्त्नो ववहितिः कैस्श्चद्ग्रन्िकृतिररतत स्फुटम ्||५४|| 

54. It is clearly found that no effort is made by any author of any treatise regarding the of Rāgas 

of  in Ratnākara with theirs. 

 

            अत एव कीद्दशास्ते रागािः स्र्ुररतत तत्वतिः |  
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ज्ञातं तैरि वा नेतत शङ्कास्पदभमदं भवेत ्||५५|| 
55. Therefore, “how are of those Rāgas in reality, have they understood it or not, is doubtful.     

 

ते तत्कालीनसङ्गीततनपणुािः स्र्ुर्बुतधास्तिा | 
नावश्र्कतर्ा रत्नाकरसंङ्गीतकोववदािः ||५६|| 

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

expert in Ratnākara’s Music. 

 

न दपतणाहदग्रन्िेषु समीचीनतर्ा पुनिः | 
मूछतनानां ववचारोऽवप कृतो रागेस्ष्वतत स्फुटम ्||५७|| 

57. Moreover, it is not clear that in the Rāgas of treatises like Darpaṇa etc., proper thought is 

given to Mūrcchanā etc. 

 

रत्नाकराभभधं ग्रन्िं पठतो र्स्र् कस्र्गचत ्| 
पुरतिः प्रस्फुरन्त्रे्व प्रश्ना एवं ववधा रतुम ्||५८|| 

58. While reading the text titled ‘Ratnākara’ such questions pop up in the front instantly to 

anyone. 

 

शु्रतत जात्र्ुपर्ोगिः क्व क्रिर्ते तनर्मैश्च कैिः | 

मेला आधुतनकािः के स्र्ुमतध्र्मग्रामनामकािः ||५९|| 

59. Who will use the rules of Śruti and Jāti?  And which are the modern Melas of Madhyama 

Grāma? 

 

मध्र्मग्रामगा रागािः प्रचरस्न्त नवाऽधुना | 
प्रचारेऽप्रे्कवाक्र्त्वं भवेरत्नाकरेण क्रकम ्||६०|| 

60. Nowadays in Modern age new Rāgas which have emerged from Madhayama Grāma are 

in vogue. They are popularly having the same opinion. What of Ratnākara? 

 

ग्रामरागे साधारणप्रकरणस्र् सवतदा | 

उपर्ोगिः कीद्दशिः स्र्ाहदष्टिः सङ्गीतवेहदनाम ्||६१|| 

61. What type of use of ‘Sādhāraṇa’ chapter of Grāmarāga is always useful and desirous of 

music experts.  

 

रत्नाकरे मदृगुतनग्रािा रागािः क ईररतािः | 

तीव्रमग्रािकािः के स्र्ुिः क्रकञ्चात्र कारणं भवेत ्||६२|| 
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62. In Ratnākara what is the name of Rāgas having Komala (tender) Ga and Komala Ni and 

which Rāgas could be having Tīvra Ma? And what could be its reason? 

 

के च त्रत्रन्शद्ग्रामरागमेला रत्नाकरे स्स्ितािः | 
किमेते च भसध्रे्र्ुररत्र्ुदाहिर्ताभमि ||६३|| 

63. Which thirty Melas of Grāma Rāga are described in Ratnākara and how they can be 

practiced (द्वसद्ध) its examples are given here. 

 

र्िाितमूच्छतनाटीका कल्लीनािकृताऽस्स्त क्रकम ्| 

तिात्वे कीद्दशा मेलािः भसध्रे्र्ुररतत कथ्र्ताम ्||६४|| 

64. Say, whether has written any commentary on Mūrcchanā or not? And which types of Melas 

should be proven accomplished, tell.   

 

प्रततरागमलङ्कारा तनर्तािः क्रकभमतीर्तताम ्| 

शुद्धतानरिस्र्ं च क्रकमासीहदत्र्ुदीर्तताम ्||६५|| 

65. Again say, whether the Alaṅkāras of every Rāga is fixed or not and also tell the secret of 

Śuddha Tāna. 

 

 
रागाध्र्ारे् क्रकभमत्रे्षामुल्लेखो नोपलभ्र्ते | 
केषुगचच्छुद्धतानेषु कुतिः षड्जवववजतनम ्||६६|| 

66. Amongst the Śuddha Tānas, where Ṣaḍja is absent is not found mentioned in Rāgādhyāya? 

 

रागस्तत््र्ाहदरचना तत्त्वमागश्रत्र् क्रकं कृता | 
रागभमश्रणमानातन तत्र जे्ञर्ान्र्िो किम ्||६७|| 

67. On what basis is the composition of Rāga and Rāgīni done? How is the mixture of Ragas 

to be known?   

 

मध्र्मग्रामापेिाऽसीत्प्राक्कस्मात्साऽद्य नो कुतिः | 
आसीत्तीव्रमरागेण सम्र्बन्धिः कस्श्चदस्र् क्रकम ्||६८|| 

68. Formally, from what Madhyama Grāma was expected and from what it is expected in 

current time? Was it connected with Rāga having Tīvra Ma or not?  

 

एवं स्र्ुिः कततगचत्प्रश्ना अवातचीनववदां हृहद | 
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ज्ञानसामग्र्र्भावे तु क्रकं त ेब्रूर्ुस्तपस्स्वनिः||६९|| 

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. 

 

दरु्बोधांशं पररत्र्ज्र् प्रचारमनुसतृ्र् च | 
र्ते्तषां ग्रन्ितनमातणं समीचीनं तदेव तु ||७०|| 

70. Excluding the parts difficult to decipher and following its propagation, whichever tasks are 

composed in this manner are proper. 

 

स्वाभभप्रार्ं स्पष्टतर्ा जानीर्ुिः सकला जनािः | 
एतदि ंलेखनं स्र्ाद्ग्रन्िानाभमत्र्संशर्म ्||७१|| 

71. The composition of treatise should be doubtless so that everyone can understand its opinion 

very clearly. 

 

रागर्बोधश्चतुदतण्डी स्वरमेलकलातनगधिः | 
सारामतृं चेतत ग्रन्िान ्कुवातणा र्ास्न्त धन्र्ताम ्||७२|| 

72. By Composing, Rāga Vibodha, Caturdaṇḍī (Prakaśikā), Svaramela Kalānidhi and 

(Saṅgīta) Sārāmṛta, the composers have attained their means to live. 

 

स्पष्टं प्रामाणणकतर्ाप्र्ुक्तातन स्वमतातन तैिः | 
अकारर च समीचीनं र्त्प्रचारोऽनुलक्षितिः ||७३|| 

73. They have put forward their opinions very clearly and honestly in a rightful manner 

considering the propagation of music.  

 

ननु नावगतािः सम्र्ग ्ग्रन्िास्त इतत चेन्मतम ्| 
तदास्मल्लेखजाद्वादाहदष्टिः स्र्ात्तत्त्वतनणतर्िः ||७४|| 

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).  

 

सङ्गीतं ग्रन्िगं लक्ष्र्गं भाववगभमतत त्रत्रधा | 
ग्रन्िरे्ऽन्तगततं ह्यस्मत्कृतं भाषान्तरं पिृक् ||७५|| 

75. The Music is three-fold. Granthaga, Lakṣyaga and Bhāviga. It is translated by us in this 

treatise itself separately. 
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र्हददानीं प्रचरतत लक्ष्र्सङ्गीतमेव तत ्| 
एतावदेव ग्रन्िेऽस्स्मन्नान्र्च्छास्त्ररिस्र्कम ्||७६|| 

76. The Lakṣya Saṅgīta which is prevalent now is seen in this text only. There are no other 

secret treatises found.  

 

केनोपारे्नाधुतनकं लक्ष्र्सङ्गीतमास्स्वदम ्| 
अवगन्तव्र्भमत्रे्व साध्र्मत्र न संशर्िः ||७७|| 

77. There is no doubt in the fact that only modern Lakṣya Saṅgīta should be relished; 

understood and practised(achieved). 

 

गीतप्रशस्स्तिः,दपतणे, 
नादेन व्र्ज्र्ते वणतिः पदं वणातत्पदाद्वचिः | 

वचसो व्र्विारोऽर्ं नादाधीन मतो जगत ्||७८|| 

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. 

        

रत्नाकरे, 
अज्ञातववषर्ास्वादो र्बालोपर्तङ्क्रककागतिः | 
रुदन्गीतामतृं पीत्वा िषोत्कष ंप्रपद्यते ||७९|| 

79. A crying child, who is unaware of sensual pleasure and lying in the cradle gets delighted 

on enjoying the nectar like song. (Music) 

 

वनेचरस्तणृािारस्श्चतं्र मगृभशशुिः पशुिः | 
लु्धो लु्धकसङ्गीते गीते त्र्जतत जीववतम ्||८०|| 

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. 

पाररजाते, 

िुद्धो ववषम्वमन्सपतिः फणामान्दोलर्न्मुिुिः | 
गानं जाङ्गभलकाच्ुत्वा िषोत्कष ंप्रपद्यते ||८१|| 

81. An angry serpent, vomiting poison, and moving its hood frequently gets delighted listening 

to the Music of the snake charmer.   

दपतणेऽवप, 
पशुिः भशशुमगृो वावप नादेन पररतुष्र्तत | 
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अतो नादस्र् मािात्म्र्ं व्र्ाख्र्ातुं केन शक्र्ते ||८२|| 
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 Nāda! 

 

अणखलस्र्ास्र् शास्त्रस्र् नादो हि जीववतोपमिः | 
तस्र् द्वाववशंततभेदािः सङ्गीते शु्रतर्ो मतािः ||८३|| 

83. Really, Nāda itself it said to be the life of entire Sangīta- Śāstra. In Music twenty- two 

types of Śrutis of Nāda are considered. 

 

तनत्र्ं गीतोपर्ोगगत्वमभभजे्ञर्त्वमुत्तमम ्| 
लक्ष्र्मागे समाहदष्टं पस्ण्डतैिः शु्रतत लिणम ्||८४|| 

84. It’s permanent usefulness and recognition in Music is said to be the best characteristic of 

Śruti by the scholars in Lakṣya Saṅgīta. 

 

नादस्र् मुख्र्तो भेदस्त्रर् एव प्रकीततततािः | 
मन्रमध्र्तारसंज्ञा लक्ष्र्मागतववशारदैिः ||८५|| 

85. The scholars of Lakṣya branch have proclaimed mainly three types of Nāda namely 

Mandra, Madhya and Tāra. 

 

रत्नाकरे, 
व्र्विारे त्वसौ ते्रधा हृहद मन्रोऽभभधीर्ते | 

कङ्ठे मध्र्ो मूस्ध्नत तारो हद्वगुणश्चोत्तरोत्तरिः ||८६|| 
86. In usage, the origin of these three are said to be heart, neck and head of Mandra, Madhya, 

and Tāra, respectively. And more and more it gets doubled. 

 

प्रततस्िानसम्प्रसक्ता पूवोक्तशु्रतर्ो मतािः | 
सङ्गीतोक्तस्वराणां स्र्ुरणखला जन्मभूररमािः ||८७|| 

87. It is believed that the above mentioned Śrutis are connected with their place of origin, are 

again the origin of all these Svaras of Music.  

 

शु्रततभ्र्िः स्र्ुिः स्वरािः षड्जषतभगान्धारमध्र्मािः | 
पञ्चमो धैवतश्चाि तनषाद इतत सप्त ते ||८८|| 

88. Seven Svaras- Ṣaḍja, Ṛṣabha, Gāndhāra, Madhyama, Panchama, Dhaivata and Nisada, 

must have been produced (emerged) from Śrutis.   

 

शु्रततवंटनप्रकारिः, 
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चतुश्चतुश्चतुशै्चव षड्जमध्र्मपञ्चमािः | 
दे्व दे्व तनषादगान्धारौ त्रत्रस्त्री ऋषभधैवतौ ||८९|| 

89. Again Ṣaḍja, Madhyama and Pañcama each have four Śrutis, Niṣāda and Gāndhāra have 

two-two and Ṛṣabha and Dhaivata each have three Śrutis. 

 

शु्रततनामातन, 
तीव्रा कुमुद्वती मन्दा छन्दोवत्र्स्तु षड्जगािः | 
दर्ावती तुरेजे्ञर्ा रञ्जनी रक्तक्तकेत्र्मूिः ||९०|| 

90. Tīvrā, Kumudvatī, Mandā and Chandovatī have emerged from Ṣaḍja. Whereas Dayāvatī, 

Rañjanī and Raktikā are from Ṛṣabha.  

 

रौरी िोधीतत गान्धारे वस्िकाि प्रसाररणी | 
प्रीततश्च माजतनीत्रे्तािः शु्रतर्ो मध्र्मागश्रतािः ||९१|| 

91. Raudrī and Krodhī are based on Gāndhāra, whereas Vajrikā, Prasāriṇī, Prīti and Mārjanī 

are based on Madhyama. 

 

क्षितत रक्ता च सन्दीवपन्र्ालावपन्र्ावप पञ्चमे | 
मदन्ती रोहिणी रम्रे्त्रे्तास्स्तस्त्रस्तु धैवते | 

उग्रा च िोभभणीतत दे्व तनषादे वसतिः शु्रती ||९२|| 
92. Kshiti, Raktā, Sandīpini and Ālāpinī these four are Śrutis of Pañcama. Whereas Mandatī, 

Rohiṇī and Ramyā these three are based on Dhaivata and Ugra and Kshobhiṇī are resorted in 

Niṣāda. 

 

पुरातनैग्रतन्िकारैवतणणततातािः शु्रतर्ो ह्यमूिः | 
द्वर्ोहित षड्जर्ोमतध्रे् मतं तासां सुवन्टनम ्||९३|| 

93. Ancient authors of treatises have narrated these Śrutis in which they have divided these 

Śrutis between two Ṣaḍjas.  

 

र्द्यवप द्वाववशंततस्ते नादा इत्िं व्र्वस्स्ितािः | 
प्रत्र्िोपर्ोगगनस्ते सवे नैव कदाचन ||९४|| 

94. Though these Nādas are divided into above mentioned twenty-two divisions of Śrutis yet 

all of them are not found in practical use.   

 

उपर्ुतक्तस्वराणां च संज्ञा लक्ष्रे् प्रकीततततािः | 
सररगमपधनीतत ह्यपरािः सवतसम्मतािः ||९५|| 
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95. Above mentioned names of Svaras are mentioned in Lakṣya branch but other all have 

agreed Svaras- “Sā Re Ga Ma Pa Dha Ni” (The Svaras “Sā Re Ga Ma Pa Dha Ni” are accepted 

by all) 

 

प्राचीनस्वरव्र्वस्स्िततिः,रत्नाकरे, 

व्र्वस्स्ितािः स्वरािः प्राच्र्ैस्तत्र षड्जश्चतुिःशु्रततिः | 
स्िाप्र्िः शु्रत्र्ां ततृीर्ार्ामषृभस्स्त्रशु्रततस्ततिः ||९६|| 

96. Ancient authors of treatises have arranged Svaras in following manner. Among Śrutis, the 

fourth one is Ṣaḍja. the third one from it is Ṛṣabha.  

 

पञ्चमीतस्ततृीर्ार्ां गान्धारो हद्वशु्रततस्ततिः | 
अष्टमीतो हद्वतीर्ार्ां मध्र्मोऽि चतुिःशु्रततिः ||९७|| 

97. The fifth one after Ṣaḍja there are two Śrutis of Gāndhāra and the eight one after Ṣaḍja 

there are four Śrutis of Madhyama.  

 

दशमीतश्चतुथ्र्ां स्र्ात्पञ्चमोऽि चतुिःशु्रततिः | 
चतुदतशीतस्तुर्ातर्ां धैवतस्स्त्रशु्रततस्ततिः ||९८|| 

98. Fourteenth from Ṣaḍja there are four Śrutis of Pañcama after fourteen there are four Śrutis 

of Pañcama after fourteen there are three Śruti  of Dhaivata . 

 

अष्टादश्र्ास्त्ततृीर्ार्ां तनषादो हद्वशु्रततस्ततिः | 
एकववशं्र्ा हद्वतीर्ार्ामीतत ग्रन्िव्र्वस्स्िततिः ||९९|| 

99. Eighteenth from Ṣaḍja that is twenty first and twenty second are two Śrutis of Niṣāda. Such 

arrangement is found in Granthas. 

 

शु्रततस्वरसङ्केतिः, शु्रततवीणादण्डे, सवतग्रन्िकारसम्मतं शुद्धस्वरस्िापनम ्
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सङ्गीतसारामतृेशुद्धस्वरमलेतनणतर्िः | 
सवेषु रागमेलेषु मुखारीमेल आहदमिः | 

शुद्धैिःसप्तस्वरैर्ुतक्तो मुखारीमेल ईररतिः ||१००|| 
100. Among all Melas of Rāgas, Mukhārī Mela is the first one. This Mela possesses all seven 

Śuddha Svaras. 
 

चतुश्चतुश्चतुशै्चव षड्जमध्र्मपञ्चमािः | 
दे्व दे्व तनषादगान्धारौ त्रत्रस्त्री ररषभधैवतो ||१०१|| 

101. Again Ṣaḍja, Madhyama and Pañcama each have four Śrutis, Niṣāda and Gāndhāra have 

two-two and Ṛṣabha and Dhaivata each have three Śrutis . 

 

लोकप्रभसद्धनामार्ं शास्त्रभसद्धाभभधस्त्वसौ | 

शुद्धसाधाररत इतत तुलजेन्रेण तनस्श्चतिः ||१०२|| 

102. It is popular as well as supported by the scriptures.  Tulajendra has confirmed it as Śuddha 

Sadharana (Śuddha Svaras) based on Śuddha Sā. 

 

एनर्ैव व्र्वस्स्ित्र्ा ह्युत्पन्निः स्वरमेलकिः | 
कनकाङ्गीतत संप्रोक्तिः कणातटकीर्पस्ण्डतैिः ||१०३|| 

103. The Mela of Svaras which came into existence by this arrangement is called Kanakāṅgī 

by the scholars of Karnatic music.   

 

ग्रन्िानां तत्र चाद्यानां शुद्धमेलो भवेदसौ | 
इतत सवेवप जानस्न्त ममतज्ञा लक्ष्र्वेहदनिः ||१०४|| 

104. This only should be Śuddha Mela of ancient treatises- all the experts of Lakṣya Sāṅgīta 

who know this or believe like this.  

 

तर्ैव च व्र्वस्स्ित्र्ा शुद्धमेलिः सुसागधतिः | 
िरवप्रर्िः समाख्र्ातो ह्यिोर्बलाहद पस्ण्डतैिः ||१०५|| 

105. Śuddha Mela is easily obtainable only by this arrangement. It is known as ‘Harapriya’ by 

scholars like Ahobala and others.    

 

हिन्दसु्िानीर्पद्धत्र्ां शु्रततिमववपर्तर्ात ्| 
शङ्कराभरणाख्र्ातो मेलिः शुद्धिः सुतनस्श्चतिः ||१०६|| 
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106. In Indian Music system due to controversy in the order of Śrutis, the Mela known as 

Śaṅkarābharaṇa is also proved as Śuddha Mela.   

  

अत्र मेले मतिः षड्जिः प्रिमशु्रततमागश्रतिः | 
ग्रन्िेषु र्दश्र्ते सोSवप चतुथ्र्ां स्िावपतो र्बुधैिः ||१०७|| 

107. In this Mela, Ṣaḍja is Said to be resorted in first Śruti, but the Same is found established 

by learned on the fourth position in treatises.  

 

केषुगचदवप ग्रन्िेषु मदृतु्वं सपर्ोमतम ्| 
हिन्दसु्िानीर्पद्धत्र्ां तौ स्वरौ त्वचलौ मतौ ||१०८|| 

108. In some treatises Sā and Pa are considered as Mṛdu (soft/tender) whereas in Indian Music 

system both the Svaras are believed to be ‘Acala’. 

 

शुद्धमेलो हि सवतत्र षड्जग्राम इतीररतिः | 
शङ्कराभरणस्तस्मात्षड्जग्रामत्वमिततत ||१०९|| 

109. Indeed, Śuddha Mela is proclaimed as Ṣaḍja Grāma at every place therefore, it is worthy 

to call Śaṅkarābharaṇa as Ṣaḍja Grāma. 

 

ववकृतस्वरतनणतर्िः 
स्वरस्तु प्रच्र्ुतिः शु्रत्र्ा तनर्तार्ा र्दा भवेत ्| 

तदा तस्र् ववकृतत्वमङ्गीकुवतस्न्त पस्ण्डतािः ||११०|| 
110. When the Svara slips away from its original position of fixed Śrutis, the experts accept 

that change of state as Vikṛta Svaras.  

 

ररगमधनर्ोलक्ष्रे् ववकृतािः सम्भवस्न्त र्त ्| 
अि तेषां ववकारान्स्तान्वणतर्ाभम सववस्तरम ्||१११|| 

111. In Lakṣya Sāṅgīta Re, Ga, Ma, Dha and Ni are likely to get Vikṛta. Therefore, I describe 

their modifications in detail.   

    

षड्जषतभर्ोश्च मध्रे् कोमलो ररषभिः स्स्ितिः | 
कोमलो धैवतश्चावप पधर्ोरन्तरे पुनिः ||११२|| 

112. Between Ṣaḍja and Ṛṣabha there is Komala Re and Komala Dha is also there between Pa 

and Dha.  

 

गान्धारो ररगर्ोमतध्रे् सम्मतिः कोमलाभभधिः | 
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तनषादोऽवप धनीमध्रे् मदृसुंज्ञिः सुसंस्स्ितिः ||११३|| 
113. It is accepted that between Re and Ga there is Komala Ga whereas between Dha and Ni 

there is Mṛdu Ni. 

 

तीव्रमध्र्मस्तु प्रोक्तो ह्यन्तरे मपर्ोरवप | 
सवतसङ्गीतवैगचत्र्र्ाधारभूतोऽततरक्तक्तदिः ||११४|| 

114. A Svara that lies between Ma and Pa is called Tīvra Madhyama. It is an additional Svara 

which is the base of all the varieties of Music. 

 

प्राचीनववकृतसंज्ञा 
अि वक्ष्रे् ग्रन्िसंज्ञा ववकृतानां ततिः िमात ्| 

र्तिः स्र्ाद्ग्रन्िरागाणामनार्ासेन व्र्क्तता ||११५|| 
115. Now I narrate gradually about the composition of Vikṛta Svara so that Rāgas written in 

different texts can be clearly perceived without much effort.  

 

समपा लक्ष्र्शुद्धास्ते ग्रन्िेष्ववप तिैव च | 
कोमलौ तु ररधावत्र ग्रन्िेषु शुद्धसंज्ञकौ ||११६|| 

116. In the treatise of Lakṣya branch Sā, Ma and Pa are narrated as distinct (Śuddha) similarly 

Re and Dha are also Śuddha and distinct. 

 

अस्माकं र्िः कोमलो गस्तत्र साधारणो मतिः | 
तीव्रगान्धारसंज्ञोऽत्र ग्रन्िेषु चान्तराभभधिः ||११७|| 

117. In our Music branch (उत्तरहिन्दसु्तानीसंगीतपद्धतत)Ga which is Komala is considered as 

Śuddha in theirs’ whereas here which is Tīvra Ga is described there distinctly. 

 

तनषादस्तीव्रकोऽस्माकं भवेत्काकभलनामकिः | 
कोमलो तनव्र्तविारे ग्रन्िे स्र्ात्कैभशकाह्वर्िः ||११८|| 

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

is known as Kaiśikī. 

 

 
तीव्रमस्र् ग्रन्िसंज्ञा र्बिविः स्र्ुिः सुलक्षितािः | 

वराळीमिः प्रततमोऽवप कैभशकी पञ्चमो मदृिुः ||११९|| 
119. Many authors have taken into consideration Tīvra Ma. Some call it as Varāḷī Ma or Prati 

Ma and Kaiśikī Ma is soft.   
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अस्मच्छुद्धररधौ तत्र शुद्धौ स्र्ातां गनी िमात ्| 
सौकर्ाति ंततिः कुवे वीणादण्डे तनदशतनम ्||१२०|| 

120. In this order Re and Dha and Ga and Ni become Śuddha. For ease, it is clearly 

demonstrated on Vīṇā Daṇḍa.  

 

 

 

शुद्धववकृतस्वराणां वीणादण्डे तनदशतनम ्
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च्र्ुतौ षड्जमध्र्मौ तावन्तभूततौ मतौ र्बुधैिः | 

काकल्र्न्तरर्ोलतक्ष्रे् सुप्रभसद्धं मतं स्त्वदम ्||१२१|| 

121. Scholars believed that in Kakali Cyuta Ṣaḍja and Cyuta Madhyama are interwoven. This 

principal is also found in Lakṣya Sāṅgīta. 

 

 

तिाहि स्वरमेलकलातनधौ, 
च्र्तुमध्र्मगान्धारच्र्ुतषड्जतनषादकौ | 

िमादन्तरकाकल्र्ोिः स्िाने प्रतततनधी ववदिुः ||१२२|| 

122. In Antara and Kakali Cyuta Madhyama and Gāndhāra, and Cyuta Ṣaḍja and Niṣāda 

should be considered main or chief respectively.  

 

पुण्डरीकववठ्ठलकृतरागमञ्जर्ातम,् 
काकल्र्न्तरर्ोिः स्िाने ततृीर्गततकौ तनगौ | 
प्रर्ोगे च प्रतततनधी क्रिरे्ते साम्प्रदातर्कैिः | 

स्वल्पप्रर्ोगिः सवतत्र काकलीचान्तरस्वरिः ||१२३|| 
123. Scholars of that period have used Ni and Ga in third position. Everywhere Kakali and 

Antara Svaras are rarely used.  

 

तत्र रागववर्बोधे हद्वतीर्वववेके सम्मततिः | 
शु्रत्र्ैकर्ागधकत्वं न्र्ूनत्वं वा न दोषार् ||१२४|| 

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

 

लक्ष्र्सङ्गीतोपर्ोगी र्ोंऽशोऽन्र्ग्रन्िगिः स्वर्म ्| 
अध्र्ारे्ऽस्स्मन्मर्ाप्र्सौ र्िार्िमुदाहृतिः ||१२५|| 

125. The Anṣa which is mentioned in other Granthas and which is useful in Lakṣya Sāṅgīta, 

is described as it is by me in this chapter.  

 

तद्गत्स्र्ैवाशर्स्र् केवलं स्वीर्भाषर्ा | 
नास्त्र्िो लेखनेनैवं कृतं प्राग्ग्रन्िकतृतभभिः ||१२६|| 

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

 

स्वराणां शुद्धत्वववकृतत्वववषरे् ग्रन्िोक्तर्िः 
रत्नाकरे, 

शुद्धस्वरव्र्वस्स्िततिः 
तीव्रा कुमुद्वती मन्दा छन्दोवत्र्स्तु षड्जगािः | 

दर्ावती रञ्जनी च रक्तक्तका चषतभे स्स्ितािः ||१२७|| 
127. Tīvra, Kumudvatī, Mandā and Chandovatī are (Śrutis) of Ṣaḍja. Whereas Dayāvatī, 

Rañjanī and Raktikā are of Ṛṣabha.  
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रौरी िोधा च गान्धारे वस्िकाि प्रसाररणी | 

प्रीततश्च माजतनीत्रे्तािः शु्रतर्ो मध्र्मागश्रतािः ||१२८|| 
128. Śrutis - Raudrī and Krodhā are of Gāndhāra and Vajrikā, Prasāriṇī, Prīti and Mārjanī 

are of Madhyama.  

 

क्षिती रक्ता च सन्दीवपन्र्ालावपन्र्वप पञ्चमे | 
मदन्ती रोहिणी रम्रे्त्रे्तास्स्तस्त्रस्तु धैवते || 

उग्रा च िोभभणीतत दे्व तनषादे वसतिः शु्रती ||१२९|| 

129. Kshiti, Raktā, Sandīpanī and Ālāpinī are of Pañcama whereas Madantī, Rohiṇī and Ramyā 

these three are of Dhaivata. The two Śrutis Ugra and Kṣobhiṇī reside in Niṣāda.  

 
तदकु्तम ्

शु्रततभ्र्िः स्र्ुिः स्वरािः षड्जषतभगान्धारमध्र्मािः | 
पञ्चमो धैवतश्चाि तनषाद इतत सप्त ते | 

तेषां संज्ञािः सररगमपधनीत्र्परा मतािः ||१३०|| 
130. Ṣaḍja, Ṛṣabha, Gāndhāra, Madhyama, Pañcama, Dhaivata  and Niṣāda  these seven 

Svaras emerged from Śrutis . Their other names are Sā, Re, Ga, Ma, Pa, Dha and Ni. 

 

ते मन्रमध्र्ताराख्र्स्िानभेदास्स्त्रधा मतािः | 
त एव ववकृतावस्िा द्वादश प्रततपाहदतािः ||१३१|| 

Due to variation in position these (seven Svaras) are divided in three types. Mandra, Madhya 

and Tāra. When they become Vikṛta, they are Twelve.  

 

ववकृतस्वरािः 
च्र्ुतोऽच्र्ुतो हद्वधा षड्जो हद्वशु्रततववतकृतो भवेत ्| 
साधारणे काकलीत्वे तनषादस्र् च र्दश्र्ते ||१३२|| 

132. Two types of Ṣaḍja – Cyuta and Acyuta    become Vikṛta in two Śrutis. It is seen in 

Sādhāraṇa and Kakali.  

 

साधारणे शु्रतत ंषाड्जीमषृभिः संगश्रतो र्दा | 

चतुिः शु्रततत्वमार्ातत तदैको ववकृतो भवेत ्||१३३|| 

133. When in Sādhāraṇa, Ṛṣabha is resorted in Ṣāḍajī Śruti , it has four Śrutis  then one of them 

becomes Vikṛta. 

 

साधारणे त्रत्रशु्रततिः स्र्ादन्तरत्वे चतुिःशु्रततिः | 
गान्धार इतत तिेदो द्वौ तनिःशङ्केन कीततततौ ||१३४|| 

134. Sādhāraṇa Gāndhāra is having three Śrutis and in Antara it has four Śrutis so undoubtedly 

Gāndhāra  is of two types.  
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मध्र्मिः षड्जवदे्वधाऽन्तरसाधारणाश्रर्ात ्| 

पञ्चमो मधर्मग्रामे ववकृतिः स्र्ाच्चतुिःशु्रततिः ||१३५|| 

135. Like Ṣaḍja, Madhyama also becomes of two types – resorting to Antara and Sādhāraṇa. 

In Madhyama Grāma, Pañcama being Vikṛta has four Śrutis.  

 

कैभशके काकलीत्वे च तनषादस्स्त्रचतुिः शु्रततिः | 
प्राप्नोतत ववकृतौ भेदौ द्वाववतत द्वादश स्मतृािः || 

तैिः शुद्धेिः सप्तभभिः साध ंभवन्त्रे्कोनववशंततिः ||१३६|| 
136. Kaiśikī - Niṣāda is having three Śrutis and Kakali Niṣāda is having four Śrutis. Thus, due 

to two types of Vikṛta, Svaras become twelve. Again, they become nineteen with seven Śuddha 

Svaras.  

 

दपतणे 
शुद्धािः सप्तस्वरास्ते च मन्राहदस्िानन्तस्स्त्रधा | 

च्र्ुताच्र्तुाहदभेदेनषड्जो  ववकृता द्वादशोहदतािः ||१३७|| 
137. Due to three positions like Mandra, Madhya and Tāra, these seven Śuddha Svaras have 

become twelve, being Vikṛta by Cyuta and Acyuta.  

 

चतुिःशु्रततर्तदा षड्जो हद्वशु्रततववतकृतस्तदा | 
साधारणे च्र्ुतिः स स्र्ात्काकलीत्वेऽच्र्ुतिः स्मतृिः ||१३८|| 

138. When Ṣaḍja is having four Śrutis, two of them are Vikṛta. In Sādhāraṇa it is said Cyuta 

while in Kakali, it is said Acyuta.  

 

त्रत्रशु्रततऋत षभिः साधारणे षाड्जीं शु्रतत ंगश्रतिः | 
चतुिःशु्रततत्वमापन्नस्तदैको ववकृतो भवेत ्||१३९|| 

139. Ṛṣabha having three Śrutis in Sādhāraṇa is resorted to Ṣāḍajī Śruti. When it is having 

four Śrutis one of them becomes Vikṛta.  

 

 

साधारणे मध्र्मस्र् गान्धारस्स्त्रशु्रततभतवेत ्| 
स्वस्र्ान्तरत्वे भवतत चतुिःशु्रततररतत हद्वधा ||१४०|| 

140. Gāndhāra of Sādhāraṇa Madhyama is having three Śrutis and in Antara Gāndhāra it has 

four Śrutis. Thus, it is of two types.  

 

च्र्ुताच्र्तुाहदभेदेन मध्र्मिः षड्जविवेत ्| 
साधारणेनऽ्तरत्वे च हद्वशु्रततववतकृतस्तदा ||१४१|| 

141. Like Ṣaḍja Madhyama has also become of two types - Cyuta and Acyuta. Then in 

Sādhāraṇa and in Antara  it becomes Vikṛta by Two Śrutis .  
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पञ्चमो मध्र्मग्रामे त्रत्रशु्रततजातर्ते स्वरिः | 

मध्र्मस्र् शु्रतत ंप्राप्र् कैभशके तु चतुिःशु्रततिः ||१४२|| 
142. In Madhyama Grāma, Pañcama Svara is having three Śrutis. Having got Śrutis of 

Madhyama it gets four Śrutis of Kaiśikī.  

 

धैवतो मध्र्मग्रामे ववकृतिः स्र्ाच्चतुिः शु्रततिः| 
कैभशके काकलीत्वे च तनषादस्स्त्रचतुिःशु्रततिः| 

एतैश्च सप्तभभिः शुद्धैभतवन्त्रे्कोनववशंततिः ||१४३|| 
143. In Madhyama Grāma, Dhaivata becomes Vikṛta with four Śrutis. Kaiśikī Niṣāda is having 

three Śrutis and whereas Kakali is having four Śrutis. With those seven Śuddha Svaras they 

become nineteen.  

 

शु्रततस्वरव्र्वस्स्िती रत्नाकरतनरुवपता | 
र्िािततोऽनुकृतैव मन्रे् सङ्गीतदपतणे ||१४४|| 

144. I believe that classification of Śruti –Svaras demonstrated in Ratnākara is followed as it 

is in Sāṅgīta Darpaṇa.  
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रागववर्बोधे, स्वरतनणतर्िः 
ऋषभस्ततृीर्सार्ां गिः पञ्चम्र्ां नवम्र्ां मिः||१४५|| 

Ṛṣabha is in third, Ga is in fifth Sāraṇī. 

 

पस्तु त्रर्ोदशीस्ििः षोडश्र्ष्टादशस्स्ितौ च धनी | 
द्वाववशंीस्ििः षड्जो हद्वगुणसमिः पूवतषड्जेन||१४६|| 

146. Pa is thirteen, Dha is sixteenth and Ni is eighteenth whereas Ṣaḍja is twenty second 

becomes double than prior Ṣaḍja. 

 

ध्वतनशुवद्धतनश्चर्ाि ंववकृतन्र्ि ंच सश्चतुिःशु्रततकिः | 
इतत सप्तोक्तािः शुद्धा ववकृतान्सपै्तव वस्च्म सि नाम्ना  | 

साधरणोंनऽ्तरश्च शु्रतत ंशु्रती चैत्र् गो मस्र्||१४७|| 
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147. For the purification of Dhvani and Vikṛta Ni having four Śrutis, now I tell you the seven 

Śuddha and seven Vikṛta Svaras and the Sādhāraṇa and Antara Śruti which are the Śrutis of 

Ga and Ma.   

 

तनिः कैभशकी च काकल्र्ि सस्र्ैकां भजंश्चतां ते दे्व | 
तनगमा मदृपुरसमपािः समपततृीर्शु्रततस्स्ित्र्ा||१४८|| 

148. Kaiśikī Ni and Kakali Ni though one, becomes two. Mṛdu Ni, Ga and Ma are different 

then Sā, Ma and Pa are On third Śruti.  

 

द्वादशववकृतान्पूवे वदस्न्त तत्र तु पिृक् पिृग्ध्वतनतिः | 
सपै्तव स्र्ुभभतन्ना न पञ्च र्हदमे समध्वनर्िः||१४९ || 

149. The above said twelve Vikṛta Svaras are different on the basis of Dhvani but they are 

seven only and these five having same Dhvani are not different.  

 

र्िाहि 
न पिृक् शुद्धसमाभ्र्ामच्र्ुतसमकौ चतुिःशु्रती च ररधौ| 
शुद्धररधाभ्र्ां ववकृतस्स्त्रशु्रततपादवप चतुिःशु्रततपिः||१५०|| 

150. Acyuta Sā, Ma, Ri and Dha having four Śrutis are not separate from Śuddha Sā, Ma, Ri 

and Dha and Vikṛta Pa having three Śruti and Pa having four Śrutis  are not distinct.  

 
भभन्नो न चतुिःशु्रततधो तनिःशङ्कमतेवप कूटपुनरुक्तौ | 
तल्लिणतो भेदेप्र्मीषु पञ्चसु न लक्ष्रे् भभत ्||१५१|| 

151. Dha having four Śrutis, though distinct by its characteristic is not understood distinct in 

these five.   

 

प्राचीनोक्तववकृतेभ्र्ोऽन्र्ानवप ववकृतान्सम्भावर्न ्आि 
ररधर्ोिः परशु्रततगतेश्चतस्त्र इि पञ्च षट् तिा शु्रतर्िः | 
देशीरागेष्वभभवीक्ष्र्न्ते च षट् तिा गमर्ोिः||१५२|| 

152. In Deśī Rāgas Ri and Dha having four Śrutis when used in other Śrutis seem to have five 

and six Śrutis and Ga and Ma have six Śrutis.  

 
इतत तेषु सम्भवस्न्त त्रर्ोऽन्र् एभ्र्ो ववलिणा ववकृतािः | 

पञ्चशु्रततिः शुचेगातत्साधारणतश्च षट्शु्रततकिः||१५३|| 
153. In Deśī Rāga from these other three Vikṛta and different Śuddha Ga having five Śrutis, 

six Śrutis and Sādhāraṇa Ga emerged.  

 

ररनतपिृक्तार्दग्धो नेिः कैभशक्रकनश्च षट्शु्रतेगो मात ्| 
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क्रकन्तूक्तररधगमानां व्र्वहृतरे् पिृगगमािः संज्ञािः||१५४|| 
154. Kaiśikī Ri, Dha, Ga and Ma having Ṣaṭ-Śrutis are not distinct but these names of Ri Dha 

Ga and Ma are different in practice.  

 

हटकार्ाम ्
पञ्चशु्रततिः ररिः शुचेिः शुद्धात ्गात ्गान्धारात ्| 

षट्शु्रततकश्च ररिः साधारणतिः साधारणाख्र्ववकृतगान्धारात ्| 
न पिृक् न भभन्निः, स एव स इत्र्ितिः|| 

155. Ri having five Śrutis, is not distinct from Śuddha Ga. And Ri having six Śrutis is not 

different from Sādhāraṇa and Vikrita Ga.  

 
चपरं तार्दक् पञ्चशु्रततिः षट्शु्रततश्च धिः धैवतिः नेिः 

शुचेतनतषादात,् कैभशक्रकनश्च तदाख्र्ववकृततनषादाच्च िमेणेत्रे्व || 
Moreover, Dha having five Śrutis and six Śrutis from Śuddha Ni and Kaiśikī Ni and Vikṛta Ni 

respectively.  

 
षट्शु्रततगतिः मात ्शुचेमतध्र्मात ्न पिृक् | 
Ga having six Śrutis is not separate from Śuddha Ma.  

पञ्चशु्रततको ररिः गान्धार एव | षट्शु्रततश्च ररिः साधारण एव | 
Ri having five Śrutis itself is Ga. Re having six Śrutis is Sādhāraṇa. 

एवं पञ्चशु्रततधो तनषाद एव | षट्शु्रततश्च धिः कैभशक्रे्व | 
Similarly, Dha having five Śrutis is Ni. And Dha having six Śrutis is Kaiśikī.  

 
चतुिःशु्रत्र्ाहदप्रकाराणां ररधगमानां पिृक्संज्ञािः 
तीव्रश्चतुिःशु्रततत्वे पञ्चशु्रततकत्व एव तीव्रतरिः | 

षट्शु्रततकत्वे तीव्रतम इतत परं ता र्िार्ोग्र्म ्||१५५|| 
155. Thus, the nomenclature given to Svara, having four Śrutis  is Tīvra , having five Śrutis  is 

‘Tīvratara’ and having six Śrutis  is ‘Tīvratama’ is appropriate.  

 
टीकार्ाम ्| 

चतुिःशु्रततत्वे एव तीव्र इतत ररधादीनां संजे्ञत्र्िातत ्| एवं पञ्चशु्रततकत्व षट्शु्रततकत्वर्ोरेव 
तीव्रतरस्तीव्रतम इतत च संजे्ञर्म ्|  
It means that Svaras Ri, Dha etc. having four Śrutis are given nomenclature Tīvra, having five 

Śrutis are said to be ‘Tīvratara’ and having six Śrutis is Tīvratama Sajñā.  

 
एवं सतत गमर्ोरवप संज्ञात्ररे् प्राप्ते आि |  
In the Same way Ga and Ma are also given these three Sajñā.  
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परं ता इतत |  
परन्तु तािः संज्ञा र्िार्ोग्र्ं र्िािं गस्र् मस्र् च षट्शु्रततकत्वे तीव्रतम इत्रे्कैव संज्ञा “नतु 
तीव्रतीव्रतरसंजे्ञ” गस्र् तु चतुिःशु्रततकत्वपञ्चशु्रततकत्वर्ोिः अन्तरमदृमुसंज्ञर्ोिः प्रवतेृ्तिः, मस्र् तु 
चतुिःशु्रततकत्वस्र्ाव्र्भभचारात्पंचशु्रततकत्वस्र् चासम्भवाहदत्र्ितिः | 
But and Ga and Ma having six Śrutis are given only said to be Tīvratama and not Tīvra and 

Tīvra Tāra. As Ga having four Śruti is given Antara Sajñā and five Śrutis is known as Mṛdu, 

Ma having four Śrutis  and five Śrutis  is not possible.  

स्वरैरेतैवतणणततास्ते सवे मेला स्वग्रन्िके | 
सोमनािेन ववदषुास्फ़ुटमेतत्त ुतहद्वदाम ्|| 

This makes it clear that Scholar Somnātha has narrated in his book all these Mela by these 

Svaras.  

 

पूवातपरस्वरैकवाक्र्ताप्रर्त्निः 
स्वरमेलकलातनधौिः 

चतुश्चतुश्चतुशै्चव  षड्जमध्र्मपञ्चमािः | 
दे्व दे्व  तनषादगान्धारौ त्रत्रस्त्री ररषभधैवतौ||१५६|| 

156. Ṣaḍja, Madhyama and Pañcama have four Śrutis each. Whereas Niṣāda and Gāndhāra 

have two and Ṛṣabha and Dhaivata have three.  

 

एते षड्जादर्िः सप्त स्वरािः शुद्धािः प्रकीततततािः | 
ववकृताशै्चव सपै्तवेत्रे्वं सवे चतुदतश ||१५७|| 

157. The seven Svaras Ṣaḍja and others are declared as Śuddha Svara, Vikṛta Svaras are also 

seven, in total they are fourteen.   

 

ननु रत्नाकरे शाङ्तगदेवेन ववकृतािः स्वरािः | 
द्वादशोक्तािः किं ते तु सपै्तव कगितास्त्वर्ा ||१५८|| 

158. In Ratnākara, Śārṅga Deva has Said that Vikṛta Svaras are twelve. And how can you Say 

that they are only seven. 

 

सत्र्ं लिणतौ भेदो द्वादशानामपीष्र्ते | 
शुद्धेभ्र्स्तत्र भेदस्तु सप्तानामेव लक्षितिः ||१५९|| 

159. Really speaking that they are twelve types of Vikṛtas as per characteristics. Whereas from 

Śuddha only seven types are shown there.  

 

आधारशु्रततसन्त्र्ागात ्ध्वतनभेदिः प्रकीततततिः | 
पञ्चानां पररभशष्टानां स्वराणां ववकृतात्मनाम ्||१६०|| 

160. The types of Dhvani of five Vikṛta Svaras which are left over in Ādhāra Śruti are 

mentioned here. 
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पूवतस्वरशु्रततग्रािाद्वा पूवतशु्रततवजतनात ्| 
अवप लिणतो भेदे पूवोक्तशु्रततसंितेिः ||१६१|| 

161. From the accumulation of Śrutis the acceptance and the rejection of Svaras is mentioned 

before, yet on the base of characteristics I narrated separately.   

 

आधारशु्रतततनष्ठत्वाल्लक्ष्र्भेदो न ववद्यते | 
किं न भेद इतत चेत्स लक्ष्र्तो तनरुप्र्ते ||१६२|| 

162. On the basis of Ādhāra Śruti no difference is seen (there is no difference in Lakṣya 

Sāṅgīta). Why it is no seen is narrated here.  

 

शुद्धषड्जादच्र्ुतस्तु स षड्जो नैव भभद्यते | 
अच्र्ुतो मध्र्मिः शुद्धान्मध्र्मान्न भभदां भजेत ्||१६३||  

163. Acyuta Ṣaḍja is not different from Śuddha Ṣaḍja, and Acyuta. Madhyama should not differ 

from Śuddha Madhyama. 

 

 

शुद्धषतभाच्च ववकृतो ररषभो न पिृक्भवेत ्| 
ववकृतो धैवतिः शुद्धाद्धैवतान्नाततररच्र्ते ||१६४|| 

164. Vikṛta Ṛṣabha should not differ from Śuddha Ṛṣabha and Vikṛta Dhaivata should also not 

differ from Śuddha Dhaivata. 

 

मध्र्मशु्रत्र्ुपादानाहद्वकृतिः पञ्चमस्तु र्िः| 
ववकृतात्पञ्चमाच्चैव न कामप्र्श्नुते भभदाम ्||१६५|| 

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

Vikṛta Pa.   

 

तस्माच्चतुदतशस्वेषु पूवोक्तष्वेव पञ्चमिः | 
अन्तभूततो र्तस्तस्मान्न पिृक्कगितो मर्ा ||१६६|| 

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

it separately.  

 

चतुदतशस्वरेष्वेषु वक्ष्रे् लक्ष्र्ानुसारतिः | 
नामान्तराणण केषां गचद्व्र्विारप्रभसद्धरे् ||१६७|| 

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

as per Lakṣya Sāṅgīta.  

 

 

च्र्ुतषड्जस्वरो लक्ष्रे् तनषादत्वेन कीततततिः | 
च्र्ुतषडस्ज्नषादाभभधानं तस्र् ववधीर्ते||१६८|| 

168. In Lakṣya Sāṅgīta Cyuta Ṣaḍja Svaras are known as Niṣāda. Therefore, Cyuta Ṣaḍja 

Svaras are named as Niṣāda.  
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च्र्ुतस्र् मध्र्मस्र्ावप गान्धारव्र्विारतिः | 
च्र्ुतमध्र्मगान्धारसंज्ञास्र् क्रिर्ते मर्ा ||१६९|| 

169. Madhyama of Cyuta is called as Gāndhāra in practice. Hence, I have used the name 

Gāndhāra for Cyuta Madhyama.   

 

च्र्ुतपञ्चम इत्र्ािुलोका, मध्र्मसंज्ञर्ा | 
अस्माभभिः कथ्र्ते सोऽतश्च्र्ुतपञ्चममध्र्मिः||१७०|| 

170. Cyuta Pañcama is well-known as Madhyama in modern world. Therefore, we also call 

Cyuta Pañcama as Madhyama.  

 

लक्ष्रे् तु कुत्रगचच्छुद्धगान्धारस्िानमाश्रर्न ्| 
ऋषभिः कीत्र्ततेऽस्माभभिः पञ्चशु्रततसमाह्वर्िः ||१७१|| 

171. In Lakṣya Sāṅgīta somewhere Ṛṣabha resides in the place of Śuddha Gāndhāra that 

Ṛṣabha is called by us as having five Śrutis. 

 

ससाधारणगान्धारस्िानस्िो ररषभो र्हद | 
लक्ष्र्ानुसारतिः प्रोक्तस्ततिः षट्च्छृततनामकिः ||१७२.a|| 

172. If Ṛṣabha resides in the place of Sādhāraṇa Gāndhāra, then according to Lakṣya it is 

called by name Ṛṣabha, having six Śrutis.  

 

 
“चतुश्चतुश्चतुशै्चव षड्जमध्र्मपञ्चमािः | 

दे्व दे्व तनषादगान्धारो त्रत्रस्त्री ररषभधैवतो || 

इत्रे्वं भरतश्लोकसङ्ख्र्ातशु्रततशाभलनिः ||१७२.b|| 

172. The experts have basically decided the numbers of Śrutis of Ṣaḍja, Madhyama and 

Pañcama as four each, Niṣāda and Gāndhāra has two, two each and Ṛṣabha and Dhaivata  

have two-two. 

 
ववकृतास्तु स्वरािः पञ्चेत्र्स्मराभभरवधार्तते | 

रत्नाकरे तु तनिःशंको ववकृतान ्द्वादशस्वरान ्||१७३|| 
173. We believe that the number of Vikṛta Svaras as five but in Ratnākara undoubtedly, they 

are twelve.   

 

अब्रवीत्केचन पुनिः सप्तािुववतकृततस्वरान ्| 
सवतमेतत्समालोच्र् लक्ष्र्मागातनुसरतिः||१७४|| 
स्वरािः पञ्चैव ववकृता इतत भसद्धास्न्ततं मर्ा| 

तान्श्च पञ्चस्वरान ्सम्र्स्ग्वववच्र् व्र्ािरामिे||१७५|| 
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174, 175. Again, according to some Vikṛta Svaras are seven. Considering all these according 

to Lakṣya Sāṅgīta, I have decided that Vikṛta Svaras are five only and having deeply pondered 

over it now we describe these five Svaras.  

 
साधारणश्च गान्धारो गान्धारश्चान्तराभभधिः | 

द्वौ तौ च मधर्मिेत्रसम्भूतौ ववकृतौ स्वरौ||१७६|| 
176. Svaras named Sādhāraṇa Gāndhāra and Antara Gāndhāra residing in Madhyama Sthāna. 

These two are Vikṛta Svaras.  

 
वराळीमध्र्मश्चैकिः पञ्चमिेत्रसम्भविः | 

षड्जिेत्रसमुितूौ कैभशकीकाकलीस्वरौ ||१७७|| 
177. Varāḷī Madhyama residing in Pañcama Sthāna and Kaiśikī and Kakali emerged from 

Ṣaḍja.  

 
एवमेते स्वरािः पञ्च ववकृता इतत तनणतर्िः | 

आित्र् शुद्धववकृतािः स्वरा द्वादश कीततततािः ||१७८|| 
178. Thus, it is decided that these five Svaras are Vikṛta and adding Śuddha Vikṛta Svaras 

they are twelve in total.  

 
ग्रंिऽेस्स्मन ्र्दश्र्ते स्पष्टं द्वादश स्वर कल्पनम ्| 
आधारिः सवतसङ्गीतमात्रस्र् लक्ष्र्वत्मततन ||१७९|| 

179. In this treatise, based on Lakṣya Sāṅgīta it is clearly seen that all types of Music are based 

on the formation of twelve Svaras.  

 

सङ्गीतसारामतृे स्वरतनणतर्िः | 
“अत्र शु्रतत प्रकरणे शु्रततववणौहदता मर्ा | 
रत्नाकरानुसारेस्वववतणोच्र्तेऽधुना ||१८०|| 

180. Here, in this Śruti Prakaraṇa, I narrated Śruti Vīṇā. Now, I narrate Svara Vīṇā as per 

Ratnākara.  

 
स्वरैर्ात वाद्यते वीणा स्वरवीणेतत गीर्ते | 

स्वरािः षड्जादर्िः शुद्धिािः सपै्तव पररकीततततािः ||१८१|| 
181. The Vīṇā, which is played on the basis of Svaras is called Svara Vīṇā. The Śuddha Svaras 

Ṣaḍja etc. are counted as seven.  
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ववकृतािः पञ्च भमभलता द्वादश प्रततपाहदतािः | 
ववभास्न्त र्त्र स वीणा स्वरवीणेतत तनश्चर्िः ||१८२|| 

182. By adding five Vikṛta Svaras there they are fixed as twelve. Where that Vīṇā is seen it 

definitely is Svara Vīṇā.  

 
अिास्र्ां पवत संवेशं वक्ष्रे् वैणणकसंमतम ्| 

सारण्र्ां मध्र्षड्जाख्र् तन्त्र्र्ा शुद्धषतभो र्िा ||१८३|| 
स्र्ात्तिा साररका स्िाप्र्ा प्रिमाऽि हद्वतीर्का | 

तत्ततं्रर्ा शुद्धगान्धारभसध्र् ैस्िाप्र्ा च साररका ||१८४|| 

ततृीर्ा साररका स्िाप्र्ा तर्ा तन्त्र्र्ा र्िा स्फुटिः | 
स्र्ात्साधारणगान्धारिः स्िाप्र्ा सारी चतुगितका ||१८५|| 

अन्तराख्र्ानगान्धारस्तर्ा तन्त्र्र्ां र्िा भवेत ्| 
शुद्धमध्र्मभसध्र्ि ंपञ्चमी साररकां ततिः ||१८६|| 
तनवेश्र्ैव तर्ा तन्त्र्र्ा षष्ठी स्िाप्र्ाि साररका | 

र्िा व्र्क्तस्तर्ा तन्त्र्र्ा वराळीमध्र्मस्तिा ||१८७|| 
मध्र्स्िानस्वरा हे्यते जातािः स्र्ुिः षट्सु पवतसु ||१८८|| 

 

183 to 188. Now in this Sāraṇī I narrate the chapter related to Vīṇā. 

There I establish Śuddha Ṛṣabha known as Madhya Ṣaḍja by Tantrī in first Sārikā.  

Thus, I established first Sārikā and now I establish second Sārikā for Śuddha Gāndhāra.  

Third Sārikā is formed for Sādhāraṇa Gāndhāra. 

Fourth Sārikā may be for Antara Gāndhāra   

Fifth Sārikā is for Śuddha Madhyama. 

Whereas sixth Sārikā may be for Varāḷī Madhyama.  

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

 

मन्रपञ्चमशोभभन्र्ा तन्त्रर्ा चाि ततृीर्र्ा | 
शुद्धश्च्व धैवतिः शुद्धतनषादश्च्व ततिः परम ||१८९|| 
कैभशक्र्ाख्र्तनषादश्च्व काकल्र्ाख्र्ातनषादकिः | 

षड्जिः शुद्धषतभशे्चतत षट्स्वरािः षट्सु पवतसु ||१९० || 
 

189 and 190. By the third Tantrī adorn by Mandra Pañcama, six Svaras – ŚuddhaDhaivata , 

ŚuddhaNiṣāda  Kaiśikī Niṣāda, Ṣaḍja and Śuddha Ṛṣabha are narrated in six 

chapters/divisions.  
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“स्वरािः स्र्ुिः शु्रतततनष्पन्नािः शु्रततन्र्ूनागधकत्वतिः | 

एते र्बिुववधािः शुद्धा ववकृता व्र्ाविाररकािः ||१९१|| 

191. Due to less or more numbers of Śrutis Svaras emerged from Śrutis are of different types 

like Śuddha, Vikṛta and Vyāvahārika (used in practice). 

 

इतत त्रत्रधा तनगद्यन्ते तान ्ब्रूमोऽत्र ववशेषतिः | 

षड्जाद्यािः शुद्धश्दाद्यािः स्वरािः शुद्धा इतीररतािः ||१९२|| 

192. Now we specially discuss the above said three types of Svaras. Svaras like Śuddha Ṣaḍja 

etc. are called Śuddha Ṣaḍja and Śuddha Ṛṣabha.  

शुद्धषड्जस्तिा शुद्धषतभ इत्र्ाहदनामभभिः | 

अतै्रते व्र्विततव्र्ा ववकृतास्तत्तदाख्र्र्ा ||१९३|| 

ताभभस्तेऽत्र तनरुप्र्न्ते िमशो ववकृतस्वरािः | 

साधारणाख्र्गान्धारोन्तरगान्धार एव च ||१९४|| 
पञ्चमोपान्त्र्शु्रतौ ववकृतपञ्चममध्र्मिः | 

कैभशक्र्ाख्र्तनषादश्च काकल्र्ाख्र्तनषादकिः | 

पञ्चैते ववकृतािः शुद्धैिः स्वरैद्वातदश कीततततािः ||१९५||” 

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

In Śruti Sādhāraṇa Gāndhāra, Antara Gāndhāra, Pañcama Madhyama residing in nearby 

Śruti of Pañcama , Kaiśikī Niṣāda  and Kakali Niṣāda  – these five are Vikṛta. Thus, together 

with Śuddha Svaras they are twelve.  

 

उपर्ुतक्तानां केषास्ञ्चतस्वराणां संज्ञान्तराणण | 

वविार् स्वस्वसंज्ञा रे् स्वरा अन्र्ोन्र्संज्ञकािः | 

तेषां नामान्तराण्र्त्र ववहितानीि तद्यिा ||१९६|| 

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

as follows:  

 

शुद्धगान्धार एवार्ं पञ्चशु्रत्र्ऋषभाह्वर्िः | 

साधारणाख्र्गान्धारिः षट्शु्रत्र्ऋषभसंज्ञकिः ||१९७|| 

196. Śuddha Gāndhāra is known as Ṛṣabha having five Śrutis. Sādhāraṇa Gāndhāra named 

as Ṛṣabha, having six Śrutis.  

तिा शुद्धतनषादोऽवप स्र्ाच्चतुिः शु्रततधैवतिः | 

स्र्ात्कैभशकतनषादोऽवप तिा षट्शु्रततधैवतिः | 

लक्ष्र्ानुसारतस्त्वेतल्लौक्रककं सुखर्बोधकम ्||१९८|| 

197. Śuddha Niṣāda becomes Dhaivata having four Śrutis. Kaiśikī Niṣāda is Dhaivata having 

six Śrutis according to Lakṣya Sāṅgīta.  
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सङ्गीतपाररजातगतस्वरप्रपञ्चिः 
“शुद्धािः सप्त ववकाराख्र्ा ह्यगधका ववशंततमततािः | 
एकोनत्रत्रशंदचु्र्न्ते ते सवे भमभलतािः स्वरािः ||९९|| 

Seven are Śuddha Svaras, Vikṛta Svaras are Said to be twenty and all together they are Said 

to be twenty-nine.  

 
सरी गमौ पधौ तनश्च स्वरा इत्र्वप संक्षज्ञतािः | 

चतुिः शु्रततसमार्ुक्तािः स्वरािः स्र्ुिः समपाभभधािः ||२००|| 
गनी शु्रततद्वर्ोपेतौ ररधौ त्रत्रशु्रततकौ मतौ | 

स्वरिः स्वोत्तरगामी चेत्तीव्राहदवचनोहदतिः ||२०१|| 
200,201. Sā, Re, Ga, Ma, Pa, Dha, Ni - these seven are Śuddha Svaras, in which Sā, Ma and 

Pa have four Śrutis, Ga and Ni have two Śrutis and Ni and Dha have three Śrutis.  

If the Svara is followed by the its Śruti, then what type of Tīvra it becomes is as follows.   

स्वरोगग्रमशु्रतत ंर्ातत तीव्रसंज्ञां प्रर्ात्र्सौ | 
स्वरोगग्रमशु्रतीर्ातत तदा तीव्रतरो भवेत ्||२०२|| 

202. When Svara is having one Śruti previous it is known as Tīvra Svara. If Svara has two 

Śrutis it becomes ‘Tīvra Tāra’, and if it has three Śrutis it becomes ‘Tīvratama’.  

 
स्वरोगग्रमशु्रतीर्ाततत तहित तीव्रतमिः स्मतृिः | 

चतस्रिः शु्रतर्ो र्स्स्मन्नगधकािः स्र्ुर्तदा स्वरिः ||२०३|| 
203. According to scholars when Svara has four Śrutis it is Said to be Ati-tīvra. 

अतततीव्रतमाख्र्ां च प्राप्नोतीतत र्बुधा जगुिः | 
स्वरिः पश्चास्न्नवतृ्तशे्चत ्कोमलाहदभभरीररतिः ||२०४|| 

एकशु्रततपररत्र्ागात ् स्वरिः कोमलसंज्ञकिः | 
शु्रततद्वर्पररत्र्ागात ्पूवतश्देन मन्र्ते ||२०५|| 

204, 205. The Svara followed by Śruti is known as Komala Svara. If one Śruti is less it is 

known as Komala. If two Śrutis are less it is called Komala Tāra and so on.  

 

तिावप  
प्रत्र्िरागवणतनप्रसङ्गेऽिोर्बलिः स्वर्मेव प्राि,  

“पूवतकोमलतीव्रैश्च तिा तीव्रतरेण च | 
अतततीव्रतमेनैव सवे रागा उदीररतािः ||२०६|| 

206. Even then, while narrating Rāgas practically Ahobala himself Said that all Rāgas are 

emerged from Pūrva, Komala, Tīvra, Tīvra-Tāra and Ati-Tīvratama.  

 

रर ंच पूव ंतिा तीव्रं तीव्रतरं च गस्वरम ्| 
तीव्रतमं तिा गं च मं च तीव्रं स्वरं तिा ||२०७|| 

मं च तीव्रतमं धं च पूवातख्र्ं तीव्रसंक्षज्ञतम ्| 
  तीव्रतरं तनशादं च तीव्रतमं च तनस्वरम ्|  
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इत्रे्तान्श्च दश त्र्क्त्वा रागलिणमीररतम ्||२०८|| 
207. The characteristics of Rāgas are shown leaving these ten Svaras – Pūrva Re, Tīvra Re, 

Tīvratara Ga, Tīvratama Ga, Tīvra Ma, Tīvratama Ma, Pūrva Dha, Tīvra Dha, Tīvratara Ni 

and Tīvratama Ni.  

 
सएव पुनिः   

“ऋषभिः शुद्ध एवासौ पूवतगांधार इष्र्ते | 
गान्धारिः शुद्ध एवासौ ररस्तीव्रतर इष्र्ते ||२०९|| 

209. He Says again Śuddha Re itself is Said to be Pūrva Gāndhāra and Śuddha Gāndhāra is 

by Tīvratara Re.  

 

अतततीव्रतमो गिः स्र्ान्मध्र्मिः शुद्ध एव हि | 
धैवतिः शुद्ध एवासौ तनषादिः पूवतसंज्ञकिः ||२१०||   

210. Atitīvratama Ga itself is Śuddha Madhyama, Śuddha Dhaivata itself is Pūrva Niṣāda and 

Śuddha Niṣāda is known as Tīvratara Dha.  

 
तनषादिः शुद्ध एवासौ धस्तीव्रतर इष्र्ते | 

एवं स्र्ात ्सवतर्न्ते्रषु स्वरस्िानस्र् लिणम ्||२११|| 
211. Śuddha Niṣāda is known as Tīvratara Dha. In all instruments these characteristics are 

found in the arrangement of Svaras.  

 
अतिः  

अिोर्बलेन ववदषुा स्वरास्तु र्बिवो मतािः | 
द्वादशानामेव लक्ष्रे् प्रर्ोगिः प्रार्शिः कृतिः ||२१२|| 

212. Even though, according to Scholar Ahobala there are many Svaras but only twelve 

Svaras are generally used in Lakṣya Sāṅgīta.  

 

वीणादण्डे शुद्धववकृतस्वरस्िापनप्रकारिः पाररजाते,  
“ स्वरस्र् िेतुभूतर्ा वीणार्ाश्चािुषत्वतिः | 

तत्र स्वरववर्बोधाि ंस्िानलिणमुच्र्ते ||२१३|| 
213. To recognise Svaras practically now we are showing the characteristics of the position 

of Svaras on Vīṇā.   

 

ध्वन्र्वस्च्छन्नवीणार्ां मध्रे् तारकसिः स्स्ितिः | 
उभर्ोिः षड्जर्ोमतध्रे् मध्र्मस्वरमाचरेत ्||२१४|| 

214. Tāra Ṣaḍja is found in the middle string of Vīṇā which gives clear uninterrupted sound. 

And Madhyama is fixed in middle of two Ṣaḍja.  

 

त्रत्रभागात्मकवीणार्ां पञ्चमिः स्र्ात्तदगग्रमे | 
षड्जपञ्चमर्ोमतध्रे् गान्धारस्र् स्स्िततभतवेत ्||२१५|| 



242 
 

215. The Vīṇā is having three equal parts of its length. Pañcama is fixed at the end of its first 

part and Gāndhāra is fixed in the middle of Ṣaḍja and Pañcama.  

 

सपर्ोिः पूवतभागे च स्िापनीर्ोऽि ररस्वरिः | 
सपर्ोमतध्र्देशे तु धैवतं स्वरमाचरेत ्| 

तत्रांशद्वर्सन्त्र्ागास्न्नषादस्र्  स्स्िततभतवेत ्||२१६|| 
216. Re Svara is fixed at the end of the first part, and Dhaivata is fixed in the middle of Sā and 

Pa. Niṣāda is fixed on the beginning of the third part of Pañcama and Tāra Ṣaḍja. 

 

इतत शुद्धस्वरािः,  
भागत्रर्ास्न्वते मध्रे् मेरोिः ऋषभसंक्षज्ञतात ्| 

भागद्वर्ोत्तरं मेरोिः कुर्ातत ्कोमलररस्वरम ्||२१७|| 
217. Dividing Meru into three parts, Re will be there in middle. Re is fixed at the beginning of 

third part of Ṛṣabha on Meru - daṇḍa.  

 

मेरुधैवतर्ोमतध्रे् तीव्रगान्धारमाचरेत ्| 
भागत्रर्ववभशष्टेऽस्स्मन ्तीव्रगान्धारमाचरेत ्||२१८|| 

218. And Tīvra Gāndhāra is fixed between Meru and Dhaivata. And it is fixed in the middle 

part of all the three parts.   

 

भागत्रर्ास्न्वते मध्रे् पञ्चमोत्तरषड्जर्ोिः | 
कोमलो धैवतिः स्िाप्र्िः पूवतभागे मनीवषभभिः ||२१९|| 

219. Learned fixed the Komala Dhaivata at the end of the first part after dividing from 

Pañcama to Tāra Ṣaḍja. 

 

तिैव धसर्ोमतध्रे् भागत्रर्समस्न्वते | 
पूवतभागद्वर्ादधू्व ंतनषादं तीव्रमाचरेत ्||२२०|| 

230. In the Same way after dividing Dhaivata and Tāra Ṣaḍja in three-part Tīvra Niṣāda should 

fixed at the beginning of the third part.  

 

ववभशष्टशु्रततववन्र्ासो ग्राम इत्र्भभधीर्ते | 
तद्गौरवं पुरा चासीन्न तावदृ्दश्र्तेऽधुना ||२२१|| 

221. The arrangement of Śrutis in a special way is named as Grāma. In olden days it had great 

importance but now a days it is not seen.  

 

षड्जमध्र्मगान्धारास्त्रर्ोग्रामा तनरूवपतािः | 

पुराणैस्तत्र चान्त्र्स्र् लोप्र्त्वं पररकस्ल्पतम ्||२२२|| 

222. In Purāṇas the three Grāmas namely Ṣaḍja, Madhyama and Gāndhāra are narrated. It is 

believed that the last one is lost.  
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अपुरणैग्रतन्िकारैलतक्ष्र्मागातनुसारतिः | 

एक एव षड्जग्रामिः स्वीकृतो लक्ष्र्केऽधुना ||२२३|| 

223. The writers other than Purāṇas have followed the Lakṣya Sāṅgīta at present in Lakṣya 

Sāṅgīta only Ṣaḍja Grāma is accepted or used.  

 

प्रततरागगतो मेलिः पुरासीन्मूछतनागश्रतिः | 

ग्रामो हि मूच्छतनाधारिः स्वरान्तरतनर्ामकिः ||२२४|| 

224. Previously Mela of every Rāga was based on Mūrcchanā indeed Grāma was the base of 

Mūrcchanā. It was the definer of Antara Svaras.  

 

ववकृताणां स्वराणां च तदासीदं्वटनं मतम ्| 

द्वर्ोस्तु ग्रामर्ोमतध्रे् न तहदिोपलभ्र्ते ||२२५|| 

225. Vikṛta Svaras were also divided between two Grāmas but now it is not available.  

 

ततरोधानं मध्र्मस्र् ग्रामस्र् वणणततं पुनिः | 

अवातचीनेषु ग्रन्िेषु र्दश्र्ते सुपररस्फुटम ्||२२६|| 

226. In modern treatises it is clearly seen that the Madhyama Grāma has totally disappeared.  

ग्रामपररवततने ग्रन्िोक्तर्िः 
संगीतसारामतृे, 

“भरतेनोहदते शास्त्रे ग्रामौ दौ षड्जमध्र्मौ | 

षड्जग्रामिः पञ्चमे तु सप्तदश्र्ां शु्रतौ स्स्िते ||२२७|| 

227. With the rise of Bharata Nāṭya Śāstra, there were two Grāmas, - Ṣaḍja and Madhyama. 

Where Ṣaḍja Grāma is resorted on seventeenth Śruti of Pañcama. 

 

स्वरेऽस्स्मन ्पञ्चमे क्रकन्तु षोडशीं शु्रततमास्स्िते | 

तदैव मध्र्मग्रामिः सोऽत्र लक्ष्रे् न र्दश्र्ते ||२२८|| 

228. But the Same resorted in the sixteenth Śrutis is only Madhyama Grāma but it is not seen 

in Lakṣya Sāṅgīta. 

 

षड्जग्रामागश्रतान्रागान ्सवे गार्स्न्त गार्कािः | 

तस्मान्मुख्र्तमिः षड्जग्रामोऽसौ नैव मध्र्मिः ||२२९|| 

229. All the singers sing the Rāgas based on Ṣaḍja Grāma. Therefore, the main is Ṣaḍja Grāma 

and not Madhyama Grāma.   
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चतुदंक्तडप्रकाभशकार्ां, 
“ग्रामेष्वेतेषु गान्धारग्रामो नास्स्त मिीतले | 

स्वगतलोके वतततेऽसौ सवेषामेव सम्मतम ्||२३०|| 

230. All have agreed that among those Grāmas Gāndhāra Grāma is rare but it is not existing 

on this earth but it is there in heaven.  

 

अस्माभभमतध्र्मग्रामोऽप्र्सत्प्रार् इतीर्तते | 

तिाहि मध्र्मग्रामे त्रत्रशु्रततिः पंचमिः खलु ||२३१|| 

231. We also believe that Madhyama Grāma is not existing yet Pañcama having three Śrutis 

is indeed Madhyama Grāma.  

वराळीमध्र्मो जातिः स पुनलतक्ष्र्वत्मततन | 

मध्र्माहदप्रभतृतषु मध्र्मग्रामजन्मसु ||२३२|| 

232. Right from Madhyama etc. up to the origin of Madhyama Grāma it again becomes Varāḷī 

Madhyama in Lakṣya Sāṅgīta.  

 

रागेषु र्दश्र्ते चैव वराळीमध्र्मस्ततिः | 

अर्ुक्तो मध्र्मग्रामो लक्ष्र्मागतववरोधतिः ||२३३|| 

233. According to Lakṣya Sāṅgīta, in Rāgas Varāḷī Madhyama is used/seen hence Madhyama 

Grāma is not proper.   

एक एव ततिः षड्जग्राम इत्र्वधार्तते | 

षड्जग्रामोिवा रागा इत्र्नेन तनरूवपतम ्||२३४|| 

234. So, it is decided that there is only one Grāma i.e., Ṣaḍja Grāma. Therefore, Rāgas which 

have originated from Ṣaḍja Grāma are narrated.   

 

रागववर्बोधे तिैव 

स्वान्त्र्शु्रतावुपान्त्र्शु्रतौ च सतत पञ्चमे िमात ्स स्र्ात ्| 

क्रकन्तु ववकारो देश्र्ां न पञ्चमे तहदि स प्रिमिः ||२३५|| 

235. If it is on the fifth position in Svāntya Śruti and Upantya Śruti  but in Deśī Rāga it is not 

Vikṛta in fifth position.  

 

हटप्पनी 
प्राचीनैस्तत्र सङ्गीतं ववभकं्त ग्रामभेदतिः | 

दाक्षिणात्र्ा अधुनावप कुवतस्न्त मध्र्मागश्रतम ्||२३६|| 

236. Ancient Granthkāras have made the division of music on the basis of Grāma. But southern 

musicians make the division on the basis of Madhyama even today.  



245 
 

 

हिन्दसु्िानीर्पद्धत्र्ां वैगचत्र्र्ं मध्र्मस्र् तत ्| 

सवतसङ्गीतमात्रस्र् स्वभास्वभावं सुप्रदशतरे्त ्||२३७|| 

237. In Hindustānī Sāṅgīta Paddhati varieties of characteristic of Madhyama of all types of 

Music is nicely depicted.  

 

अतो मन्रे् लक्ष्र्केऽत्र कस्मादवप च कारणात ्| 

ग्रामद्वर्संभमश्रणं लक्ष्र्जै्ञर्दतश्र्ते कृतम ्||२३८|| 

238. Hence, I believe that it is seen in Lakṣya Sāṅgīta due to any reason the followers of Lakṣya 

have made the composition of two treatises.  

 

एकस्स्मन्नेव ग्रामे हि  प्रर्ोजनानुसारतिः | 

द्वर्ोरेव मध्र्मर्ोिः प्रर्ोगो न ववसंगतिः ||२३९|| 

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

 

कोमलाहदववकारास्ते सम्भवन्त्रे्कग्रामके | 

सुसंमतभमदं नूनं सङ्गीते पररवततनम ्||२४०|| 

240. The Vikāras like Komala a etc. are possible in one Grāma indeed this change in music is 

now acceptable by all.  

 

अस्माभभलतक्ष्र्सङ्गीतवेक्ष्र्मवशं स्वर्म ्| 

अततवतातमिे ग्रन्िानवातचीनान्र्तोऽधुना ||२४१|| 

241. Having referred Lakṣya Sāṅgīta by ourselves without any pressure, now we are excelled 

modern treatises. 

 

सङ्गीतान्तगततग्रामत्रर्ान्नो द्वादश स्वरािः | 

भमलन्त्र्ाधुतनका एवं र्दािुलतक्ष्र्पस्ण्डतािः ||२४२|| 

242. The twelve Svaras, included in music are not found from three Grāmas. Now-a -days the 

scholars of Lakṣya Sāṅgīta believe like this.  

 

लक्ष्र्र्दष्ट्र्ा समीचीनं स्पष्टीकरणमीर्दशम ्| 

ग्रन्ितोऽसंगतं त्वासीद्ग्रामतत्वं पिृक् तदा ||२४३|| 

243. According to Lakṣya Sāṅgīta the clarification that Grāma Tattva was not connected with 

the treatise but was separate at that time, is correct.  
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देशकालानुवतततत्वात्सङ्गीते पररवततनम ्| 

भववतव्र्ं तत्र चेतत शास्त्रववदां सुसंमतम ्||२४४|| 

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

according to place and time. 

 

ग्रन्िोक्ता र्बिवो रागािः साम्प्रतं पररवततततािः | 

र्दश्र्न्ते स्वीकृता लक्ष्रे् र्तस्ते स्र्ुिः सुरक्तक्तदािः ||२४५|| 

245. In Lakṣya Sāṅgīta it is accepted that many Rāgas included in treatises are seen changed 

as they may have sweet tune.  

 

 

अस्मदीरे् च सङ्गीते र्वनैरप्र्संशर्म ्| 

नानाववधतर्ा सद्यो ववहितं पररवततनम ्||२४६|| 

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

one music.  

 

प्रमादादवप सम्मोिादे्य रागा भ्रष्टतां गतािः | 

लक्ष्रे् स्र्ुस्ते सुतनर्तािः कततव्र्ािः शास्त्रकोववदैिः ||२४७|| 

247. Due to laziness and possessiveness the Rāgas have declined organised by the experts in 

Lakṣya Sāṅgīta.  

 

मेलप्रकरणम ्

हिन्दसु्िानीर्पद्धत्र्ां स्वरािः प्रोक्तास्तु द्वादश | 

उद्गमस्िानभूतास्ते रागाणाभमतत संमतम ्||२४८|| 

248. In Hindusthānīya Music Svaras are said to be twelve and it is accepted that they are the 

origin of Rāgas.  

 

सप्त शुद्धास्तु ववकृतािः पञ्च तत्र समीररतािः | 

र्ोग्र्मेलव्र्वस्स्ित्र्ा भवेर्ू रक्तक्तिेतविः ||२४९|| 

249. There it is nicely explained seven Svaras as Śuddha five as Vikṛta Svaras. By the proper 

arrangement of Mela for the purpose of pleasure.  

 

सूक्ष्मस्वरप्रर्ोगाणां ववधानं शू्रर्ते क्वगचत ्| 

ग्रन्िोक्ततनर्माभावात्तच्चचात वादमूलका ||२५०|| 
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250. Somewhere the statement showing the use of Sūkṣma Svaras is also heard. Due to 

unavailability of rules and regulations showed in treatises it’s discussion now has become the 

matter of controversy.   

 

तत्राऽवप मत्कृतािः केगचस्न्नर्मा वास्ञ्छता र्हद | 

कितर्ष्र्ाभम तान्नूनमन्र्स्माच्च प्रसङ्गतिः ||२५१|| 

251. There also if certain rules formed by are desirable then I will discuss them at other 

occasion.  

 

भभन्नशु्रततसमार्ोगे पररणामोऽवप स्र्ात्पिृक् | 

ववज्ञानं तु तिाप्रे्तच्रोतगृणेऽततदलुतभम ्||२५२|| 

252. The result of conjunction of different Śrutis is also different but this type of knowledge is 

rare in audience or listeners.   

 

मूच्छतनािः 
िमात्स्वराणां सप्तानामारोिश्चावरोिणम ्| 

मूछतनेत्र्ुच्र्ते लक्ष्रे् सैव स्र्ारागजन्मभूिः ||२५३|| 

253. In Lakṣya Sāṅgīta gradual ascending and descending order of seven Svaras is called 

Mūrcchanā and that only may be the origin of Rāga.  

 

प्राक्कालीनेषु ग्रन्िेषु मूछतनािः सप्त वणणततािः | 

प्रततग्रामसमासक्ता र्ामी रागािः समुस्त्ितािः ||२५४|| 

254. In ancient treatises seven types of Mūrcchanā connected to every Grāma are narrated 

from which Rāgas have emerged.  

 

भभन्नस्वरं समारभ्र् सप्तस्वरप्रकल्पनात ्| 

नूनं पररस्फुटा तत्र स्वरान्तरप्रभभन्नता ||२५५|| 

255. Beginning from different Svara up to the explanation of seven Svaras the settlement of 

Antara Svara is distinctly visible there.   

 

रत्नाकराहदग्रन्िेषु मूछतनाभभिः प्रर्बोगधतािः | 

रागमेला रिस्र्ं तत्सवेषां ववदषुां मतम ्||२५६|| 

256. In Granthas like Ratnākara etc. the Mela of Rāgas is informed by Mūrcchanā. All the 

scholars considered this as a secret.  
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आधुतनकेषु शासे्त्रषु रागमेलतनरूपणम ्| 

तीव्रकोमलाहदकाभभिः संज्ञाभभिः पररकस्ल्पतम ्||२५७|| 

257. In modern Śāstras the definition of Rāga and Mela are determined by the name Tīvra, 

Komala etc.  

 

 

मूछतनं तु स्वरस्र्ैव गमकाहदकसंक्षज्ञतम ्| 

स्वीकृतं लक्ष्र्संमत्र्ा श्रोतगृचत्तानुरञ्जकम ्||२५८|| 

258. Mūrcchanā of Svaras is named by Gamaka etc. which delights the mind of listeners is 

accepted by Lakṣya Sāṅgīta.   

 

 

मूछतनाप्रस्तारिः 
तै्रववध्र्ं स्वीकृतं तत्र मूछतनार्ा मनीवषभभिः | 

सम्पूणतत्वं षाडवत्व मोडवत्वं तिैव च ||२५९|| 

259. Scholars have accepted three types – Sampūrṇa, Śāḍava and Oḍava of Mūrcchanā.  

 

र्तिः सवै हि रागाख्र्ा र्दश्र्न्ते मूछतनागश्रतािः | 

तै्रववध्र्ं सुमतं तेषामवप शासे्त्र सुलक्षितम ्||२६०|| 

260. Hence, all Rāgas are seen to be residing on Mūrcchanā, the three types of Rāgas are nicely 

indicated in Śāstras.  

 

चतुिःस्वराहदसंघातान्न रागोत्पवत्तसम्भविः | 

इतत शास्त्रववदां तत्त्वं साम्प्रतं सवतसंमतम ्||२६१|| 

261. Now - a - days all have agreed with the belief of scholars that the formation of Rāga  is 

not possible from the union of four Svaras etc.  

 

सररगमपधनीतत सङ्गीते मेलको मतिः | 

पर्ातर्ो मूछतनार्ास्तु सत्कृतो लक्ष्र्वत्मततन ||२६२|| 

262. The scholars following Lakṣya Sāṅgīta are of the opinion that in music Sā, Re, Ga, Ma, 

Pa, Dha, Ni – seven Svaras are cause of Mela which is another name of Mūrcchanā.  

 

सररगमस्वरात्मकं मेले पूवातङ्गमीस्प्सतं | 

पधतनसस्वरैश्चावप सम्भवेदतु्तराङ्गकम ्||२६३|| 

263. The four Svaras Sā, Re, Ga, Ma forms the Pūrvāṅga Mela and remaining Pa, Dha, Ni, Sā 

makes the Uttrāṅga.  
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पूवातङ्गे कोमलौ प्रोक्तौ स्वरौ ररगौ तिैव च | 

उत्तराङ्गे तनधौ जे्ञर्ौ रागावर्वभूतकौ ||२६४|| 

264. In Pūrvāṅga, Komala Svaras Re and Ga and in Uttrāṅga  Komala  Ni and Dha are to be 

known as the components of Rāgas.   

 

पूवातङ्गे ह्यचलौ मान्र्ौ सुस्वरौ षड्जमध्र्मौ | 

उत्तराङ्गे पसाववप लक्षितावचलौ पुनिः ||२६५|| 

265. In Pūrvāṅga the Svaras Sā and Ma and in Uttrāṅga  the Svaras Pa and Sā are Said to be 

Acala.  

 

ररगधतनस्वराणां च ववकृततभभतनतरुवपतािः | 

प्रस्तारक्रिर्र्ा लक्ष्रे् मुख्र्तो रागमेलकािः ||२६६|| 

266. In Lakṣya Sāṅgīta generally the Mela of Rāgas are formed by the expansion of the Vikṛta 

Svaras Re, Ga, Dha and Ni. 

 

मेलज्ञानं ववना मेलजन्र्ं ज्ञातुं न शक्र्ते | 

तस्मात्तन्मेलर्बोधाि ंतत्स्वरूपं तनरुप्र्ते ||२६७|| 

267. It is not possible to know Rāgas without the knowledge of Mela. So, for the knowledge 

of Mela, its formation is described.  

 

प्रस्तारक्रिर्ा 
सारामतृे 

“षड्ज आद्यस्तदपुरर चत्वारिः िमशिः स्वरािः | 

ऋषभाख्र्ानकाश्चावप गान्धाराख्र्ानकाश्च ते ||२६८|| 

268. The first four Svaras along with Ṣaḍja, are gradually called Ṛṣabha and Gāndhāra.  

OR 

There the first one is not Gāndhāra and the fourth one is not Ṛṣabha but the second and third 

are Ṛṣabha and Gāndhāra respectively.  

 

प्रिमाहदत्रर्ं ह्यत्र भवेर्दषभसंज्ञकम ्| 

हद्वतीर्ाहदत्रर्ं चात्र गान्धारसंक्षज्ञतं भवेत”् ||२७०|| 

270. Here, from the first to third they are given name as Ṛṣabha and the three starting from 

second are given the name Gāndhāra.  
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ऋषभाहदत्रर्ं चावप रारीरूसंक्षज्ञतं र्हद | 

गागीगूसंज्ञकं भूर्ाद्गान्धाराहदत्रर्ं पुनिः ||२७१|| 

271. If the names Ra, Ri, Ru are given to three Svaras starting from Ṛṣabha then the names Gā, 

Gī, Gū will be there for the three starting from Gāndhāra.  

 

चतुष्वेव सुस्वरेषु षट् संज्ञािः पस्ण्डतैमततािः | 

प्रस्तारस्र् सुभसध्र्ितभमत्र्स्स्त तहद्वदां स्फुटम ्||२७२|| 

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

success of expansion. 

 

एवं च पञ्चमाग्रेऽि तनवसत्सु चतुष्वतवप | 

धाधीधुनातननवश्च संज्ञाषट्कं प्रकीततततम ्||२७३|| 

273. Thus, in the Svaras residing beside Pañcama the six names Dhā, Dhī, Dhu, Nā, Ni, Nu are 

given. 

 

उपर्ुतके्तऽि पूवांगे प्रस्तारक्रिर्र्ा धु्रवम ्| 

षट्प्रकारािः सम्भवरे्ु रागोपर्ोगगनश्च ते ||२७४|| 

274. In the above mentioned Pūrvāṅga it is certain that these six types are formed by the 

expansion method as they were useful for Rāgas.  

 

सरागामा सरागीमा सरागुमा सरीगगमािः | 

सरीगुमा सरुगुमा सरागुमा सरीगगमािः | 

सरीगुमा सरुगूमा इत्रे्ते स्र्ुिः पररस्फुटािः ||२७५|| 

275. They are as follows: सरागमा, सरागीमा, सरागमुा, सरीगगमा, सरीगुमा, सरुगूमा. 
 

वीणादंडखंडे प्रस्तारक्रिर्ातनदशतनम ्| 
 

उत्तराङ्गे त्वनेनैव न्र्ारे्न चोिवस्न्त हि | 

पधानासा पधानीसा पधानुसाहदकािः पुनिः ||२७६|| 

276. In the Same way in Uttrāṅga, there becomes six mela like - पधानासा पधानीसा पधानुसा 
 

द्वर्ोरप्र्ङ्गर्ोर्ोगादिुतूिः पूणतमेलकिः | 

रागजनकत्वमवप लोके तस्र्ैव र्ुज्र्ते ||२७७|| 
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277. By joining these two Aṅgas or formations Pūrṇa Mela is formed. And for generating 

Rāgas also this only is used.  

 

शुद्धमध्र्मस्र् संज्ञा मेतत प्रोक्ताऽत्र पस्ण्डतैिः | 

तीव्रमस्र् पुनश्चोक्ता मीतत भेदिः पररस्फुटिः ||२७८|| 

278. Śuddha Ma is named as Ma by learned and Tīvra म is again named as मी, so the difference 

is clear.   

 

प्रर्ोजनादतु्तराङ्गषट्कस्र् प्रिमे दले | 

षट्त्रत्रशंन्मेलसंप्रातप्तभतवेत्सद्यो न संशर्िः ||२७९|| 

279. In first group by the use of Uttrāṅga Ṣaṭaka we immediately get 36 Melas undoubtedly. 

 

मासंज्ञमध्र्मस्िाने मीसंज्ञो र्हद मध्र्मिः | 

प्रर्ुज्रे्त तदा चान्र्त्षट्त्रत्रन्शन्मेलसंभविः ||२८०|| 

280. In place of the Madhyama which is known as मा (Śuddha) if Madhyama मी (Tīvra) is used 

then another 36 Melas are formed.  

 

इतत द्वासप्तततिः प्रोक्ता मेलसङ्ख्र्ा तु लक्ष्र्ते | 

सवतरागाश्रर्ीभूता व्र्ंकटेश्वरतनभमतता ||२८१|| 

281. Thus, Vyaṅkaṭeśvara has composed the 72 Melas on which all Rāgas are resorted.  

 

मूछतनार्ा नव प्रकारािः  

सम्पूणेभ्र्श्च मेलेभ्र्िः षाडवौडवमागततिः | 

रे् प्रकारािः सम्भवस्न्त तान्वक्ष्रे्ऽि सववस्तरम ्||२८२|| 

282. Now I describe in detail those types which are based on the difference of Śāḍava and 

Oḍava  from all Melas.  

 

आरोिे स्र्ात्सुसम्पूणो, ववलोमऽेवप तिैव च | 

स भवेत्प्रिमो भेदो हद्वतीर्िः कथ्र्तेऽधुना ||२८३|| 

283. The first type – Sampūrṇa in both Āroha and Avaroha.   

 

अनुलोमे तु सम्पूणो ववलोमे षाडविः पुनिः | 

ततृीर्िः पूणत आरोिे ववलोमे चौडवो मतिः ||२८४|| 

284. Second type Sampūrṇa in Āroha and Śāḍava in Avaroha. Third type – Sampūrṇa in Āroha  

and Oḍava  in Avaroha.  

 

षाडवो रोिणे र्स्तु सम्पूणतिः स्र्ाहद्वलोमके | 

चतुिो वणणततो भेदिः पञ्चमिः कथ्र्ते र्बुधैिः ||२८५|| 
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285. Fourth type – Śāḍava in Āroha and Sampūrṇa in Avaroha  . 

 

आरोिणे षाडवत्वं ववलोमके तिैव च | 

स्र्ात्षाडवौडविः षष्ठिः सवतत्रावप सुसंमतिः ||२८६|| 

286. Fifth - Śāḍava in both Āroha and Avaroha. Six – Śāḍava in Āroha and Oḍava in Avaroha.  

 

औडवो रोिणे र्स्तु सम्पूणतश्च ववलोमके | 

सम्मतिः सप्तमो भेदो लक्ष्रे् तनत्र्ं सुखप्रदिः ||२८७|| 

287. Seventh – Oḍava in Āroha and Sampūrṇa in Avaroha.  

 

आरोिणे चौडविः स्र्ाहद्वलोमके षाडविः पुनिः | 

  अष्टमो तनस्श्चतस्तज्ज्ञैनतवमिः प्रोच्र्तेऽधुना ||२८८||  

288. Eighth - Oḍava in Āroha and Śāḍava in Avaroha.  

 

ओडवौ रोिणे तनत्र्मवरोिेऽवप चौडविः | 

इत्रे्ते वणणतता भेदािः सवतरागाश्रर्ा मर्ा ||२८९|| 

289. Ninth – Oḍava in both Āroha and Avaroha. Thus, I have narrated the types of Mūrcchanā 

of all Rāgas are.  

 

हद्वसप्तततमूतछतणास्तािः पूवतमेव मर्ोहदतािः | 

उपर्ुतक्ता नवभेदािः प्रत्रे्कत्र्ा भवस्न्त ते ||२९०|| 

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

are formed.  

 

शक्र्रागसंख्र्ातनणतर्िः  

अि कुवे प्रर्बोधाि ंस्जज्ञासूनां तनरूपणम ्| 

मूछतनागतरागाणां प्रस्फुटं च सववस्तरम ्||२९१|| 

291. Now I describe in detail the Rāgas originated from Mūrcchanā for the knowledge of 

people interested in Music.  

 

शुद्धस्वरमूछतनाऽसौ शङ्कराभरणाभभधा | 

तत्र सम्भाव्र्रागाणां कुमतिः संख्र्ातनदशतनम ्||२९२|| 

292. Here, we describe the numbers of Rāgas which are originated from the Mūrcchanā     

named Śaṅkarābharaṇa having Śuddha Svaras.  

 

सम्पूणातरोिावरोिप्रकार एक एव हि | 

सम्पूणतषाडवास्तत्र षडेव सम्भवस्न्त ते ||२९३|| 

293. Rāga having Sampūrṇa Āroha and Avaroha is only one, where as there are six types of 

Rāgas which is Sampūrṇa Śāḍava.  
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सम्पूणौडवकाश्चावप पञ्चदशभमतािः पुनिः | 

इतत पररस्फुटं भूर्ादनार्ासेन तहद्वदाम ्||२९४|| 

294. It is clearly defined that there are fifteen types of Rāgas having Sampūrṇa Oḍava.  

 

षाडवारोिसम्पन्ना ववलोमे पूणततार्ुतािः | 

षट्प्रकारािः सम्भवस्न्त न तत्र कोऽवप संशर्िः ||२९५|| 

295. There is no doubt that there are six types of Rāgas having Śāḍava -Sampūrṇa.  

 

 

षाडवारोिसंर्ुक्ता ववलोमेऽवप च षाडवािः | 

षट्त्रत्रशंिेदकास्तत्र मन्र्न्ते लक्ष्र्कोववदैिः ||२९६|| 

296. Scholars of Lakṣya Sāṅgīta believe that there are thirty-six types of Rāgas having Śāḍava 

Āroha and Avaroha.  

 

षाडवौडवभेदास्तु नवततिः सम्प्रकीततततािः | 

पञ्चदशितािः षट् ते पररस्फुटभमदं पुनिः ||२९७|| 

297. The types of Śāḍava and Oḍava together are Said to be ninety. It is again clear that the 

fifteen types of Rāgas are multiplied by six. So, in total 90.  

 

औडवारोिसंर्ुक्ता ववलोमे षाडवा अवप ||२९८|| 

नवततभमतप्रभेदा लक्ष्र्ज्ञैस्तत्र तनस्श्चतिः ||२९९|| 

298- 299. All Lakṣya Scholars believe that the types of Rāgas having Oḍava Āroha and Śāḍava 

Avaroha  are ninety.  

 

औडवौडवभेदास्ते शरनेत्रकरा मतािः | 

एकैकस्र्ां मूछतनार्ां प्रकारािः सम्भवस्न्त ते ||३००|| 

300. Rāgas having Oḍava - Oḍava  are having 225 types from each and every Mūrcchanā    . 

(शरनेत्रकरा = शर – कामदेवस्र् पञ्चशरािः, नेत्रे = २, करािः = २: अङ्कानां वामतो गततिः अतिः 
२२५) 

 

मूछतनाप्रस्तारतनदशतनम ् 

“िमात्स्वराणां सप्तानामारोिश्चावरोिणम ्|” 

मूछतनेत्र्ुच्र्ते शासे्त्र तिेदास्तु त्रर्ो मतािः || 

The change in the position of seven Svaras in Āroha and Avaroha by order is known as 

Mūrcchanā. Three types of Mūrcchanās are mentioned in treatises.  

 

पञ्चदशप्रकारैशे्चदौडवैिः षाडवा र्ुतािः | 

खाङ्कभमता भवेत्सङ्ख्र्ा तार्दशानामसंशर्म ्||३०१|| 

301.By fifteen types of Śāḍava and Oḍava undoubtedly there become innumerable Rāgas.  
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औडवौडव भेदास्ते शरनेत्रकरा मर्ा | 

पूवतमेव समाख्र्ातािः पुनरुक्तक्ततनतरगितका ||३०२|| 

302. The 225 types of Oḍava Rāgas are previously described by me so it is useless to revise it 

again.  

 

एवं प्रततमूछतनार्ां शक्र्ा मेलािः पररस्फुटािः | 

 वेदवसुवेदभमतािः सुतनस्श्चता ववचिणैिः ||३०३|| 

303. Thus the possible Melas from every Mūrcchanā are clear. Thus, learned have decided the 

number of Rāgas are 484.  

 

हद्वसप्तततमेलकेषु न्र्ारे्नानेन लक्षितािः | 

वसुवेदवसुवेदरामा रागा ततिः पुनिः ||३०४|| 

304. Considering this calculation 34848 Rāgas are originated from 72 Melas. (वसु= ८,राम=३) 
 

रागोत्पादनपद्धततररर्ं कणातटदेशके | 

अधुनाऽवप सुप्रतीता भवेत्सवतसुसम्मता ||३०५|| 

305. All agreed with the fact that this method of origin of Rāgas are popular in Karnataka even 

today.  

 

हिन्दसु्िानीर्पद्धत्र्ां मागातिः स्र्ुरपरा अवप | 

तनरुवपता लक्ष्र्वविी रागोत्पादनिेतविः ||३०६|| 

306. Over and above this Lakṣya scholars have shown other ways for the origin of Rāgas in 

Hindusthānī style.  

 

आरोिणे चाभलतास्ते स्वरा न स्र्ुववतलोमके | 

अिवा अहद्वपर्ातसो जनरे्रागभेदकम ्||३०७|| 

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

स्र्ारागोगचतस्वरेषु ववभशष्टा विता पुनिः | 

समानस्वरेष्विवा वाहदभेदादभवेतिदा ||३०८|| 

308. By using Vakra Svaras in regular Svaras another type of Rāga is formed. Or by using 

different Vādi Svaras in to lines of Same Svara different types of Rāga is formed.   

 

न रागाणां न तालानामन्तिः कुत्रावप ववद्यते | 

इतत र्च्ूर्ते लोके केवलं तद्यिाितकम ्||३०९|| 

309. ‘There is no end of Rāgas and Tālas.’- this famous statement is correctly Said . 

 

वस्तुस्स्िततिः 
एतावती र्हद सङ्ख्र्ा रागाणां शास्त्रतनस्श्चता | 
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लक्ष्र्मागे न ते सवे प्रतीता इतत प्रस्फुटम ्||३१०|| 

310. It is clear that if these numbers of Rāgas are decided by Śāstras than all of them are not 

found in Lakṣya Sāṅgīta .  

 

मेलसंख्र्ा ग्रन्िकृतिमतित्र्ोऽवप प्रपस्ञ्चतािः | 

लक्ष्र् प्रभसवद्धवैधुर्ातद्विवस्ताह्युपेक्षितािः ||३११|| 

311. The number of Mela is deeply expanded by authors / writers. In Lakṣya many of them 

are ignored due to lack in popularity.  

 

आधुतनका गार्का रे् तनष्णाता गानशास्त्रके | 

गार्न्तस्तत्र शू्रर्न्ते क्वगचरागशतद्वर्म ्||३१२|| 

312. It is heard that modern singers who are expert in vocal music sing a Rāga in two hundred 

ways.  

 

हद्वसप्तततमेलसमितनम ्

चतुदंक्तडप्रकाभशकार्ाम ्

हद्वसप्तततमेलकानां तनमातताव्र्ञ्कटेश्वरिः | 

स्वकीरे् ग्रन्िके ब्रूते स्पष्टं तत्सवृष्टकारणम ्||३१३|| 

313. Vyaṅkaṭeśvara, the founder of 72 Melas in his treatise clearly narrates the cause of its 

creation.  

 

“ननु हद्वसप्तततमेला भवता पररकस्ल्पतािः | 

प्रभसद्धािः पुनरेतेषु मेला कततगचदेव हि ||३१४|| 

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

 

र्दश्र्न्ते न तु सवऽेवप तने तत्कल्पनं विृा | 

कल्पनागौरवन्र्ार्ाहदतत चेहददमुच्र्ते ||३१५|| 

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.  

 

अनन्तािः खलु भेदास्ते देशस्िा अवप मानवािः | 

तेषु साङ्गीततकैरुच्चावचसङ्गीतकोववदैिः ||३१६|| 

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

Said like this.  

 

रे् कल्पतर्ष्र्माणाश्च कल्प्र्मानाश्च कस्ल्पतािः | 
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अस्मदाहदभभरज्ञाता रे् च शास्त्रैकगोचरािः ||३१७|| 

317. Those Melas which were based on imagination, are based on imagination and will be 

based on imagination and found in Śāstras, are known to as.  

 

रे् च देशीर्रागास्तरागसामान्र्मेलकािः | 

संग्रिीतुं समुन्नीता एते मेला हद्वसप्तततिः || 

ततस्त्वेतेषु वैर्थ्र्तशङ्का क्रकं कारणं  भवेत ्||३१८||” 

318. For supporting Deśī Rāga and their common Mela, these Mela are raised up to 72, so, 

there is no reason for suspecting there.  

 

रञ्जनारागता तनत्र्ं तनर्मो र्बुधसंमतिः | 

सुरागाणामवप सङ्ख्र्ा तेन मर्ातहदता भवेत ्||३१९|| 

319. By this the numbers of the Rāgas which are pleasure giving, following the rules and which 

are accepted by learned also become limited.  

 

प्राचीनरागलिणातन 

चतुदंक्तडप्रकाभशकार्ाम ्

रञ्जर्ंतत मनांसीतत रागास्ते दशलिणािः | 

कीततततािः पूवतग्रन्िेषु लिणातन ब्रुवेऽधुना ||३२०|| 

320. In ancient treatises it is Said that Rāgas which delight the mind are having ten 

characteristics. Now I narrate those characteristics.  

 

लिणातन दशोक्तातन लक्ष्र्न्ते तावदाहदतिः | 

ग्रिांशौ मन्रतारौ च न्र्ासापन्र्ासकौ  तिा ||३२१|| 

अि संन्र्ासववन्र्ासौ र्बिुत्वं चाल्पता तिा | 

लिणातन दशैतातन रागाणां मुनर्ोऽब्रुवन ्||३२२|| 

321,322. Here, ten characteristics are narrated right from beginning. Authors of Śāstras have 

mentioned ten characteristics as Graha, Aṃśa, Mandra, Tāra, Nyāsa, Apanyāsa, Sannyāsa, 

Vinyāsa, Bahutva and Alpatva.  

प्रारभ्र्ते रे्न गीतं स स्वरो ग्रिको मतिः | 

गीतसमातप्तकृन्न्र्ासो वण्र्तते चांशकिः पुनिः ||३२३|| 

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

end the song, is known as Aṃśa.  

 

र्बिुशो गीर्ते रे्न स्वरेणांशिः स कथ्र्ते | 
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अंशस्वरस्त्वसावेव जीवस्वर इतत स्मतृिः ||३२४|| 

324. The Svara which repeated again and again is known as Aṃśa. The Same Aṃśa Svara is 

known as Jīva Svara.  

 

उक्तदशलिणानां नूनं स्र्ाद्गौरवं पुरा | 

देश्र्ाभमि पुनस्तेषां सम्मतं पररवततनम ्||३२५|| 

325. Again, the change in them is agreed by formerly the above Said ten characteristics may 

have significance. But now again in Deśī the change in them is accepted/agreed.  

 

व्र्विारे लिणानां त्रर्ाणामेव वणतनम ्| 

र्दश्र्ते कृतमाचार्ैवतर्ं लक्ष्र्ानुवतततनिः ||३२६|| 

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

only.  

  

ग्रिन्र्ासापन्र्ासानां तनर्मािः साम्प्रतं हि ते | 

र्िार्ोग्र्ं नैव लक्ष्रे् र्दश्र्न्त इतत संमतम ्||३२७|| 

327. But now we, the followers of Lakṣya Sāṅgīta have agreed that principals/definition of 

Graha, Nyāsa and Apanyāsa are not suitable for Lakṣya.  

 

तिाहि कस्ल्लनािटीकार्ाम ्

रे्षां शु्रततस्वरग्रामजात्र्ाहद तनर्मो नहि | 

नानादेशगततच्छार्ा देशीरागास्तु ते मतािः ||३२८|| 

328. The Rāgas in which there are no fix rules for Śrutis, Svara, Grāma, Jāti etc. and which 

are spread in various provinces are known as Deśī Rāga.  

 

कामचारप्रवतततत्वं देशीरागात्वलिणम ्| 

तनर्मे तु सतत तत्र मागतत्वमनुलक्षितम ्||३२९|| 

329. To move / proceed forward as one’s desire/liking is the characteristic of Deśī Rāga. If it 

follows the rules / if it is as per rule than it is characteristic of Mārgī.  

 
सारामतृे मतङ्गसम्मतरागलिणातन 

ग्रिांशतारमन्राश्च न्र्ासापन्र्ासकौ तिा | 

अवप संन्र्ासववन्र्ासौ र्बिुत्वं चाल्पता तिा ||३३०|| 

लिणातन दशैतातन रागाणां मुनर्ोऽब्रुवन ्| 

दशानामवप चैतेषां िमाल्लिणमुच्र्ते ||३३१|| 
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330,331. Authors of Śāstras have described ten characteristics of Rāgas , as follows – Graha, 

Aṃśa, Tāra, Mandra, Nyāsa.  

 

रे्नादौ गीर्ते गीते स्वरेण स भवेद्ग्रििः | 

र्बिुशो गीर्ते रे्न स्वरेणांशिः स कथ्र्ते ||३३२|| 

332. Graha is that Svara which is always sung in beginning of the song. That Svara which is 

repeatedly sung is known as Aṃśa.  

 

अंशिः स्वरोप्र्सावेव जीवस्वर इतत स्मतृिः | 

नीचैिः स्वरेण र्द्गानं स मन्रस्वर उच्र्ते ||३३३|| 

333. This Aṃśa Svara is also known as Jīva Svara. The song which is sung with low pitch is 

known as Mandra Svara. 

 

उच्चैिः स्वरेण तद्गानं स तारस्वर उच्र्ते | 

न्र्ासस्वरिः स कगितो रे्न गीतं समाप्र्ते ||३३४|| 

334. The song which is sung with high pitch is known as Tāra Svara. Nyāsa Svara is that with 

which the song ends.  

अवान्तरसमातप्त ंर्ो रागस्र् ववतनोतत सिः | 

अपन्र्ासिः स स्मतृोऽन्र्स्त्वात्र्स्न्तकसमातप्तकृत ||३३५|| 

335. The Svara on which the song ends in the middle portion (अवान्तर) is known as Apanyāsa 

and the other nearer to it ends the song.  

 

इतत भेदो भवेन्न्र्ासापन्र्ासस्वरर्ोद्वतर्ोिः | 

संन्र्ासो नाम गीताद्यखण्डस्र्ैवसमातप्तकृत ्||३३६|| 

336. Thus, Nyāsa and Apanyāsa are of two types. The Svara which ends with the first Caraṇa 

of the song is known as Sannyāsa.   

 

गीतखण्डाद्यावर्वस्र्ान्ते ततष्ठतत स स्वरिः | 

ववन्र्ास एतौ सन्र्ासववन्र्ासौ भरताहदभभिः || 

अन्तभूततावपन्र्ासस्वर एवेतत कीततततम ्||३३७|| 

337. The last Svara of each Caraṇa in a song is known as Vinyāsa. These two are known as 

Sannyāsa and Vinyāsa by Bharata and the middle one is Said to be is Apanyāsa Svara.  

 

अलङ्घनं तदभ्र्ासो र्बिुत्वं हद्वववधं मतम ्| 

स्वरस्र्ास्पशतनं र्त्तल्लंघनं पररकीततततम ्||३३८|| 
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338. There are two types of Bahutva – Alaṅghana m Bahutva and Abhyāsa  Bahutva.  

 

साकल्रे्न स्वरस्पशतस्त्वलङ्घनभमतत स्मतृम ्| 

र्देकस्र् स्वरस्र्ैव नैरन्तरे्ण वािवा ||३३९|| 

339. Alaṅghanam is that where one Svara is touched or not entirely and constantly.  

 

व्र्वधानेन स्र्ािरू्ो भूर्ोप्र्ुच्चारणम ्हि तत ्||३४०|| 

340. Abhyāsa is that where the Svara is sung repeatedly due to intervention. Thus, it is of two 

types.  

 

अल्पत्वं च हद्वधा प्रोक्तमनभ्र्ासाच्च लङ्घनात ्| 

पूवोक्ताभ्र्ासराहित्र्मनभ्र्ासिः प्रकीततततिः | 

पूवोक्तालङ्घनाभावो लङ्घनं पररकीततततम ्||३४१|| 

341. Alpatva is also of two types because of Abhyāsa  and Laṅghana. Anabhyāsa is that where 

there is lack /absence of above Said Abhyāsa . The absence of above Said Alaṅghana is called 

Laṅghana.  

 

वादीसम्वादी-प्रकरणम ्

प्रततरागे लक्षितव्र्ाश्चतुववतधािः स्वरािः र्बुधैिः | 

वाहदसम्वाद्यनुवाहदवववाहदनश्च तनत्र्शिः ||३४२|| 

342. In every Rāga there are four types of Svaras found by learned – Vādi, Saṃvādi, Anuvādi 

and Vivādi.  

 

वादीस्वरस्त्वेक एव सम्वाद्यवप तिैव च | 

शेषाणामनुवाहदत्वं वववादी वस्जततस्वरिः ||३४३|| 

343. Vādi Svara is only one. Saṃvādi is also one. The remaining are Anuvādi and the Vivādi 

Svara is called Varjita Svara.  

 

ग्रन्िोक्तर्िः 
रत्नाकरे 

चतुववतधािः स्वरा वादी सम्वादी च वववाद्यवप | 

अनुवादी च वादी तु प्रर्ोगे र्बिुलिः स्वरिः ||३४४|| 

344. There are four types of Svaras – Vādi, Saṃvādi, Vivādi and Anuvādi. Among these 

abundant uses of Vādi is seen (Vādi Svara is used in practise abundantly).  
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शु्रतर्ो द्वादशाष्टौ वा र्र्ोरन्तरगोचरािः | 

भमििः सम्वाहदनौ तौ स्तो तनगावन्र्वववाहदनौ ||३४५|| 

345. The two Svaras Ni and Ga, whose twelfth or eighth Śruti  are internally influenced. They 

become Saṃvādi to each other and elsewhere they are Vivādi.  

 

ररधर्ोरेव वा स्र्ातां तौ तर्ोवात ररधाववप | 

शेषाणामनुवाहदत्वं वादी राजाऽत्र गीर्ते ||३४६|| 

346. Similarly, Re or Dha also become Vādi and Saṃvādi and the remain are Anuvādi. Here 

Vādi is Said to be a King.  

 

संवादी त्वनुसाररत्वादस्र्ा मात्र्ोऽभभधीर्ते | 

वववादी ववपरीतत्वाद्धीरैरुक्तो ररपूपमिः | 

नपृामात्र्ानुसाररत्वादनुवादी तु भतृ्र्वत ्||३४७|| 

347. Saṃvādi follows Vādi so it is called Amātya. Due to adversity Vivādi is Said to be the 

enemy of Re. and as Anuvādi follows Vādi – the king and Saṃvādi the minister is like servant.  

 

वववादीस्वरव्र्ाख्र्ाने रत्नाकरप्रपस्ञ्चतम ्| 

रिस्र्ं क्रकस्ञ्चदप्र्ासीतिन्नं ममतववदां मते ||३४८|| 

348. According to learned in the definition of Vivādi Svara some different secret is expanded 

by Ratnākara.  

 

पाररजाते 
संगीतशास्त्रवेत्तारिः प्रवदस्न्त मुनीश्वरािः | 

प्रर्ोगो र्बिुधा र्स्र् वाहदनं तं स्वरं जगुिः  ||३४९|| 

349. The authors well-versed in Sāṅgīta Śāstra Say that the Svara which is often used in 

practise is to be known as Vādi.  

 

भमििः संवाहदनौ तौ स्तिः सपौ स्र्ातां पसौ तिा | 

न वादी न च संवादी न वववाद्यवप र्िः स्वरिः || 

सोऽनुवादीतत ववजे्ञर्िः सूक्ष्मर्दष्ट्र्ा ववचिणैिः ||३५०|| 

350. Sā and Pa, Pa and Sā both are Saṃvādi for each other. The Svara which is neither Vādi 

nor Saṃvādi or not even Vivādi is to be known as Anuvādi according to experts.  
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रक्तक्तववच्छेदिेतुत्वं र्स्स्मन्रागे तु र्स्र् तत ्| 

तरागस्िस्वरैस्तस्र् वववाहदत्वं भवेद्धु्रवम ्||३५१|| 

351. In Rāga, weather the Svara is Vivādi or not is decided on the basis of that particular Svara 

of that Rāga. Which is particularly used to breakdown the charm.  

 

संगीतसमर्सारे 

“सप्तस्वराणां मध्रे्ऽवप स्वरे र्स्स्मन्सुरागता | 

स जीवस्वरइत्र्ुक्तो ह्यंशो वादीतत कथ्र्ते ||३५२|| 

352. Among these seven Svaras also the Svara which has lovely tune is called Jīva Svara. The 

Same is again called Aṃśa or Vādi.  

 

जीवस्वरस्र् सर्दशिः सम्वादीस्वर उच्र्ते | 

वववादी स्र्ाहद्वसर्दशिः सोऽनुवादी त्रर्ात्मकिः ||३५३|| 

353. Saṃvādi Svara is Said to be similar to be Jīva  Svara and that which is not similar is 

Vivādi.  

 

अनुवाहदतन सम्वाहदतन जीवस्वरके सदा कलाववतििः | 

र्बिुतमर्बिुतरर्बिविः कार्ात रागा ववलोमेन ||३५४|| 

354. Expert musician has created many Rāgas by using Anuvādi, Saṃvādi and Jīva Svara 

much, more and most respectively.  

 

सुप्रर्ोगे वववाहद सिः स्वल्पिः कार्ोऽिवा पुनिः | 

प्रच्छादनीर्ो लोप्र्ो वा मनाक् स्पशतिः स्वरस्र् र्िः || 

प्रच्छादनं तदेवािुलोपिः स्वरस्र् तनकृततिः ||३५५|| 

355. In practice the use of Vivādi is minimum or again the Svara which is hidden, which is 

abolished or touched little. (Manāk Sparśa)  

 

पुङ्डरीकववठ्ठलेन स्वग्रन्िे प्रततपाहदतम ्| 

वववादी तु सदा त्र्ाज्र् इतत मतं सुतनस्श्चतम ्||३५६|| 

356. Puṇḍarīka Viṭṭhal has firmly established in his treatise that Vivādi Svara should always 

be abandoned/left out.  

प्रर्ोगे र्बिुधावतृ्तिः स्वरो वादीतत नामकिः | 

रागस्र् जीवभूतोऽसौ मन्र्ते गानकोववदैिः ||३५७|| 
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357. The Svara named Vādi which is generally used in practice is believed/considered to be 

the life of Rāga by expert singers.  

 

प्रत्रे्कस्स्मन्स्तु रागेऽसौ वादी ह्यततमित्ववान ्| 

तनश्चार्को रागनाम्निः समर्स्र्ावप व्र्ञ्जकिः ||३५८|| 

358. In every Rāga this Vādi is very significant. It is also the time indicator and decision maker 

of every Rāga.  

 

ववदग्धा गार्का गीते वववाहदनमवपस्वरम ्| 

ईषत्स्पशतचालनेन प्रदशतर्स्न्त लक्ष्र्के ||२५९|| 

359. In Lakṣya Sāṅgīta singers declares as Vivādi Svara which moves even by little touch. 

 

प्रार्िः स्वरं वववाहदनं र्ोजर्न्त्र्वरोिणे | 

न तच्छासे्त्रऽवप दोषािं ग्रन्िेषु तनर्मोऽह्यसौ ||३६०|| 

360. In that Śāstra generally Vivādi Svara used in Avaroha  is not considered as fault. This is 

the rule in treatises.  

  

सुप्रमाणर्ुतो मन्रे् वववाद्यवप सुरक्तक्तदिः | 

र्िेषत्कृष्णवणेन शुभ्रस्र्ाततववगचत्रता ||३६१|| 

361. I believe that just as white colour looks beautiful with the little use of black colour, 

similarly the Vivādi Svara with accurate scale, gives pleasure.  

 

सङ्गीतसाधारणलिणम ्

प्रातिःकाले तिा सार्ंगेर्ा रागास्तु रे् मतािः | 

संगधप्रकाशनामानो ह्यस्माभभरत्र लक्षितािः ||३६२|| 

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

Sandhiprakāśa.  

 

एतार्दशेषु रूपेषु रमणीर्त्वभमष्र्ते | 

कोमलत्वे ररधर्ोश्च तीव्रत्वे तनगर्ोरवप ||३६३|| 

363. In such types of Rāgas, the pleasantness of Komala  Re and Dha and of Tīvra Ni and Ga 

is expected.  

 

सार्ङ्कालस्तीव्रमेण शुद्धमेन तिेतरिः | 
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प्रदश्र्तते र्िार्ोगं तनर्मोर्ं सुसंमतिः ||३६४|| 

364. Rāgas of evening time are presented by Tīvra Ma and Śuddha Ma. Others also agreed 

with this.  

 

सङ्गीतस्र् मुख्र्वगातस्त्रर्िः कैस्श्चत्समगिततािः | 

स्वराणां ववकृत्र्धीना ममतजै्ञिः शास्त्रकोववदैिः ||३६५|| 

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

Svaras.  

 

शुद्धस्वरसम्मेलने प्रिमो भेदको भवेत ्| 

ररधर्ोश्च कोमलत्वे हद्वतीर्ोऽवप सुरक्तक्तदिः ||३६६|| 

मदृतु्वे तनगर्ोतनतत्र्ं ततृीर्िः स्र्ात ्स्वतंत्रकिः | 

हद्वरूवपणा मध्र्मेन तत्र भेदास्तु षड्ववधािः ||३६७|| 

366, 367. In the arrangement of Śuddha Svaras with the help of two types of Ma – the first 

Svara becomes splitter. Second, Komala Re and Dha give delight and the third Mṛdu Ni and 

Ga become always independent. Thus, there are six divisions.    

 

षट्स्वेतेष्ववप वगेषु लक्ष्र्सङ्गीतववस्तरिः | 

समावेशतर्तुं शक्र्भमतत नूनं वदस्न्त ते ||३६८|| 

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

 

तानप्रकरणम ्

ववस्तार्तते रे्न रागिः स तानिः कथ्र्ते र्बुधैिः | 

शुद्धकूटववभेदेन हद्वववधास्ते सुलक्षितािः ||३६९|| 

369. It is Said by learned that Tāna is that by which the Rāga  is expanded, they are of two 

types Śuddha and Kuṭa.  

 

शुद्धतानरिस्र्ं तल्लक्ष्रे् निे पररस्फुटम ्| 

इतत तेषां समाख्र्ानं मन्रे्त्र तनष्प्रर्ोजनम ्||३७०|| 

370. Their statement that, in Lakṣya the secret (formation) of Śuddha Tāna is not mentioned 

here clearly is useless according to me.  

 

केगचद्वदस्न्त तानेभ्र् एतेभ्र्ो लक्ष्र्वत्मततन | 

प्रभसद्धं रागतै्रववध्र्ं समुस्त्ितमसंशर्म ्||३७१|| 
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371. Some people Say that in Lakṣya Sāṅgīta the popular three types of Rāgas are undoubtedly 

originated from these Tāna.  

 

चतुदंक्तडप्रकाभशकार्ाम ्

“तानो हद्वधा शुद्धतानिः कूटतानिः इतत िमात ्| 

एकैकरागमात्राभभव्र्क्तक्तसंपादकस्तु र्िः ||३७२|| 

स शुद्धतान इत्र्ुक्तिः कूटतानिः स उच्र्ते | 

र्स्तु रागद्वर्स्फूतततिः साधारणतर्ा स्स्ितिः ||३७३||” 

372, 373. There are two types of Tāna – Śuddha Tāna and Kuṭa Tāna. Which represents only 

one Rāga is called Śuddha Tāna. Whereas the Rāga which represents two Rāgas in general is 

called Kuṭa Tāna.  

 

ग्रन्िकारास्तु प्राचीनािः कस्मास्च्चदवप कारणात ्| 

प्रर्ोजनं लक्ष्र्गाभम न वदस्न्त पररस्फुटम ्||३७४|| 

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

 

चतुरशीतीतत सङ्ख्र्ा सुव्र्क्ता सवतसंमता | 

प्रस्तारो मूछतनार्ािः स्र्ात्कदागचदेतदसु्त्ितिः ||३७५|| 

375. The number of Tāna are 84 is clearly accepted by all. Perhaps the expansion of Mūrcchanā 

must have originated from this.  

 

कूटतानािः 
रत्नाकरे 

असम्पूणातश्च सम्पूणात व्र्ुत्िमोच्चाररतस्वरािः | 

मूछतनािः कूटतानािः स्र्ुस्तत्सङ्ख्र्ामभभदध्मिे ||३७६|| 

376. The Sampūrṇa and Asampūrṇa Mūrcchanā which have Svaras in broken order is called 

Kuṭa Tāna. Now we narrate their numbers.  

 

पूणातिः पञ्चसिस्राणण चत्वाररशंद्युतातन तु | 

ऐकैकस्र्ां मूछतनार्ां कूटतानािः सि िमैिः ||३७७|| 

377. The numbers of Pūrṇa Kuṭa Tāna which is produced in order from each Mūrcchanā     is 

5040.  

 

स्र्ुिःषाडवानां ववशंत्र्ा सि सप्तशतातन तु | 
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औडुवानां तु ववशंत्र्ा सहितं शतभमष्र्ते ||३७८|| 

378. The number of Śāḍava Kuṭa Tāna are shown 720 and Oḍava are 120.  

 

चतुिःस्वराणां कूटानां चतुववशंततरीररतािः | 

त्रत्रस्वरािः षड्हद्वस्वरौ द्वावेकस्त्वेकस्वरो मतिः ||३७९|| 

379. The number of Kuṭa Tāna having four Svaras are six having two Svaras are two and 

having one Svaras is one.  

 

तनर्मोऽर्ं र्िार्ोग्र्ं कल्पनीर्ो ववचिणैिः | 

प्रस्तारेऽवप मूछतनार्ा उपर्ुतके्त सववस्तरम ्||३८०|| 

380. This principal is considered suitable by learned. In the above mentioned प्रस्तार the numbers 

of Mūrcchanā are written in detail.  

 

अङ्कानेकाहदसप्तान्तानूध्वतमूध्व ंभलखेत्िमात ्| 

िते पूवेण पूवेण तेषु चाङ्के परे परे || 

एकस्वराहदसङ्ख्र्ा स्र्ात्िमेण प्रततमूछतनम ्||३८१|| 

381. The number starting from 1 up to 7 should be written respectively in ascending order. The 

number of Kuṭa Tāna having one Svara which is produced from every Mūrcchanā is known 

by multiplying every next number by its previous numbers.  

 

 

प्रस्तारतनर्मिः रत्नाकरे 

िमं न्र्स्र् स्वरिः स्िाप्र् पूवतिः पूवतिः परादधिः | 

स चेदपुरर तत्पूवतिः पुरस्तूपररवतततनिः | 

मूलिमिमात्पषृ्ठे शेषािः प्रस्तार ईर्दशिः ||३८२|| 

382. The rule of expansion is shown here for knowing the different orders of seven Svaras. 

First of all, the original order i.e., Sā 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.  

 

खङ्डमेरुिः दपतणे, 
नष्टोहद्दष्टप्रर्बोधाि ंखङ्डमेरुरिोच्र्ते | 

सप्तकोष्ठां भलखेदाद्यां पङ्क्तक्तमेकैककोष्ठतिः ||३८३|| 

िीनं तु पूवतपूव ंस्र्ात्पङ्क्तक्तषट्कमधो भलखेत ्| 

आद्यपङ्क्त्र्ाहदकोष्ठेषु तु भलखेदेकं परेषु खम ्||३८४|| 
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383, 384. Here the Khaṇḍameru is shown for the knowledge of ‘नष्ट’(expelled) and 

‘उहद्दष्ट’(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.  

 

हद्वतीर्पङ्क्त्र्ावप्रे्कमाद्यकोष्ठे भलखेद्बुधिः | 

परेषु पूवतपूवातङ्कं कोष्ठसङ्ख्र्ागुणं न्र्सेत ्||३८५|| 

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.   

 

एवमेव भलखेदङ्कमधोऽधिः पङ्क्तक्तकोष्ठके | 

खङ्डमेरुरर्ं प्रोक्तो नष्टोहद्दष्टप्रर्बोधकिः ||३८६|| 

386. In the following lines also, the number should be written like these in every table. The 

Same  is Said  to be Khaṇḍameru. Which makes one aware of ‘नष्ट – उहद्दष्ट’. 

 

तदपुर्ोगिः 
वेद्यतानस्वरभमतान्दत्वा तेष्वेव लोष्टकान ्| 

मूलिमं भलणखत्वादावुहद्दष्टं तदधो भलखेत ्||३८७|| 

387. In order to know a particular Tāna, one should keep the number of pebbles in number of 

tables which are similar, to the number of Svara used in that Tāna and there after writing the 

original order, one should write the type of उहद्दष्ट Tāna below it.  

 

स्वरान्मूलिमस्र्ान्त्र्ात्पूव ंर्ावततििः स्वरिः | 

उहद्दष्टान्त्र्स्तावततिे कोष्ठेऽधो लोष्टकं क्षिपेत ्||३८८|| 

388. The pebble should be brought down in the Same number of lines in which number the last 

Svara उद्विष्ट is there from the last Svara in original order.  

 

लोष्टचालनमन्त्र्ात्स्र्ात्त्र्क्त्वा ल्धं िमो भवेत ्| 

समशे्चदस्न्तमोनऽ्त्रे्न सोऽवप त्र्ाज्र्िः प्रर्त्नतिः ||३८९|| 

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 उद्विष्ट then it should also be left 

purposely.  
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लोष्टकान्त्र्ाङ्कसंर्ोगादहुद्दष्टस्र् भमततभतवेत ्| 

सङ्ख्र्र्ा तु र्दा रूपे पषृ्टे नष्टं तदचु्र्ते ||३९०|| 

390. Thus, the number of उहद्दष्ट Tāna is known by the addition of numbers of pebbles of all 

tables. Naṣṭa is that where number of Tāna is given but its formation is not clear.  

 

र्ैरङ्कैनतष्टसंख्र्ा स्र्ान्मौभलकाङ्कसमस्न्वतैिः | 

नष्टतानस्वरस्िानं तैज्ञातत्वा तं स्वरं भलखेत ्||३९१|| 

391. The addition of the number written in the tables of Merukhaṇḍa is similar to नष्ट Tāna. 

Knowing the position of Svaras of नष्ट Tāna with the above numbers the Svaras of Tāna should 

be written. 

 

िमोऽत्रावप च कततव्र्ो ल्धत्र्ागेन पूवतवत ्| 

तिैवात्र भलखेस्च्छष्टमेवं नष्टोत्तरं वदेत ्||३९२|| 

तानस्वरभमतोदातघिः पङ्क्तक्तगान्त्र्ाङ्कभमश्रणात ्| 

एकस्वराहदतानानां सङ्ख्र्ा संजार्ते स्फुटम ्||३९३|| 

393. In order to recognise Naṣṭa Tāna, as it is shown in Uddiṣṭa Tāna we should see the 

position of Mūla and Naṣṭa leaving the Svaras which are already used. Thus, the number of 

Tāna having one Svara becomes clear.  

 

अलङ्कारािः 
दपतणे 

ववभशष्टं वणतसंदभतमलङ्कारं प्रचिते | 

एकैकस्र्ां मूछतनार्ां त्रत्रषवष्टरुहदता र्बुधैिः ||३९४|| 

394. According to Darpaṇa the group of Svaras used in a special way is Said to be Alaṅkāra. 

63 types of Alaṅkāras of each Mūrcchanā are described by learned.  

 

भरतिः (कस्ल्लनािटीकार्ाम)् 
शभशना रहितेव तनशा ववजलेव नदी लता ववपुष्पेव | 

अववभूवषतेव कान्ता गीततरलङ्कारिीना स्र्ात ्||३९५|| 

395. The song without Alaṅkāra appears like a night without moon, river without water, 

creeper without flowers, and lady without ornaments.  

 

 

तत्प्रर्ोजनं रागववर्बोधे  

अलमेतेऽलङ्कारा रञ्जनल्ध्र्ै स्वरावर्बोधार् | 

वणौगव्र्ासार् च तदवश्र्ं पूवतमभ्र्स्र्ािः ||३९६|| 

396. These much Alaṅkāras are enough for the charm, knowledge of Svaras and expansion of 

Svaras hence one should study Alaṅkāras in the beginning only.  
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ग्रन्िोक्तसप्ततालािः 
धु्रवो मठ्ठर्ो रुपकश्च झंपस्स्त्रपुटज्ञ एव च | 

अट्टताल एकतालिः सप्ततालािः प्रकीततततािः ||३९७|| 

397. Seven types of Tālas are described Dhruva, Maṭṭha, Rūpaka, Zampa, Tripuṭa, Aṭṭatāla 

and Eka Tāla.  

 

उपर्ुतक्ततालागश्रतालङ्कारािः  

एतत्तालसमागश्रता ह्यलङ्कारास्तु सप्त ते | 

अिोर्बलेन सम्प्रोक्ता पाररजाते स्वतनभमततौ ||३९८|| 

398. Seven Alaṅkāras based on this Tāla are described in Sāṅgīta Pārijāta by Paṇḍita 

Ahobala.  

 

इन्रनीलो मिाविो तनदोषिः सीरकोक्रकलो | 

आवततकिः सदानन्दस्तेषां संज्ञा भवस्त्वमािः ||३९९|| 

399. They are Indranīla, Mahāvajra, Nirdoṣa, Sīra, Kokila, Āvartaka, and Sadānanda.  

 

अन्रे्ऽवप लक्ष्र्गतालङ्कारािः  

अन्रे्ऽवप स्र्ुरलङ्कारा तनर्तमुपर्ोगगनिः | 

नव्र्भशिागितवगतस्र् तान ्प्रवक्ष्र्ाभम नामतिः ||४००|| 

400. There are other Alaṅkāras which are useful for primary learners of Lakṣya Sāṅgīta. 

Their names are as follows: 

 

भरो नन्दो गात्रवणो त्रर्बन्दरुभ्र्ुच्रर्स्तिा | 

आक्षिप्तिः प्रेस्न्खतिः श्रे्नस्स्त्रवणो जववाररदौ ||४०१|| 

शङ्खािेपौ मताहे्यते त्रर्ोदश सुलिणािः | 

सम्मत्र्ािोर्बलस्र्ैव सङ्गिृीता मर्ात्र ते ||४०२|| 

401, 402. Bhadra, Nanda, Gātravarṇa, Bindu, Abhyucchraya, Ākṣipta, Prenkhita, Śyena, 

Trivarṇa, Java, Vārida, Śaṅkha, and Ākṣepa – these thirteen beautiful Alaṅkāras I have 

collected following Ahobala.  

 

 

अलङ्कारलिणातन सुप्रभसद्धातन ग्रन्िके | 

पाररजाते र्तस्तेषां पुनरुक्तक्ततनतरगितका ||४०३|| 

403. The characteristics of these Alaṅkāras are narrated in a book named Sāṅgīta Pārijāta so 

it’s useless to revise it.  

 

रागजातर्िः  

रागप्रसक्तांशकादीन ्वववाहदनिः स्वरानवप | 

ववचार्त शाङ्तगदेवेन रागजातीिः सुलक्षितािः ||४०४|| 
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404. Considering the Svaras like Aṃśa, Vivādi etc. used in Rāgas Śārṅgadeva has described 

the types of Rāgas.  

 

तदेव तत्वमालम््र् मन्रे्ऽत्र शक्नुर्ाद्बधुिः | 

वगीकतु ंव्र्विारप्रभसद्धान ्रागभेदकान ्||४०५|| 

405. I think that considering the Same as base, the learned have classified the types of 

popular Rāgas.   

 

इतत श्रीलक्ष्र्सङ्गीतप्रिमाध्र्ार् ईररतिः | 

चतुराख्रे्न भरतपूवतखण्डतनवाभसना ||४०६|| 

406. Thus, the native of north India Catura Paṇḍita has written the first Adhyāya of 

Śrīmallakṣyasaṅgītam.   

 

|| इतत प्रिमाध्र्ार्िः समाप्तिः || 
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अि श्रीलक्ष्र्सङ्गीतहद्वतीर्ाध्र्ार् ईर्तते | 

चतुराख्रे्न भरतपूवतखण्डतनवाभसना ||१|| 

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

Śrīmallakṣyasaṅgītam. 

 

रागप्रकरणम ्

दपतणे, 
र्ोऽर्ं ध्वतनववशेषस्तु स्वरवणतववभूवषतिः | 

रञ्जको जनगचत्तानां स रागिः कथ्र्ते र्बुधैिः ||२|| 

2. This particular type of Dhvani adorned by Svaras and which delights the minds of people is 

called ‘Rāga’ by the learned.  

 

औडविः पञ्चभभिः प्रोक्तिः स्वरैिः षड्भभश्च षाडविः | 

सम्पूण ंसप्तभभज्ञेर् एवं रागस्स्त्रधा मतिः ||३|| 

3. These Rāgas are of three types - 1. Having five Svaras is known as Oḍava. 2. Having six 

Svaras is known as Śāḍava. 3. Rāga with seven Svaras is known as Sampūrṇa.  

 

रागजनकमेलसंकेतिः 
हद्वसप्तततमेलकेषु त्र्क्त्वा ताननवश्र्कान ्| 

हदङ्मात्रानेव स्वीकुमो लक्ष्र्मागोपर्ोगगनिः ||४|| 

4. Out of 12 Melas, narrated in Śāstras, we consider the famous or well reputed ten Melas in 

Lakṣya Saṅgīta leaving behind those which are not important /useful.  

 

पर्ातर्ो मेलश्दस्र् भाषार्ां “िाट” ईक्षितिः | 

ग्रन्िेषु केषुगचत्तत्र संस्स्िततरवप लक्ष्र्ते ||५|| 

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 ‘Saṃsthiti’.  

 

प्रचररपूसङ्गीतमणखलं स्र्ात्पररस्फुटम ्| 

तन्मेलेषु समाववष्टभमतत ममतववदां मतम ्||६|| 

6. Learned who are well – versed in Music are of the opinion that the modern (popular) Rāga 

Saṅgīta in total is clearly included.  

 

जन्र्जनकमेलानां कल्पनं नैव गहिततम ्| 

प्राक्प्रभसद्धं स्त्वदमेव तत्वमासीत्सुसम्मतम ्||७|| 

7. The assumption of other Rāgas and Mela is not reproachable because everyone agrees with 

the fact that this principle was in practice in ancient time.  

 

अस्स्मन ्ग्रन्िे मेलकानां दशानां र्त्प्रर्ोजनम ्| 
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तत्सौकर्ातर् सङ्गीतर्दष्ट्र्ा चाकारर केवलम ्||८|| 

8. In this treatise, these ten Melas are used only with the purpose to provide Musical facility.  

 

दशमेलवणतनम ्

अि वक्ष्रे् िमान्मेलान ्दशसङ्ख्र्ान ्सववस्तरम ्| 

लक्ष्र्सङ्गीतपद्धत्र्ा जीवभूतान्श्च तत्त्वतिः ||९|| 

9. Now I explain in detail the ten types of Melas the life line of Lakṣya Saṅgīta with its 

characteristics 

 

शुद्धस्वरसमुितूो वेलावलस्र् मेलकिः | 

शङ्कराभरणाख्र्ोऽसौ पूवतसूररववतनस्श्चतिः ||१०|| 

10. The Rāga which is produced from Śuddha Svaras is known as Bilāvala. The previous 

learned are used to call it Śaṅkarābharaṇa.  

तस्स्मन्नेव तीव्रमस्र् स्वरस्र् पररकल्पनात ्| 

शेषशुद्धस्वरैस्तत्र कल्र्ाणीमेलसम्भविः ||११|| 

11. In the Same Mela if ‘Ma’ is understood as Tīvra Svara and the remaining are Śuddha, then 

it becomes Kalyāṇī Mela.  

 

ररधौ तु कोमलौ र्त्र गनी तीव्रौ च तीव्रमिः | 

स्र्ात्पौरवीनामकोऽसौ सन्ध्र्ाकालोगचतो धु्रवम ्||१२|| 

12. The Mela in which Re and Dha are Komala, Ga and Ni are Tīvra and Ma is also Tīvra is 

known by name Pauravī which is sung in the evening time.  

 

उपर्ुतके्त तु मेले चेन्मध्र्मिः शुद्धसंज्ञकिः | 

भैरवाख्र्ो तनर्तं स्र्ात ्प्रिमप्रिरोगचतिः ||१३|| 
13. In the above mentioned (Pauravī) Mela if Madhyama becomes Śuddha then it will be 

called Bhairava Mela which is sung in the first Prahara. 
 

प्रभसद्धा भैरवीमेले कोमला ररगधानर्िः | 

सूर्ोदर्ात्परं गानं तन्मेलस्र् सुसम्मतम ्||१४|| 

14. In famous Bhairavī Mela Re, Ga, Dha and Ni are Komala. All have agreed that this Mela 

is be sung after sunrise.  

 

कोमला ररगधाश्चाि मनी तीव्रौ स्वराववप | 

लक्ष्र्मागतप्रभसद्धे स्र्ुमेलकेतोक्तडकाह्वरे् ||१५|| 
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15. In the Melas which are popular in Lakṣya Saṅgīta, the Mela which has Komala  Re, Ga, 

and Dha and Tīvra Ma and Ni is called Toḍi.  

 

कोमला तनधगा र्त्र शेषास्तेशुद्धसंक्षज्ञतािः | 

र्स्स्मन्नासावरी मेलिः स प्रोक्तो लक्ष्र्वेहदभभिः ||१६|| 

16. The scholars of Lakṣya Saṅgīta have named the Mela, which has Komala  Ni, Dha and 

Ga Svara and remaining Svaras are Śuddha, as Āsāvarī Mela.  

 

कांभोजीमेलने सस्न्त शुद्धािः सररगमापधािः | 

तनस्वरे स्र्ात्कोमलत्वमवप प्रज्ञा ब्रुवस्न्त ते ||१७|| 

17. According to the Lakṣya scholars, in Kāṃbhojī Mela, Svaras Sā, Re, Ga, Ma, Pa and Dha 

are Śuddha and Svara Ni is Komala.  

 

इत्रे्वं दश संप्रोक्ता लक्ष्र्लिणसङ्गतािः | 

सववस्तरं मर्ा मेलािः सुमता रागिेतविः ||१८|| 

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

formation of Rāga. 

 

दशमेलनामतनदेशिः 
कल्र्ाणीमेलकस्त्वाद्यो त्रर्बलावल्र्ा हद्वतीर्किः | 

खमाजाख्र्स्ततृीर्िः स्र्ािैरवस्र् चतुितकिः ||१९|| 

पञ्चमो भैरवीनामा षष्ठस्त्वासावरीररतिः | 

सप्तमस्तोक्तडकाह्वोऽवप पूव्र्तभभधोऽष्टमिः स्मतृिः ||२०|| 

नवमो मारवाभभज्ञो दशमिः काक्रफसंक्षज्ञतिः | 

इत्रे्ते दश मेलास्ते रागोत्पादनिेतविः ||२१|| 

19,20,21. Mela Kalyāṇī is the first, second is Bilāvala, third is Khamāja, fourth is Bhairava, 

fifth is Bhairavī, sixth is known as Āsāvarī, seventh is Toḍi, eight is Pūrvī , ninth is named 

Māravā and tenth is Kāfi – these ten Melas are useful for the purpose of the formation of Rāgas. 

 

तेषामेव ग्रन्िसंज्ञािः 
अत ऊध्व ंप्रवक्ष्र्ाभम ग्रन्िसंज्ञािः सववस्तरम ्| 

स्जज्ञासूनां भवेदे्यन सौकर्तमववशङ्क्रकतम ्||२२|| 

22. Further, I explain these names given in Grīantha in detail for the unapprehensive comfort 

of the curious learners.  
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कल्र्ाणीमेलको लक्ष्रे् ग्रन्िेश्ववप तिैव च | 
भवेहद्बलावलीमेलिः शङ्कराभरणाभभधिः ||२३|| 

23. Kalyāṇī  Mela is known by the Same  name in Lakṣya  as well as in treatises. The Mela 

named Śaṅkarābharaṇa has become Bilāvala. 

 

खमाजीमेलकोऽस्माकं ग्रंिे काम्भोस्जनामकिः | 

लक्ष्र्ज्ञानां भैरवो र्स्तत्र मालवगौडकिः ||२४|| 

24. The Mela Khamajī is explained by name Kāmbhoji in our treatise. The Mela which Lakṣya 

considered as Bhairava is explained by name Mālavagauḍaka.  

 

भैरव्र्ासावरीमेलौ तोडीभैरववनामकौ | 

तोक्तडव्र्पहदष्टमेलो वराळीनामकिः पुनिः ||२५|| 

25. The Melas Bhairavī and Āsāvarī are known by the name Toḍi and Bhairavī and the Mela 

which is mentioned/represented as Toḍi is named as Varāḷī.  

 

लक्ष्रे्ऽत्र पूववतसंज्ञो र्स्तत्र स्र्ात्कामवद्धतनिः | 

मारवाख्र्ो लक्ष्र्गतो ग्रन्िेषु गमनश्रमिः ||२६|| 

26. In Lakṣya the Mela which is named as Pūrvī is called Kāmavarddhana and that which is 

known as Māravā is known as Gamanaś Rāma.  

 

काक्रफनामाऽऽधुतनकोऽवप तत्र श्रीरागसंक्षज्ञतिः | 

एवं जनकमेलानां संज्ञािः स्र्ुग्रिंसंमतािः ||२७|| 

27. The modern Kāfi Mela is named Śrī Rāga. In this way the names of Mela are related to 

Treatises.  

 

हटप्पणी 
शक्र्ा नेतुं मेलसङ्ख्र्ा तते्रषन्न्र्ूनतामसौ | 

तदनूत्वं तु रचनाकाहठन्र्ागधक्र्माविेत ्||२८|| 

It is possible to decrease the number of Mela but this decries in number will definitely increase 

difficulties.  

 

सररगमपधाख्रे्षु शुद्धस्वरेषु केवलम ्| 

प्रत्रे्कं षड्जभावेन कस्ल्पतेषु र्िािमम ्||२९|| 

त्रर्बलावली तिा काफी भैरवी र्मनोऽप्र्सौ | 
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खमाज आसावरी चेत्रे्ते मेलािः स्र्ुरञ्जसा ||३०|| 

29,30. In Śuddha Svaras, only in Svara – Sā, Re, Ga, Ma, Pa and Dha – each one of these 

respectively considered as Ṣaḍja then they will directly become the Mela, Bilāvalī, Kāfi, 

Bhairava, Yamana, Khammāja and Āsāvarī respectively. 

 

शुद्धववकृतभभद्वारा हे्यतेषु स्र्ात ्सपाटवम ्| 

िमं समावेशतर्तुमस्मत्सङ्गीतमुत्तमम ्||३१|| 

Our modern music can be skilfully included in the above Mela by the division of Śuddha and 

Vikṛta Svara.  

 

कदागचदेवमेवास्मत्पस्ण्डतैिः स्र्ुिः प्रकस्ल्पतािः | 

केवलं मुख्र्षड्रागा रे्न केनावप वत्मतना ||३२|| 

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

 

सार्दश्र्मप्र्सार्दश्र्मन्र्रागगतं ततिः | 

र्दष्ट्वा तत््र्ाहदतनर्मिः कृत एतैरसंशर्म ्||३३|| 

There after pondering over similarities and differences they have made divisions like Rāgiṇī 

etc. in these six Rāgas.  

 

व्र्वस्िैवं समीचीना क्रकन्त्वादावेकवाक्र्ता | 

रागरूपगताभीष्टा र्तिः प्रीततिः सतां भवेत ्||३४|| 

The arrangement of the family of six Rāgas is appropriate but in the formation of Rāgas the 

similar opinion is badly expected so that all can stay friendly.  

 

प्राचीनग्रन्िकारैहित मुख्र्रागािः षडीररतािः | 

दशमेलान्वर्ं ब्रूमो नात्र दोषोऽस्स्त कश्चन ||३५|| 

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

found there.  

 

तत्तद्ग्रन्िैहित जनकसङ्ख्र्ावभभन्नािः प्रकस्ल्पतािः | 

सारासारववचारजै्ञरेतज्जे्ञर्ं र्िोगचतम ्||३६|| 

The numbers of Melas are considered different in different treatises. Hence, the learned should 

know that properly.  
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ग्रन्िे चत्वाररशंच्छतरागतनरुपणाभभधे | 

नारदोके्त दशसङ्ख्र्ािः पुंरागािः पररकस्ल्पतािः ||३७|| 

In treatise named Catvariṃṣata-Rāga Nirupaṇa written by Nārada the number of Male Rāgas 

is Said ten.  

जन्र्रागनामातन 

कल्र्ाणीमेले, 

र्मनिःशुद्धकल्र्ाणो भूपाली िस्म्मराह्वर्िः | 

केदारश्च्छार्नाटश्च कामोदिः श्र्ामसंक्षज्ञतिः ||३८|| 

हिन्दोलो गौडसारङ्गो मालश्रीर्तमनी तिा | 

चन्रकान्ताहदका एते रागािः कल्र्ाणमेलजािः ||३९|| 

38,39. The Rāgas Yamana, Śuddha Kalyāṇa, Bhūpālī, Hammira, Kedāra, Chāyanāṭa, 

Kāmoda, Śyāma, Hindolaa, GauḍaSāraṅga, Mālaśrī, Yamanī, and Candrakānta are produced 

from Kalyāṇa Mela.  

 

त्रर्बलावलमेले, 
त्रर्बलावलो त्रर्बिागश्च देभशकारिः पिाक्तडका | 

ककुभिः शङ्करा नट्टो माडोदेवगगरी पुनिः ||४०|| 
सपतदातख्र्ा गुणकेली शुक्ला नटत्रर्बलावली | 

िंसध्वतनस्तिैवावप लच्छाशाखो गुणणवप्रर्िः ||४१|| 
कल्र्ाणो िेमपूवतिः स्र्ादु्दगात शुद्धस्वरैर्ुतता | 

इत्रे्ते समता लक्ष्रे् रागा वेलावलोस्त्ितािः ||४२|| 
40, 41, 42. In Lakṣya Saṅgīta according to scholars the Rāgas Bilāvala, Bihāga, Deśikāra, 

Pahādikā, Kakubha, Śaṅkarā, Naṭṭa, Māḍa, Devagirī, Sarpardā, Guṇakelī, Śuklā, 

Naṭabilāvala, Haṃsadhvani, Lacchaśākhā, Kalyāṇa, Hemakalyāṇa, Durgā have produced 

from Bilāvala Thāṭa.   

 

खम्माजीमेले, 

खम्माजश्चाि णझझूंटी सोरटी देशनामकिः | 

खम्र्बावती ततलंगगका दगुात रागेश्वरी तिा ||४३|| 

जर्ावन्ती गौंडसंज्ञिः कामोदस्स्तलकाभभधिः | 

र्बडिंसस्तिा गारा नारार्णी सुलिणा ||४४|| 

प्रतापाद्यवराळी स्र्ा न्नागाद्यावप स्वरावभलिः | 

इत्रे्ते कीततततास्तज्ज्ञैमेले खम्माजनामके ||४५|| 

43, 44, 45. Rāgas Khammāja, Jhiñjhūtī, Soraṭī, Deśa, Khambāvatī, Tilaṅga, Durgā , 

Rageśvarī, Jayāvantī, Gauḍa, Tilaka Kāmoda, Badahaṃsa, Gārā, Nārāyaṇī, Pratāpa Varāḷī  

have produced from Khammāja  Mela according to learned.  
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भैरवमेले 

भैरवश्च कभलङ्गश्च रञ्जनी मेघपूववतका | 

सौराष्ट्री जोगगर्ा चैव रामकेली प्रभातकिः ||४६|| 

ववभासो गौर्तिीरी स्र्ात्पञ्चमो लभलताद्यकिः | 

सावेरी चाि र्बङ्गालो भैरविः भशवपूवतकिः ||४७|| 

आनन्दभैरवोऽप्र्त्र गुणक्रिर्ा हिजेजकिः | 

इत्रे्ते भैरवान्मेलाज्जाता रागा र्बुधैमततािः ||४८|| 

46, 47, 48. According to learned following Rāgas have produced from Bhairava Mela. 

Bhairava, Kaliṅga, Meghaarañjanī, Saurāṣtra, Jogiyā, Rāma kelī, Prabhāta, Vibhāsa, Ahira 

Bhairava, Lalita Pañcama , Baṅgāla, Śiva Bhairava, Ānanda a Bhairava and Guṇakriyā.  

 

भैरवी मालकोशश्च ह्यासावरी धनागश्रका | 

भूपालो झीलफो रागो जङ्गूलो मोटकी तिा ||४९|| 

शुद्धसामन्तनामावप दाक्षिणात्र्गुणणवप्रर्िः | 

वसन्ताद्यमुखारे्तेरागा भैरववमेलजािः ||५०|| 

49, 50. The Rāgas which have emerged from Bhairavī Mela are Bhairavī, Mālakaṃsa, Āsāvarī, 

Dhanaśrī, Bhūpālī, Jhīlafa, Jaṅgūla, Motakī, Śuddha Sāmanta, Vasanta, Mukhārī. 

 

आसावरीमेले, 
आसावरी जौनपूरी देवगान्धारझीलफौ | 

भसन्धभैरववकासंज्ञा ह्यदाणाखटकौभशकािः ||५१|| 
दरर्बारीकानडाख्र्ा देभशका ववर्बुधवप्रर्ा | 

आसावरीसुमेलोत्िा रागा एते सुसम्मतािः ||५२|| 
51, 52. Āsāvarī, Jaunpurī, Deva Gāndhāra, Jhīlafa, Sindha Bhairavī, Adāṇā, KhaṭaKauśika , 

Darbārīkānaḍa, Deśī, - scholars have agreed these Rāgas are produced from Āsāvarī Mela.  

 

तोडीमेले, 
तोडी गुजतररकाप्र्न्र्ा मीर्ांतोडी तिैव च | 
दरर्बारी मूलतानी तोडीमेलसमुिवािः ||५३|| 

53. The Rāgas produced from Toḍi Melas are Gurjarī kā-Toḍi, Mīyaṃ-Toḍi, Darbārī-Toḍi, 

Mūlatānī-Toḍi.  

 

पूवीमेले, 
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पूवी गौरी तिा रेवा ववभासो दीपकिः पुनिः | 
त्रत्रवेणी मालवी टङ्की जेतश्रीश्च वसस्न्तका ||५४|| 

परजा िुरगीतािात धनाश्रीिः पूररर्ाद्यका | 
श्रीरागिः सुमताहे्यते रागािः पूव्र्ातिः सुमेलने ||५५|| 

54, 55. The Rāgas emerged from Pūrvī Mela are Pūrvī , Gaurī, Revā, Vibhāsa, Dīpaka, Triveṇī, 

Mālavī, Taṅkī  ra, Jetaśrī, Vasanta, Parajā, Pūriyā dhanaśrī and Śrī-Rāga . 

 

मारुवामेले, 
मारुवा पूररर्ा चैव लभलता सोिनी तिा | 

वराटीजेतभङ्खारा ववभासो भहट्टिाररका ||५६|| 
साजगीरी ववगचत्रासौ मालीगौरा गुणणवप्रर्ा | 

मारुवाख्रे् मता मेले रागा गानववशारदैिः ||५७|| 
56, 57. The Rāgas have produced from Māravā Mela according to scholars are Māravā , Pūriyā 

, Lalita, Sohanī, Varāṭī, Jeta, Bhaṅkhara, Vibhāsa, Bhaṭṭihara, Sājagīrī and Mālīgaurā.  

 

काफीमेले, 
धनाश्रीसनै्धवीकाफीधानीभीमपलाभसकािः | 

र्बिारो मध्र्माहदश्च वागीश्वरी ह्यडाणकिः ||५८|| 
िुसेनी मेघमल्लारो मीर्ांमल्लारनामकिः | 

सुिा नीलाम्र्बरी सूरमल्लारिः पटमञ्जरी ||५९|| 
प्रदीपकी शिाणा च देशाख्र्ा िंसकङ्कणी | 

वनृ्दावनस्तिा पीलुिः कौभशको नार्की पुनिः ||६०|| 
मीर्ांपूवतकसारङ्गिः सुग्रािी स्र्ात ्गुणणवप्रर्ा | 

इत्रे्ते काक्रफमेलोक्तािः स्मततव्र्ा गार्नोत्तमैिः ||६१|| 
Dhanaśrī, Saindhavī, Kāfi, Dhānī, Bhīmapalāsi, Bahāra, Bageśrī, Aḍāṇa, Husenī, 

Meghaamallāra, Mīyāṃmallāra, Suhā, Nīlāṃbarī, Sūrāmallāra, Paṭamañjarī, Pradīpakī, 

Śahāṇa, Deśākhyā, Haṃsakaṅkaṇī, Vṛndāvana , Pīlu, Nāyakī- kanad, Kauśika- kanad, 

Sāraṅga   – these Rāgas of Kāfi Mela are accepted by learned.  

 

(१) कल्र्ाणीमेले, 
जन्र्रागािः 

इमन 
कल्र्ाणीमेलसञ्जातिः कल्र्ाणइमनाभभधिः | 

गान्धारांशग्रिन्र्ासिः सार्ङ्कालोगचतो मतिः ||१|| 
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The Rāga Yamana is produced or emerged from Kalyāṇa Mela. In this Rāga Gāndhāra is Aṃśa 

Graha and Nyāsa and the evening time is suitable to it for singing.  

 

केगचदेन सङ्गगरस्न्त पारशीकप्रदेशजम ्| 

अन्रे्ऽस्मदे्दशजमािुर्बुतधैिः कार्ोऽत्र तनणतर्िः ||२|| 

Some people believe that this Rāga is of Persia where other consider it as an Indian Rāga. In 

this matter the decision should be taken by learned.  

 

पद्धत्र्ां दाक्षिणात्र्ानां नूनं तत्र प्रवततते | 

कल्र्ाणो र्मुनासंज्ञिः सार्ङ्गेर्ो तनवस्जततिः ||३|| 

According to southern Music, the Rāga named Yamana- Kalyāṇa, in which Ni is Varjita is to 

be sung in the evening.  

 

स्वरे गान्धारकेऽप्र्त्र न्र्ासिः स्र्ादततरक्तक्तदिः | 

ईषत्स्पशतिः शुद्धमस्र् लक्ष्रे् र्दष्टोऽवरोिणे ||४|| 

Here the Nyāsa in Gāndhāra will be very pleasant. In Lakṣya little touch of Śuddha Ma is seen 

in Yamana.  

 

कल्र्ाणे शास्त्रग्रन्िोके्त शुद्धमस्र् प्रवेशनात ्| 

कदागचहदमनोत्पवत्तररतत नैव ववसङ्गतम ्||५|| 

In treatises it is described that perhaps this origin of Yamana Rāga is by the entry of Śuddha 

Ma in Kalyāṇa is not inharmonious.  

 

आलापर्ोग्र्ता ह्यस्र् रागस्र् र्बिुसम्मता | 

पूणतत्वसरलत्वाभ्र्ां गानं चास्र् तनरगतलम ्||६|| 

In Lakṣya Saṅgīta the suitability of expansion of Ālāpa of this Rāga is acceptable to all.  Due 

to its wholeness and simplicity this Rāga can be sung freely.  

 

कल्र्ाणीमेलकन्र्स्तरागभ्रष्टास्तु गार्कािः | 

तनश्चरे्न पतंत्र्त्र र्तोऽसौ स्तात्तदाश्रर्िः ||७|| 

The singers separated from the Rāga of Kalyāṇī Mela certainly fall down here as this Rāga is 

its resort.   

 

कल्र्ाणीमेलजा रागा ववभज्र्ंते त्रत्रधा पुनिः | 
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अमैकमहद्वमा इतत सौकर्ाति ंववचिणैिः ||८|| 

हद्वमध्र्मेषु रागेषु ममतजै्ञस्तत्र र्दश्र्ते | 

ईषदे्ववेलावलस्पशतिः कौशल्र्ापनिुतो धु्रवम ्||९|| 

8, 9. Again these Rāgas of Kalyāṇī Mela are divided in three types by learned for facility. The 

first type includes those Rāgas in which the Madhyama Svara is Varjya. In second type those 

Rāgas are there which have only one Ma that is Tīvra Ma. (and) in third type the Rāgas having 

both Madhyama – Śuddha and Tīvra Madhyama are included. The little touch of Bilāvala 

certainly hides the skilfulness.  

 

संगधप्रकाशरागाणां मदृतुा ररधर्ोस्ततिः | 

मेलमेनं सभारम्भ तीव्रत्वे पररवतततता ||१०|| 

In Sāndhiprakash Rāgas the Mṛdutva of Ṛṣabha and Dhaivata is changed in Tīvra when 

Kalyāṇa Mela begins.  

 

पररवततनमप्रे्तन्नूनं सतंोषकारणम ्| 

भभन्नरससमास्वादान्मनो िष ंप्रपद्यते ||११|| 

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

mind.  

 

रतुमध्र्ववलंत्रर्बतलर्ैस्स्त्रभभरलंकृतिः | 

रागोऽर्ं तनर्तं लक्ष्रे् सवषेां सुखमाविेत ्| 

ततो गीतमध्र्त्रर्बदंशु्चलतीव िमात्पुरिः ||१३|| 

The Rāgas 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 Rāgas which are sung at the beginning of the night (Pūrva Rāga) the importance of 

Pūrvāṅga is shown. Then it goes forward respectively.  

 

मध्र्रात्रत्रगतौ गन्र्ौ कोमलौ सवतरक्तक्तदौ | 

अवगतं रिस्र्ं तत ्सवैश्च ममतवेहदभभिः ||१४|| 

There after as the night goes on at midnight Komala Gāndhāra  and Niṣāda  seems very 

delightful. This secret is known to every scholar.  

 

कोमलत्वं तहरधर्ोस्तीव्रत्वं तनगर्ोरवप | 

शेषर्ामसुप्रसक्तमुषिःकालस्र् दशतकम ्||१५|| 
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Komalatva of Re – Dha and Tīvratva of Ni – Ga in Rāgas are the indicators of dawn. 

 

तीव्रमस्र् स्स्िततस्तत्र रात्रत्रशेषप्रसूगचका | 

अपनर्स्तु तस्र्ैव हदनोदर्मुदीररे्त ्||१६|| 

The presence of Tīvra Ma in Rāga indicates that there is still night. It means that the day has 

not yet occurred.   

 

प्रततमेलं केगचरागािः परमेलप्रसूचकािः | 

हद्वरुपाणां स्वराणां च प्रर्ोगेण व्र्वस्स्ितािः ||१७|| 

In every Mela by using Svaras of two Mela, Some Rāgas which are indicators of Paramela are 

arranged.  

 

प्रार्ो लक्ष्रे् समीररतं नैवांशत्व तु तनस्वरे | 

संवाहदत्वं भवेत्तस्र् तनर्तं र्दवष्टगोचरम ्||१८|| 

Generally in Lakṣya Saṅgīta Aṃśatva in Ni Svara is not seen. But its Saṃvāditva is certainly 

seen.  

 

प्रकारा र्बिवोऽप्र्त्र कल्र्ाणस्र् मता र्बुधैिः | 

व्र्विारप्रभसद्धा रे् संगिृीता मर्ा पुनिः ||१९|| 

According to scholars Kalyāṇa Mela is of many types but we have collected only those which 

are well reputed in practice.  

 

शुद्धकल्र्ाणिः 
कल्र्ाणीमेलकोत्पन्नो रागोऽसौ मन्र्ते र्बुधैिः | 

शुगचकल्र्ाण इत्र्ाह्व आरोिे मतनवस्जततिः ||२०|| 

The Rāga, which is produced from Kalyāṇa Mela, is known as Śuci-Kalyāṇa by learned. And 

in whose Āroha Ma and Ni are Varjita. 

 

गांधारिः सुमतो वादी कैस्श्चर्दषभ ईररतिः | 

मंरमध्र्स्वरैगततो तनर्तं स्र्ात ्सुखावििः ||२१|| 

According to some, its Vādi Svara is Gāndhāra  and by some other its Vādi Svara is Ṛṣabha  . 

This Rāga, which is sung in Mandra and Madhya Svaras is really very delightful.  

 

गवाहदत्वे सतनर्मं धैवतो मंत्रत्रसंतनभिः | 
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सत्र्ंशे ररषभे नूनं संवादी पंचमो भवेत ्||२२|| 

As per rule if Gāndhāra is Vādi then Dhaivata is Saṃvādi and if Ṛṣabha is Vādi then definitely 

Pañcama will become Saṃvādi.  

 

व्र्ंशो गेर्िः सदा पूव ंर्मनाहदतत संमतम ्| 

गांधारांशस्तत्परं स्र्ास्न्नर्मो हि मनीवषणाम ्||२३|| 

It is a rule stated by learned that it is accepted by Yamana etc. to sing it partially before and 

with Gāndhāra it should be sung later.  

 

भूपल्र्ािः स्फुटभेदोऽस्र् लक्ष्र्ते गुणणसंमतिः | 

मनीिीनागांशकासावेतस्स्मंस्तहद्वरुध्र्ते ||२४|| 

In Lakṣya Saṅgīta Śuddha Kalyāṇa is narrated / shown different from Bhūpālī because in 

Bhūpālī Gāndhāra Vādi and Ma and Ni are Varjita so it is seen totally different from Śuddha 

Kalyāṇa.   

 

स्र्ातां ववलोमके ह्यत्र स्वरौ र्हद तनमध्र्मौ | 

घषतणेनैव सुश्राव्र्ं कततव्र्ं तत्प्रदशतनम ्||२५|| 

Even if scholar musicians have accepted Ni and Ma in Śuddha Kalyāṇa yet its singing should 

be made very pleasant by Minḍa. 

 

भूपाली 
कल्र्ाणीमेलसंजाता भूपाली र्बुधसंमता | 

आरोिे चावरोिेऽवप मतनिीना भवेत ्सदा ||२६|| 

The Rāga which is produced from Kalyāṇī  Mela and in whose Āroha and Avaroha, Ma and 

Ni are always Varjita, is Said  to be Bhūpālī by learned.  

गांधारिः केवलं वादी धैवतोऽमात्र् ईररतिः | 

स्र्ादस्र्ािः प्रकृततिः शुद्धकल्र्ाणसर्दशी धवृम ्||२७|| 

The Vādi Svara of Bhūpālī is Gāndhāra and Saṃvādi is Niṣāda . Its formation is similar to that 

of Śuddha Kalyāṇa.  

 

पूवांगस्र् प्रधानत्वात ्सार्ंगेर्त्वामीक्षितम ्| 

संपूणातवरोिणोऽवप कल्र्ाणोऽस्र्ा भवेत्पिृक् ||२८|| 

As majority Svaras are of Pūrvāṅga. This Rāga is sung in the evening. Kalyāṇa is different than 

this because of Sampūrṇa Svaras in Avaroha.  
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सत्र्ुत्तरांगप्राधान्रे् देशीकारिः समुिवेत ्| 

वाहदत्वाद्धैवतस्र्ैव वैलिण्र्ं प्रकाशरे्त ्||२९|| 

If the Svaras of Uttrāṅga are majority, then it became Deśīkāra. As Dhaivata is Vādi, here it 

is different from Bhūpālī.  

 

स्वरर्ोतनतमर्ोर्तत्र दौर्बतल्र्ं लक्षितं भवेत ्| 

संगततगतपर्ोिः प्रार्स्तत्र रक्तकं्त समाविेत ्||३०|| 

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

 

मन्र्ूनो मिविः शासे्त्र संध्र्ाकालोगचतिः स्वर्म ्| 

कणातटकीर्पद्धत्र्ां तन्नामैवाधुनावप सिः ||३१|| 

This Rāga (Bhūpālī) 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 Karṇāṭakī Paddhati then today.  

 

भूपाली कुत्रगचत्प्रोक्ता प्रातगेर्ा च गांशका | 

ररगधकोमलान्र्त्र मन्रे् लक्ष्र्ववरोगधतत ्||३२|| 

Somewhere Bhūpālī having Gāndhāra as Vādi and which is sung in the morning, is also 

narrated. Elsewhere other type of Bhūpālī is also shown which has Komala Re, Ga and Dha 

but I think they are not found in Lakṣya .  

 

गांधारोद्ग्रािसंपन्न आलापिः सुमतो सताम ्| 

ववववधस्वस्िानकेषु सुगीतो रंजरे्न्मनिः ||३३|| 

The Ālāpa of this Rāga which possesses the Svaras beginning with Gāndhāra in different 

Sthāna (place) if properly sung pleases the mind.  

 

सकलरागसाधारणालापलिणम ्

रत्नाकरे, 

ग्रिांशमंरताराणां न्र्ासापन्र्ासर्ोस्तिा | 

अल्पत्वस्र् र्बिुत्वस्र् षाडवौडुवर्ोरवप | 

अभभव्र्क्तक्तर्तत्र र्दष्टा स रागालाप उच्र्ते ||३४|| 

The Ālāpa which includes the presentation of Graha, Aṃśa, Nyāsa, Apanyāsa, Mandra, Tāra 

Svara and Alpatva, Bahutva, Śāḍavatva and Oḍavatva of Rāga all are called Rāgālapa.  

 

रूपकलिणम ्
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रूपकं तद्वदेव स्र्ात्पिृग्भूतववदाररकम ्||३५|| 

Rūpaka is also similar to Rāgālapa but which is separated by Gītakhaṇḍa (Vidāri).  

 

आक्षितप्तकालिणम ्

चंचत्पुटाहदतालेन मागतत्रर्ववभूवषता | 

आक्षितप्तका स्वरपदग्रगिता कगिता र्बुधैिः ||३६|| 

The Prabandha which is composed of Svara and meaningful words is called Ākṣiptikā. It is 

associated with Cañcatpuṭa and other Tālas and is adorned with three types of Mārga.  

 

कस्ल्लनािटीकार्ाम ्

“पिृग्भूता ववस्च्छद्य ववस्च्छद्य प्रर्ुक्तववदार्ो गीतखंडातन र्स्स्मस्न्नतत रूपकम ्| 

Rūpaka is that in which Gītakhaṇḍas or Vidāri are used by separating or breaking them.  

 

अपन्र्ासेष्वववरम्र्ैकाकारेण प्रवतृ्त आलापिः | 

Ālāpa is that where Apanyāsa Svaras are sung in continuation without any break.  

स एवापन्र्ासेषु ववरम्र् ववरम्र् प्रवतृ्त ंरूपकम ्|” 

The Same Ālāpa is that called Rūpaka Ālāpa when the Apanyāsa Svaras are sung with interval.  

चंचत्पुटाहदमागततालािः प्रभसद्धािः | 

The Mārga Tāla like Cañcatpuṭa are well known.  

 गचत्रादर्स्त्रर्ो मागात मागतसंगीते प्रभसद्धािः | 

In Mārga Saṅgīta the three Mārga – Citra, Vartika and Dakṣiṇa are well – known.  

रागालापनमालतप्तिः प्रकटीकरणं मतम ्| 

सा हद्वधा गहदता रागरूपकाभ्र्ाम ्ववशेषनात ्||३७|| 

Ālapti is such type of Rāgālapa by which Rāga is presented. It is of two types known by name 

Rāgālapti and Rūpaka Ālapati.   

 

रागालतप्तसु सा र्ा स्र्ादनपेक्ष्र्ैवरूपकम ्| 

स्वस्िानैिः सा चतुभभतिः स्र्ाहदतत गीतववदोिः ववदिुः ||३८|| 

Rāgālapti is that which can be without Rūpaka. Musicians are aware of this fact that Rāgālapti 

is originated and associated with its four positions.  
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प्राचीनशास्त्रोक्तस्वस्िानातन 

र्त्रोपवेश्र्ते रागिः स्वरे स्िार्ी स कथ्र्ते | 

ततश्चतुिोद्यधतिः स्र्ात्स्वरे तस्मादधस्तने ||३९|| 

The Svara in which Rāga is located/founded that Svara is called Sthāyī Svara. The Svara which 

is in the fourth position from Sthāyī is called Dvyardha Svara.  

चालनं मुखचालिः स्र्ात्स्वस्िानं प्रिमं च तत ्| 

द्यधतस्वरे चालतर्त्वा न्र्सनं तहद्वतीर्कम ्||४०|| 

In the Svaras which are previous to Dvyardha Svara, it become first Sva-Sthāna when they are 

presented by using Cālana or Mukha Cālana. (previously used Svaras along with) Dvyardha 

Svara is used with Cālana and doing Nyāsa it comes in second position.   

 

स्िातर्स्वरादष्टमस्तु हद्वगुणिः पररकीततततिः | 

द्यधतहद्वगुणर्ोमतध्रे् स्स्िता अधतस्स्ितािः स्वरािः ||४१|| 

The eighth Svara from the Sthāyī Svara is called Dviguṇa Svara. The Svaras which are in 

between Dvayardh and Dviguṇa Svara are called Ardhasthita Svara.  

 

अधतस्स्िते चालतर्त्वा न्र्सनं तु ततृीर्कम ्| 

हद्वगुणे चालतर्त्वा तु स्िातर्न्र्ासाच्चतुितकम ्|| 

एभभश्चतुभभतिः स्वस्िानै रागालतप्तमतता सताम ्||४२|| 

When above Svaras are presented along with Ardhasthita Svara then it becomes third position. 

When Dviguṇa Svara is presented along with these three Sthāna it becomes third position. 

When Dviguṇa Svara is presented along with these Sva-Sthāna it becomes forth Sthāna. Or 

position.  

According to learned Rāgālapti can be composed by these four Sva-Sthāna.  

रागस्िापनाप्रकारिः 
स्तोकस्तोकैस्ततिः स्िार्ैिः प्रसन्नैर्बतिुभंगगभभिः | 

जीवस्वरव्र्ातप्तमुख्र्ै रागस्र् स्िापना भवेत ्||४३|| 

Thereafter Rāga is located or founded by Sthāyī Svaras which are divided skilfully in small 

divisions and which are the origin of Rāga and in which Jīva Svara is used often.  

 

टीकार्ाम ्

जीवस्वरोंऽशस्वरिः | 

Jīva Svara itself is Aṃśasvara here.  

उक्तस्वस्िानचतुष्टर्प्रर्ुक्तार्ामालप्तावुक्तलिणैिः स्वल्पै 
रागावर्वैववतस्तार्तमाणार्ामापाततोऽभभव्र्क्तस्र् रागस्र् 

रागांतरसाधारणस्िार्ाहदप्रर्ोगात्स्वरुपततरोभावे सतत क्रकंगचत्प्रतीर्मानता भवेहदत्र्भभप्रार्िः | 
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The Ālapati which is used with above mentioned four Sva-Sthāna  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 Rāgas, presented in the Rāga  

which is actually express.  

उदािरणम ्

र्िा लोके सभां प्रत्र्ागच्छतो देवदत्तस्र् स्वरूपेणाभभव्र्क्तस्र् ततिः सभां प्रववश्र्ोपववष्टस्र् तस्र् 
स्वसर्दशरूपवेषभाषाहदसांकर्ातत्स्वरूपततरोभावे सतत र्िा तस्र् क्रकंगचत्प्रतीर्मानत्वम ्| र्िा वा 
पिृगानीर् भभन्नवणेषु मणणषु प्रोतस्र् मुक्तमणेमतण्र्ंतरच्छार्ोपरागात्स्वरूपततरोभावे सतत र्िा 
तस्र् क्रकंगचत्प्रतीर्मानत्वं तद्वत ्| 

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.  

 

िंमीरिः 
कल्र्ाणीनामके मेले िंमीरिः प्रोच्र्ते र्बधैुिः | 

गग्रििः पांशकिः कैस्चचद्धेवतांशोडवप लक्ष्र्ते||४४|| 
Learned have Said that Hammira Rāga is originated from Kalyāṇa  Mela, in which Ga Svara 

is Graha Svara, Pa is Aṃśa Svara and some call it Dhaivata  as Aṃśa Svara.  

 

धैवतेऽवधारणं र्न्नैतद्वाहदत्वकारणम ्| 
लक्ष्र्गतं समालोच्र् र्बुधिः कुर्ातत्स्वतनणतर्म ्||४५|| 

Even though in Hammira Dhaivata is emphasised but only this cannot be responsible for its 

Vāditva. Having pondered over it as given in Lakṣya, wise should take decision.   

 

स्र्ादारोिे तनदौर्बतल्र्मवरोिेऽवप गस्र् तत ्| 
सार्ंगेर्ं तिा पूण ंविं रूपं सतां मतम|्|४६|| 

According to wise in Āroha Ni is used less and Ga is Vakra or twisted and it is sung in the 

evening.  

 

मध्र्मावत्र द्वौ ग्राह्यौ रोिण एव तीव्र मिः | 
सरलत्वे रोिणस्र् र्मनिः स्र्ात्सुतनश्चतम ्||४७|| 

In Hammira use of both Madhyama is acceptable. Tīvra Ma is used in Āroha. When Sarala Ma 

is used in Āroha it definitely becomes Yamana.  
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संघाताद्गमधानां स्र्ादेतरपूं पररस्फ़ुटम|् 
प्रार्ोsनेनैव श्रोतारिः कुवततत नामतनणतर्म ्||४८|| 

Hammira Rāga is nicely expressed by group of Svaras – Ga Ma Ni Dha generally audience 

also recognise this Rāga with the help of the Same  group of Svaras.  

 

द्ववमध्र्मेषु रागेषु तनर्मिः प्रार्शो भवेत ्| 
आरोिे स्र्ास्न्नदौर्बतल्र्ं गदौर्बतल्र्ं ववपर्तरे्||४९|| 

Generally, there is a rule regarding Rāgas that the Rāgas in which both Ma are used, Ni or Ga 

is weak in Āroha.  

 

शुद्धकल्र्ाणकेदारर्मना भमगश्रता इि | 
इतत केगचद् वणतर्स्न्त व्र्विाराध्वतन धु्रवम ्||५०|| 

Some scholars Say that Hammira is a combination of Śuddha Kalyāṇa, Kedāra and Yamana. 

It is accepted in practice.  

 

केदारिः 
कल्र्ाणीमेलके प्रोक्तिः केदारो र्बिुसंमतिः | 

शंकराभरणेऽप्र्न्रे् केगचदािुववतपस्श्चतिः ||५१|| 
Most of the learned have agreed that Kedāra Rāga is originated from Kalyāṇa Mela Some 

learned Say that is originated from Śaṅkarābharaṇa. (Bilāvala Mela) 

 

मदं्वद्वभमि संप्रोकं्त गौणत्वं तीव्रमे र्हद | 
अंशत्वं शुद्धमेऽभीष्टं व्र्स्तत्वं चावप तत्स्वरे ||५२|| 

In this Rāga both Ma are used but Tīvra Ma is subordinate. In this Vāditva of Śuddha Ma and 

its free use is accepted.  

 

ररगोनत्वे रोिनेस्र्ात ्पूवांगे संमतं सताम ्| 
असत्प्रार्त्वमारोिे चावरोिे तु गस्र्तत ्||५३|| 

In Kedāra, scholars agree with the fact that Re and Ga are not there in Pūrvāṅga and Ga is 

Vakra in Āroha and Avaroha.  

 

पंगुत्वं र्हद गांधारे तनषादे तनर्मेन तत ्| 
साधारणो र्दश्र्तेऽर्ं तनर्मो लक्ष्र्वेहदनाम ्||५४|| 
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In Lakṣya Saṅgīta generally it is found that Rāgas in which Gāndhāra and Niṣāda are weak.   

 

प्रर्ोगेऽत्र मध्र्मौ द्वौ सुर्ुक्तावततरक्तक्तदौ | 
लक्षितं नैतदन्रे्षु र्बिुषु लभलतं ववना ||५५|| 

The skilful use of both Madhyama in this Rāga makes this Rāga very pleasant. Such types of 

practice are seen in very few Rāgas.  

 

धमादतवं ररधाल्पत्वं सोमनािाहदका ववदिुः | 
रागेऽस्स्मंल्लक्ष्र्रोगध तन्मतं नास्मत्सुसंमतम ्||५६|| 

Scholars like Somnātha and others have narrated that Kedāra is possessed of Mṛdu Dhaivata  

and Alpa (or less) Ṛṣabha and Dhaivata. Such types of Kedāra is totally different from Lakṣya  

Music and hence it is not accepted.  

 

पूवांगे ररगदौर्बतल्र्ं र्िोपरर तनरूवपतम ्| 
तिैव चोत्तरांगेऽवप तनधर्ोस्तत्सुतनस्श्चतम ्||५७|| 

As it is mentioned above that Re and Ga are weak in Pūrvāṅga. In the Same way in Uttrāṅga 

Dha and Ni are weak.  

 

कल्र्ाणीमेलकोत्ििः स्र्ावद्धदंोलिः सवतसंमतिः | 
प्रातिःकालप्रगेर्ोऽवप धाम्शको गांशकोऽिवा ||५८|| 

All have agreed that Rāga Hindola is originated from Kalyāṇa Mela. It is sung in the morning 

and its Vādi Svara are Dha and/or Ga.  

 

वाहदत्वं तद्गस्वरस्र् प्रातनैव सुरक्तक्तदम ्| 
इतत केगचद्धस्र् प्रािुिः समीचीनं हि मे मते ||५९|| 

In the Rāgas which are sung in the morning, the Vāditva of Gāndhāra is not pleasant. Some 

scholar Said like this and I also agree with them.  

 

ररपर्ोरत्र लुप्तत्वादमात्र्ो गस्वरो भवेत ्| 
अवरोिेण वणेन प्रार्ो गानं सुखाविम ्||६०|| 

As Re and Pa are Varjya here Ga becomes Saṃvādi. The song is melodious in Avaroha.  

 

लक्ष्रे् िमात्सगासक्ता ररमच्छार्ावरोिणे | 
न तन्मन्रे्ऽततदोषािं तत्रावप र्त्सशास्त्रता ||६१|| 
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While taking Saṃgati (harmony) of Sā – Ga – Sā in descending order, in this Rāga, the touch 

of Ṛṣabha and Madhyama (कणस्पशपोः)is noted. Such type of practice is supported by Śāstras, 

hence, I don’t think that it is unsuitable.  

 

केगचदेनं वणतर्ंतत भैरवस्र्ैव मेलने | 
आसावरीमेलनेऽन्रे् लक्ष्र्मागतववरोगध तत ्||६२|| 

Some scholars describe Hindola as originated from Bhairava and some others as originated 

from Āsāvarī  Mela but it is against the opinion of Lakṣya Saṅgīta.  

 

मालश्रीिः पूररर्ा चैव वसंतीनाभमका पुनिः | 
अत्र रूपे संभमलंतत मतमेतन्मनीवषणाम ्||६३|| 

Some scholars believe that in Hindola Rāga there is an adequate combination of Mālashrī, 

Pūriyā  and Vasanta Rāga.  

 

सार्ंगेर्त्वगांस्तवे प्रोके्त कैस्श्चहद्वचिणैिः | 
सुसंगतं तदवप स्र्ाद्बधुिः कुर्ातत्स्वतनणतर्म ्||६४|| 

In modern / Lakṣya Saṅgīta some scholars Say  that Hindola should be sung in the evening as 

Ga is Vādi /Aṃśa. even than scholars should take proper decision in this matter.  

 

कामोदिः 
कल्र्ाणीमेलके तत्र कामोदो ववर्बुधवप्रर्िः | 

हद्वमध्र्मप्रर्ोगेण लक्ष्रे्ऽसौ स्र्ाद्हद्वमेलजिः ||६५|| 
Kāmoda Rāga which is originated from Kalyāṇī Mela, is favourite Rāga of musicians, as both 

Madhyama are used there it is Said  to be originated from two Melas. 

 

पंचमस्र्ैव वाहदत्वं ववदषुामत्र संमतम ्| 
अमात्र्त्वं ररस्वरे स्र्ाद्गविमवरोिणे ||६६|| 

Scholars have agreed that Pa is Vādi and Ṛṣabha is Saṃvādi and in Ga is Vakra in Avaroha. 

 

तीव्रमस्र् प्रर्ोगोऽवप  स्वल्प एवानुलोमके | 
तनषादिः स्र्ादसत्प्रार् आरोिे तहद्वदां मते ||६७|| 

There is a little use of Tīvra Ma in Āroha. According to scholar’s opinion Niṣāda does not exist 

in Āroha.  

 

ररपर्ोिः संगतततनतत्र्ं रागमेनं प्रकाशरे्त ्| 
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रात्र्र्ां प्रिमके र्ामे गानं चास्र् शुभं भवेत ्||६८|| 
In this Rāga the tuning of Ri and Pa is very wonderful. It’s singing in the first Prahara of the 

night is very auspicious.   

 

गौडिंमीरसंर्ोगारपूमेतत्सलुक्षितम ्| 
कैस्श्चल्लक्ष्रे् न चाप्रे्तिातत मेऽततववसंगतम ्||६९|| 

I don’t find anything wrong in the opinion of scholars of Lakṣya Saṅgīta that Kāmoda is 

originated from the combination of Gauḍa and Hammira Rāga.  

 

सोमनािेन ववदषुा कांर्बोदी कीतततता पुनिः | 
शंकराभरणे मेले तनषादेन वववस्जतता ||७०|| 

In Śaṅkarābharaṇa Mela Rāga in which Niṣāda is Varjita is called Kāmbodī by Panḍit 

Somnātha  

 

मते च दाक्षिणात्र्ानां कामोदिः पधवस्जततिः | 
लक्ष्र्रोधी भवेदत्र तेन नांगीकृतो मर्ा ||७१|| 

According to Karnataki Pandits I Kāmoda Pa and Dha are Varjita, this opinion is opposite to 

Lakṣya hence I have not accepted it.   

 

         ररवित्वान्मधर्ोश्च संगत्र्ैवावप रोिणे |  
िंमीरो तनस्श्चतं लक्ष्रे् रागोऽस्मािेदमिततत ||७२|| 

In Lakṣya, due to harmony of Ma and Dha, and Re is Vakra in Āroha , Rāga Hammira should 

be separated from this Rāga (Kāmoda).   

 

छार्ानट्टिः 
स्र्ात ्कल्र्ाणीमेलकेऽवप छार्ानट्टोऽततरंजक: | 
ररपसंवादसंपन्निः संध्र्ाकालोगचतिः पुनिः ||७३|| 

Chāyānaṭa Rāga is Said to be originated from Kalyāṇa Mela. In this Rāga Re is Vādi and Pa 

is Saṃvādi, So it should be sung in the evening time.  

 

सुसंगततरत्र प्रोक्ता पर्ोशै्चव सुसंमता | 
पंचमार्दषभे पातो नूनं स्र्ात ्हृदर्ंगमिः ||७४|| 

In this Rāga the harmony or tuning of Pa and Re is acceptable to all. The strike (pat) on Ṛṣabha   

by Pañcama is really becomes very pleasant.  
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रागेऽस्स्मन ्गार्कैिः कैस्श्चद्धैवतो ग्रि ईररतिः | 
न्र्सनंषड्जस्वरेऽवप मते तेषां सुतनस्श्चतम ्||७५|| 

Some scholars considers Dhaivata as Graha Svara in Chāyānaṭṭa. And according to them there 

should be Nyāsa on Ṣaḍja Svara.  

 

आरोिणे तीव्रमस्र् प्रर्ोगो र्दश्र्ते कृतिः | 
गविं स्र्ादवरोिे तनर्मेन सतां मते ||७६|| 

In Āroha the use of Tīvra Ma appears. According to scholars in Avaroha Ga is Vakra as per 

the Rāga’s principle.  

 

कल्र्ाणगौडिंमीरनटालैयर्ािः सुरागका: | 
भमलंतत च्छार्नटे्टऽस्स्मस्न्नतत शंसंतत केचन ||७७|| 

Some scholars are of opinion that in Chāyānaṭṭa there is a combination of formation of 

Kalyāṇa, Gauḍa, Hammira, Naṭa and Alhaiya. 

 

हद्वमध्र्मेषु रागेषु हद्वतीरे्ऽवर्वे पुनिः | 
अंतरानामके तनत्र्ं सार्दश्र्मवगम्र्ते ||७८|| 

In Rāgas having two Madhyama are used, generally some similarity seen in the second part 

named Antara. 

 

अतस्तस्न्नवारणार् कुवतस्न्त लक्ष्र्वेहदन: | 
पूवांगस्र् पौनरुत्क्र्ं र्िान्र्ार्ं सपाटवम ्||७९|| 

Therefore, for preventing it Lakṣya Musicians often represent its Pūrvāṅga as and when 

needed.   

 

श्र्ामिः 

कल्र्ाणीमेलसंप्रोक्तिः श्र्ामरागिः सुसंमतिः | 
कल्र्ाणस्र् प्रकारोर्भमतत कैस्श्चददुीर्तते ||८०|| 

Śyāma Rāga is Said  to be originated from Kalyāṇī  Mela. Some people consider it as a division 

of Kalyāṇa. 
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मध्र्मावत्र द्वौ प्रोक्तौ लक्ष्र्मागे ववचिणै: | 
स्र्ात ्षड्जस्र्ैव वाहदत्वं संवाहदत्वं तु मे स्वरे ||८१|| 

According to Lakṣya Scolars both Ma are used in it. In this Rāga Ṣaḍja Svara is Vādi and Ma 

is Saṃvādi. 

 

गार्ने चास्र् रागस्र् कामोदांगं स्फ़ुटं भवेत ्| 
तनगाल्पत्वं तत्र र्दष्टं नैवमत्र मते सताम ्||८२|| 

While singing of this Rāga, the formation of Kāmoda is become clear. (But like Kāmoda the 

Alpatva of Ni and Ga is not seen such is the opinion of scholars). 

 

ररपर्ो ररमर्ोवातवप संगती रक्तक्तदा भवेत ्| 
आरोिणे धैवतस्र् वजतनं सुखमाविेत ्||८३|| 

The harmony of Re and Pa or Re and Ma is very pleasing here. In Āroha the absence of Dha 

also makes it delightful.  

 

कामं संगत्र्ात्र मर्ोश्च्छार्ामल्लाररकोिवेत ्| 
प्रस्फ़ुटेन तनषादेन गार्कस्तां तनवाररे्त ्||८४|| 

Because of the harmony of Ma and Re it seems it has some shadow (impact) of Mallāra. But 

the singer should remove it by specific use of Ni, or by using Śuddha Niṣāda.  

 

ग्रंिेषु सामसंज्ञोऽवप क्वगचरागो तनरुवपत: | 
आरोिे गतनिीनोसाववरोिे तनवस्जतत: ||८५|| 

Certain Rāga is narrated as starting with Sā and Ma (Sāma Saṃjñaḥ), in Āroha  in which Ga 

and Ni are Varjita, and in Avaroha Ni is Varjita.  

 

िंमीरगौडकेदारमेलनात ्संभवेदर्म ्
इतत केगचत ्संगगरंतत पंक्तडता लक्ष्र्वेहदन: ||८६|| 

Some Lakṣyavedi Panḍit believe that this Rāga is originated from the combination of 

Hammira, Gauḍa and Kedāra. 

 

केगचदन्रे् रागमेनं संपूण ंधांशकं ववद:ु | 
सार्ंगेर्ं रूपमेतदतोऽग्राह्य ंमतं स्त्वदम ्||८७|| 

Some others believe that this Rāga is totally having Dha as Aṃśa, and its sung in the evening 

but this opinion is not acceptable.   
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गौडसारंगिः 
कल्र्ाणीमेलके ज्ञेर्ो गौडसारंगनामकिः | 

अततविस्वरूपोडवप द्वाभ्र्ां माभ्र्ां सुभूवषतिः ||८८|| 
Gauḍa Sāraṅga Rāga is originated from Kalyāṇa Mela. Though its formation is very crooked, 

it is adorned with both Ma.  

 

मध्र्ान्िािो भवेनन्र्ल्पो गविश्चावरोिणे | 
वाहदत्वं स्र्ाद्धैवतस्र् संवाहदत्वं तु गे पुनिः ||८९|| 

This Rāga in afternoon, here Ni is Alpa. In Avaroha Ga is Vakra. Moreover, its Dha is Vādi 

and Ga is Saṃvādi.  

 

नूनं ववसंगतं चास्र् गानं माध्र्ाक्तिकं भवेत ्| 
वाहदत्वं चेन्मतं गे तहदतत धांशो मतो मर्ा ||९०|| 

As Ga is Vādi and Dha is Aṃśa the singing of this Rāga  in afternoon is not suitable according 

to me.    

 

तीव्रमध्र्मस्र् चास्स्मन ्गौणत्वं लक्ष्र्ते स्फ़ुटम ्| 
तेनैव स्वादर्ं कैस्श्चत ्शंकराभरणे मतिः ||९१|| 

In this Rāga it is clearly seen that Tīvra Madhyama is subordinate or second one therefore this 

Rāga is Said to Śaṅkarābharaṇa according to some people.  

 

केषुगचत्तत्र ग्रन्िेषु वीरशांततरसागश्रतिः | 
संपूणो वण्र्तते गांशो गेर्ो मध्र्ाितिः परम ्||९२|| 

In some treatises of Music this Gauḍa Sāraṅga Rāga which is used for Vira and Sānta 

sentiments, is described as Sampūrṇa Svariya, Ga Aṃśa and suitable for afternoon time.  

  

नाटकेदारपूवीणां मेलनादर्मुिवेत ्| 
इतत केगचत ्संगगरंतत लक्ष्र्मागतववचिणा: ||९३|| 

Some Lakṣya scholars believe that this Gauḍa Sāraṅga  Rāga is originated from the 

combination of Naṭa, Kedāra and Pūrvī.  

मालश्रीिः 
कल्र्ाणीमेलके तत्र मालश्रीगीर्ते र्बुधै: 
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पंचमांशग्रिन्र्ासा ररधिीनौडवा मता ||९४|| 
The Oḍava type of Mālaśrī Rāga, in which Pañcama is Aṃśa, Graha and Nyāsa Svara and Re 

and Dha are Varjita is Said to be originated from Kalyāṇī Mela by learned. 

 

त्रत्रस्वरा सगपै: कैस्श्चदचु्र्ते लक्ष्र्वत्मततन | 
नैव शास्त्रानुमतं तन्नात्र रागस्र् संभविः ||९५|| 

Some Lakṣya scholars Say that Mālaśrī is made up of three Svaras Sā, Ga and Pa but this is 

against the Śāstras hence there is no possibility of Rāga.  

 

पंचोनेभ्र्िः स्वरेभ्र्चच न स्र्ारागिः कदाचन | 
जानंतत पंक्तडतािः सवे रिस्र्भमदमितुम ्||९६|| 

All scholars know this wonderful fact that the formation of any Rāga is never possible less than 

five Svaras.  

 

र्द्यप्र्त्र मनी मान्र्ौ स्वरसंख्र्ाप्रपूरणे | 
असत्प्रार्ौ तनस्श्चतं ताववतत मतं तु तहद्वदाम ्||९७|| 

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.  

गपर्ोरेव संगत्र्ा भवेरागस्र् व्र्क्तता | 
र्बुधैरस्र्ािः समाहदष्टं गानं प्रिमर्ामके ||९८|| 

Mālaśrī is presented by the tuning of Ga and Pa. Scholars Say that it should be sung in the first 

Prahara.  

 

ग्रंिेषु मालवचर्ाख्र्ा काफीमेले सुलक्षिता | 
नासावस्मल्लक्ष्र्मागतप्रभसद्धेततपररस्फुटम ्||९९|| 

In treatises Mālavaśrī is originated from Kāfi Mela. So, it is clear that it is not well reputed in 

Lakṣya Mārga.  

धन्र्ाश्रीधवलाजेता भमलंत्र्स्र्ाभमतत क्वगचत ्| 
वणतर्स्न्त पंक्तडतास्ते लक्ष्र्लिणकोववदािः ||१००|| 

The scholar Musician following Lakṣya Mārga have narrated that at some places Rāga  

Dhanyāśrī, Dhavala and Jeta, they get mixed with this Rāga .  

 

र्मनी 
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कल्र्ाणीनामके मेले र्मनी लक्षिता र्बुधैिः | 
वेलावल्र्ािः प्रकारोर्ं स्वीकृतो र्मनांगतिः ||१|| 

Yamanī Rāga is originated from Kalyāṇa Mela. As it is a part of Yamana it is considered as a 

type of Velāvala.  

 

संपूणो गीर्ते प्रातहद्वतमध्र्मसुभूवषतिः | 
भमििः संवाहदनावत्र सपाववतत मतं सताम ्||२|| 

The Sampūrṇa Rāga Yamanī which has both Ma is sung in the morning, its Vādi Svara is Ṣaḍja 

and Saṃvādi Svara is Pañcam.  

 

आरोिणे तीव्रमेण र्मनांग ंस्फुटं भवेत ्| 
अवरोिे शुद्धमेन र्बुधस्तत्पररमाजतरे्त ्||३|| 

The use of Tīvra Ma in Āroha makes it as a part of Yamana clear. It is wiped off by using 

Śuddha Ma in Avaroha. 

  

अवरोिो त्रर्बलावल्र्ािः सुप्रभसद्धो हि लक्ष्र्के | 
सार्ंगेरे्वप रागे चेत ्प्रववष्टो िातनमाचरेत ्||४|| 

In Lakṣya Saṅgīta Avaroha of Bilāvala is very popular but when it is enters in Rāgas, sung in 

the evening, it becomes harmful. 

 

तनषादे प्रार्शो र्दष्टं वित्वमनुलोमके | 
अस्र्ामवप प्रसकं्त तिवेहदतत सुसंमतम ्||५|| 

In Avaroha mostly Vakra Ni is used. It believed that in this Rāga also it is connected.    

 

चंरकान्तिः 
कल्र्ाणीमेलके ख्र्ातश्चन्रकान्तो गुणणवप्रर्िः | 
आरोिे मध्र्मत्र्क्तो ह्यवरोिे संमग्रकिः ||६|| 

Rāga Candrakānta which is favourite of wise persons is Said to be originated from Kalyāṇa 

Mela. In Āroha Madhyama is Varjita and Avaroha is Sampūrṇa.  

 

गांधारस्र्ैव वाहदत्वं संध्र्ाकालप्रसूचकम ्| 
प्राधान्र्ं स्र्ात ्सुतनस्श्चतं पूवांगेऽत्र सतां मते ||७|| 



296 
 

Scholars believe that in this Rāga Pūrvāṅga is main. Its Gāndhāra is Vādi which indicates 

evening.   

 

अप्रभसद्धं स्त्वदं रूपमुद्धृतं गार्कैिः क्वगचत ्| 
शुद्धकल्र्ाणसार्दश्र्ं तत्रावगम्र्ते र्बुधैिः ||८|| 

Sometimes Singers have published its hidden form. Scholars have realised that this Rāga is 

similar to Śuddha Kalyāṇa.  

 

हटप्पणी 
अभभन्नस्वरसंघाते केवलं वाहदभेदतिः | 

स्र्ातिन्नरूपरागाणां संभव इतत मे मततिः ||९|| 
I think in the group of Sampūrṇa Svaras, the Rāgas having different formation has become 

possible due to varieties of Vādi Svara only. 

 

पूवांगस्र्ैव प्रार्बल्र्ं पूवतरात्र्र्ां प्रकीततततम ्| 
तीव्रमस्तु सदैवात्र ह्यध्वदभशतत्वमाचरेत ्||११०|| 

In the first half of the night, the predominance of Pūrvāṅga is seen Tīvra Ma is always present 

there but it seems very less.  

  

त्रर्बलावलमेले, 
त्रर्बलावली 

शंकराभरणे मेले रागो वेलावलिः स्मतृिः | 
षड्जांशको र्बुधैिः प्रोक्तो धैवतांशोऽवप संमतिः ||१|| 

Bilāvala Rāga is originated from Śaṅkarābharaṇa Mela in which Ṣaḍja and Dhaivata are Aṃśa 

Svara according to learned.  

 

आरोिणं भवेत्तत्रमन्र्ल्पस्वरसंर्ुतम ्| 
अस्र् गानं मतं प्रातरुत्तरांगप्रधानकम ्||२|| 

There is a little use of Ma and Ni in its Āroha. This Rāga is Uttrāṅga Pradhāna and its sung 

in the morning.  

प्रातिःकालीर्कल्र्ाण इतत केगचद्वदंत्र्मुम ्| 
अवरोिे गदौर्बतल्र्ं कल्र्ाणं च तनवाररे्त ्||३|| 

Some scholars consider this Rāga as the Kalyāṇa Rāga of morning time. In its Avaroha Ga is 

weak, because of which Kalyāṇa disappears.   
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धमर्ोिः संगततस्तत्र तनत्र्ं वैगचत्र्र्काररणी | 
आरोिे तु तनवित्वं केषांगचत्सुमतं सताम ्||४|| 

The harmony of Dha and Ma in this Rāga always brings manifoldness(Vaicitrya) in it. Some 

scholars agree that in its Āroha Ni is Vakra.  

 

उत्तरांगप्रधानत्वादै्वगचत्र्र्मवप तत्र तत ्| 
प्रारे्णोत्तररागास्ते प्रभवंत्र्वरोिणे ||५|| 

The Uttrāṅga of the Uttrāṅga Pradhāna Rāgas has many varieties. These varieties are mostly 

presented in Avaroha. 

 

प्रकारा र्बिवस्तत्र वेलावलस्र् कीवत्तततािः | 
प्रभसद्धा लक्ष्र्मागे रे् संगिृीता मर्ात्र ते ||६|| 

Many types of Velāvala are narrated or described but those are popular in Lakṣya Saṅgīta, are 

presented here by me.   

 

त्रर्बिागिः 
वेलावलस्र् संमेलाज्जातो रागिः सुनामकिः | 

त्रर्बिाग इतत ववख्र्ातो गाधंारांशग्रिो मतिः ||७|| 
The popular Rāga Bihāga is originated from Velāvala. In this Rāga Bihāga Gāndhāra is Said 

to be Aṃśa and Graha.   

 

आरोिे ररधवज ंस्र्ादवरोिे समग्रकम ्| 
रात्र्र्ां हद्वतीर्के र्ामे गान ंतस्र् सुसंमतम ्||८|| 

The Āroha of this Rāga is devoid of Ṛṣabha and Dhaivata and its Avaroha is Sampūrṇa. The 

singing of this Rāga in second Prahara of night is accepted by all.  

 

ररधर्ोिः सतत प्रार्बल्रे् स्र्ाहद्बलावलशंकनम ्| 
अतो गार्कोत्तमैस्तौ लक्षितौ दरु्बतलौ स्वरौ ||९|| 

When Re and Dha are predominant there is a possibility of Rāga Bilāvala. Hence the best 

singers have accepted these two Svaras Re and Dha as weak (in Avaroha).  

 

अपन्र्ासो तनस्वरस्र् नूनं स्र्ादततरक्तक्तदिः | 
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प्रार्स्तत्रावप कुवतस्न्त श्रोतारो रागतनणतर्म ्||१०|| 
The Apanyāsa of Ni Svara in this Rāga  is very pleasant and the listeners two mostly recognise 

Rāga  on this base.  

 

त्रर्बिागडे मतिः कैस्श्चत्प्रर्ोगिः कोमलस्र् नेिः | 
ववलोमके प्रािुरन्रे् हद्वमध्र्म प्रर्ोजनम ्||११|| 

Scholars are of opinion if Komala Ni is used in Avaroha of Bihāga then that Rāga becomes 

Bihāgaḍa Rāga.  

 

शंकरा 
शंकरा षाडवा प्रोक्ता मस्वरेण वववस्जतता | 
शंकराभरणे मेले रात्र्र्ां हद्वतीर्र्ामके ||१२|| 

Śaṅkarā Rāga, which is called Śāḍava , and in which Ma is Varjita, and is sung in second 

Prahara of night, is produced from Śaṅkarābharaṇa  (Bilāvala) Mela. 

 

ररमवजात चौडवावप र्दश्र्ते लक्ष्र्वत्मततन | 
षड्जो गो वा भवेद्वादी त्रर्बिागांगेन मंडनम ्||१३|| 

In Lakṣya Mārga this Rāga when devoid of Re and Ma is seen as Oḍava. Sā or Ga become 

Vādi Its formation is from Bihāga Rāga.  

 

उत्तरांगप्रधानत्वे केगचदेनां सुरागगणीम ्| 
प्रातगेर्ामवप प्रािुस्तारषड्जसुभूवषताम ्||१४|| 

Some have Said that in this Rāga when Uttrāṅga is Pradhāna, when it is adorned with Tāra 

Ṣaḍja, it is sung in the morning.  

गानमस्र्ा र्तो र्दष्टं रात्र्र्ामगधकसंमतम ्| 
मानमिेत्तदेवात्र लक्ष्र्मागातनुवततनात ्||१५|| 

As majority have agreed with the singing of this Rāga at night time, more importance  is given 

to it here then the opinion of Lakṣya Mārga. 

 

मध्र्मस्र् लंघनेन त्रर्बिागातिपररस्फुटा |(adibhi) 
गांधारस्र्ावप वाहदत्वे गानं रात्र्र्ां न दवूषतम ्||१६|| 

As Gāndhāra is Vādi in this Rāga its singing at night is against criticism. By surpassing 

(ignoring) Madhyama it becomes clear that it is different from Bihāga.  
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देशीकारिः 
शंकराभरणान्मेलादेशीकारिः प्रजार्ते | 

औडवो मतनवजतिः स्र्ात्प्रिमे र्ामके हदने ||१७|| 
Deśīkāra is originated from Śaṅkarābharaṇa Mela. As Ma and Ni are Varjita here, it becomes 

Oḍava and it is sung in the first Prahara of the day.   

 

धैवतस्र्ात्र वाहदत्वं पंचमे न्र्ास उच्र्ते | 
उत्तरांगप्रधानोऽर्ं प्रातिःकाले प्रगीर्ते ||१८|| 

Here Dhaivata is Vādi and its Nyāsa is Said to be in Pañcama. This Rāga is Uttrāṅga Pradhāna  

and its sung in the morning.   

 

केगचदािु रूपमेतहद्वभासस्र् सुतनस्श्चतम ्| 
ववभांशुको मतोऽस्मतिमेले मालवगौडके ||१९|| 

According to some this is the formation of Vibhāsa clearly. As per our belief Vibhāṃśuka is 

originated from Mālavagauḍaka Mela.  

ववभांशुक इतत नाम प्रस्फुटं सववतुर्ततिः | 
  गानं तस्र्ावप रागस्र् मतं भानूदर्ात्परम ्||२०|| 
Because the name Vibhāṃśuka is emerged from Savitā that is Sun its singing should also be 

after sunrise.  

  

संध्र्ाकाले र्िा प्रोक्ता भूपाली गांशका र्बुधैिः | 
देशीकारो भवेदत्र प्रातिःकाले सुधांशकिः ||२१|| 

As learned Say that Bhūpālī having Ga as Aṃśa is sung in the evening time. Similarly Deśīkāra 

having Sā and Dha as Aṃśa as sung in the morning time.  

 

केगचदन्रे् वदन्त्रे्नं पूवीमेलसमागश्रतम ्| 
मध्र्ािािं कम्प्रमतन ंवर्ं लक्ष्र्ानुवतततनिः ||२२|| 

Some others believe that this Rāga is resorted to Pūrvī  Mela. We the followers of Lakṣya 

believe to be sung in afternoon.  

 

पािाक्तडिः 
शंकराभरणे मेले पािाक्तडगीर्तेऽधुना | 

मंरमध्र्स्वरैश्चावप संमता सावतकाभलका ||२३|| 
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Now we narrate Pāhāḍi Rāga which is originated from Śaṅkarābharaṇa Mela, having both - 

Mandra and Madhyama Svaras and can be sung at any time.  

 

षड्जपंचमर्ोरत्र संवादो रुगचरो मतिः | 
मंरस्िो धैवतो नूनं वैगचत्र्र्ं प्रतनोतत सिः ||२४|| 

Here Ṣaḍja is Vādi and Pañcama is Saṃvādi. And Mandra Dha expands it further.  

 

भूपाल्र्ािः प्रकृतत ंधते्त गानमस्र्ा र्तोंऽशतिः | 
स्पशतिः शुद्धमध्र्मस्र्ानुमतो लक्ष्र्वेहदनाम ्||२५|| 

According to Lakṣya scholars, as there is a little touch of Śuddha Ma the singing of this Rāga  

possesses the characteristic of Bhūpālī.   

 

ग्रंिेषु केषुगचत्पाडी प्रोक्ता मालवगौडके | 
व्र्विाराध्वतन नैषा तत्स्वरैरत्र गीर्ते ||२६|| 

In some Granthas Pāhāḍi is narrated as produced from Mālavagauḍaka (Bhairava Mela) but 

as it is not used in practice it is not described here.  

 

खंमाजी मेलकेऽप्रे्नां केगचदािुतनतकोमलाम ्| 
न तन्मन्रे् सुसंगतं लक्ष्र्मागतववचारतिः ||२६|| 

Somewhere another Pāhāḍi having Komala Ni and originated from Khammāja is also 

described but the singers following Lakṣya Mārga do not consider it suitable.  

 

माडिः 
वेलावलाख्र्संमेलान्माडस्र्ोत्पवत्तरीररता | 

मारूमेवाडदेशेडस्र् जन्मभूिः शू्रर्ते क्वगचत ्||२८|| 
Manda Rāga is originated from Bilāvala Mela. Sometimes it is heard that this Rāga belongs to 

Mārū - mevāḍa Deśa.  

 

प्रार्बल्र्ं समपानां स्र्ास्न्नषादस्र्ात्र कंपनम ्| 
गानमनुमतं तज्जै्ञ: रंजकं सावतकाभलकम ्||२९|| 

In this Rāga there is intensity of Ṣaḍja, Madhya and Pañcama. And the tremor (kampana) of 

Niṣāda make the singing of this Rāga pleasing at any time as believed by scholars.  
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आरोिे ररधदौर्बतल्र्ं वित्वमवरोिणे | 
मध्र्मस्र्ावप न्र्स्तत्वं सवतत्राततमनोिरम ्||३०|| 

The infirmity (daurbalya) or Re and Dha in Avaroha, and crookedness of the Same in Avaroha  

, and Nyāsa on Madhyama make this Rāga melodious everywhere.  

 

केगचदत्रारोिणेऽवप वित्वमाहदशंतत तत ्| 
मन्रे् नूनमुपपन्नं लक्ष्र्मागतववचारतिः ||३१|| 

Some scholars thinks the Vakratva of Re and Dha also in Āroha, but I think it is not suitable 

according to Lakṣya Mārga.  

 

देवगगरर: 
शुद्धस्वरसमार्ोगाज्जातो देवगगररस्तिा | 

त्रर्बलावलप्रभेदोऽर्ं कल्र्ाणांगेन मंक्तडत: ||३२|| 
Devagiri is one type of Bilāvala Rāga which is originated from the Śuddha Svaras i.e. Bilāvala 

Thāṭa. and is possessed of Kalyāṇa Aṅga. 

 

षड्जस्तत्र भवेद्वादी ववलोमे दरु्बतलौ धगौ | 
नाततदीघतस्तीव्रमोऽवप क्वगचल्लक्ष्रे् प्रर्दश्र्ते ||३३|| 

Its Vādi Svara is Ṣaḍja and the use of Dha and Ga is very less in Avaroha. In Lakṣya Saṅgīta 

Tīvra Ma is never seen used for a long time.    

 

त्रर्बलावलप्रभेदेषु  तनर्मोऽततमनोिरिः | 
अवरोििमे तनत्र्ं तदंगं प्रकटीभवेत ्||३४|| 

In the types of Bilāvala there is a nice principle that its formation is always presented by the 

Svaras in descending.   

 

अभ्र्ासात्तीव्रमस्र्ात्र र्मनीरागसंभविः | 
स तु पिृग्मतो रागिः सवशै्च गार्कोत्तमैिः ||३५|| 

Here, Bilāvala having Tīvra Ma becomes Yamanī(Bilāvala) Rāga but all the best scholars are 

of opinion that it is different. Or separate.   

 

अवरोिे धैवतेन सि कोमलनेलतविः | 
वेलावलस्वरूपं तत्प्रदशतरे्दसंशर्म ्||३६|| 
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In this type of Bilāvala, KomalaNiṣāda is used with Dhaivata in Avaroha, it undoubtedly 

makes the formation of Velāvala clear.  

 

आरोिणे रात्रत्रगेर्ा र्िा रागा: पररस्फ़ुटािः | 
तिैवावरोिणे ते हदनगेर्ािः प्रकीततततािः ||३७|| 

Just as the formation of Rāgas sung at night becomes clear in Āroha, similarly the formation 

of Rāgas sung during the day becomes clear in Avaroha.  

 

पूवांगस्र् प्रधानत्वात्पूवतरागववगचत्रता | 
सा चैवोत्तररागाणां सामान्र्तोऽवरोिणे ||३८|| 

Just as predominance of Pūrvāṅga creates varieties in previous Rāga or Pūrva Rāga, in the 

same way, in the Avaroha of later Rāgas or Uttara Rāgas.  

 

केगचदत्र ववकल्पेन ह्याहदशंतत पवजतनम ्| 
न तल्लक्ष्र्ाध्वतन प्राप्तभमतत नांगीकृतं मर्ा ||३९|| 

According to Some Pa is Varjita optionally, but I did not agree with this, as it is not found in 

Lakṣya Saṅgīta.  

 

नटिः 
शंकराभरणान्मेलान्नटरागसमुिव: | 

 मध्र्मांशन्र्ासकश्च रसे वीरे प्रर्ुज्र्ते ||४०|| 
The Rāga Naṭa Bilāvala is originated from Śaṅkarābharaṇa Mela in which Madhyama is Aṃśa 

and Nyāsa and it is used for VīraRasa. 

 

आरोिणे सुसंपूणो ववलोमे धगवस्जतत: | 
गानमस्र् समीचीनं रात्र्र्ां र्ामे हद्वतीर्के ||४१|| 

Its Ārohais Sampūrṇa and in AvarohaDha and Ga are Varjita. Its singing is suitable in the 

second Prahara of night.  

 

ग्रंिेषु केषुगचत्तत्र कोमलो गोऽवप लक्षित: | 
प्रतीतं नेि लक्ष्रे् र्त्तन्मानं नािततत धु्रवम ्||४२||  

In some Granthas use of Komala Ga is shown there but as it is not found in Lakṣya it is not 

proper to mention here.  
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छार्ाकामोदसंर्ुक्तो ह्यलयर्ाभमगश्रतिः क्वगचत ्| 
रागोऽर्ं र्दश्र्ते गीतो लक्ष्र्मागतववचिणै: ||४३|| 

Sometimes this Rāga combined of Chāyā Kāmoda and Alhaiya, is sung by the scholars of 

Lakṣya Mārga.   

 

पूवांगस्र् प्रधानत्वाहद्बलावलो न संभवेत ्| 
मध्र्मस्र् च व्र्स्तत्वाच्छार्ाकामोदवारणम ्|| 

Due to predominance of Pūrvāṅga Bilāvala is not possible, and Chāyā Kāmodaa is also ward 

off (Nivāraṇa) as Ma is used often.  

 

शुक्लत्रर्बलावली 
र्ा शुद्धस्वरमेलात्सा शुक्ला वेलावली मता | 

वेलावल्र्ा: प्रभेदोऽर्ं प्रातिःकालोगचतो मतिः ||४५|| 
The Rāga, which is formatted by using Śuddha Svara is Śukla Bilāvala. This is the type of 

Velāvala, and it is sung in the morning.  

 

शुद्धमोऽत्र भवेद्वादी संवादी षड्ज ईररत: | 
आरोिे स्र्ाहरदौर्बतल्र्ं न्र्ासो मध्र्म एव च ||४६|| 

Its VādiSvara is Śuddha Madhyama and Saṃvādi is Ṣaḍja. In Āroha Ṛṣabha is feeble and there 

is Nyāsa on Madhyama.  

 

उत्तरांगप्रधानत्वादवरोिे ववगचत्रता | 
व्र्स्तत्वं शुद्धमस्र्ात्र ववभशष्टां रक्तक्तमाचरेत ्||४७|| 

With the predominance of Uttrāṅga the Avarohais varied. And the free use of Śuddha Ma 

makes it delightfully.  

 

वेलावल्र्ा अवरोि: सुप्रभसद्धिः सतांमते | 
तस्र्ैवात्र सुप्रर्ोग: श्रोतगृचत्त ंप्रिषतरे्त ्||४८|| 

According to learned the excellent application of popular Avaroha of Velāvala here delightes 

the mind of audience.  

 

कोमलस्र् तनषादस्र् स्पशो धैवतसंर्ुत: | 
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अवरोिे सुप्रववष्टो नूनं स्र्ारक्तक्तदिः सदा ||४९|| 
The touch of Komala Niṣāda along with associated with Dhaivata, existing in Avaroha is really 

pleasant forever.   

 

नटत्रर्बलावली 
शंकराभरणान्मेलाज्जातो रागिः सुनामकिः | 

त्रर्बलावलो नट्टपूवो मध्र्मांशो गुणणवप्रर्िः ||५०|| 
Rāganamed NaṭaBilāvala, having Madhyama as Aṃśa, loved by scholars is prodused from 

ŚaṅkarābharaṇaMela.   

 

पूवांगे नट्टर्ोगेन  धते्त गौडस्वरूपकम ्| 
त्रर्बलावलस्र्ावरोिे भवेदंगं सुतनस्श्चतम ्||५१|| 

In NaṭaBilāvala, due to the combination of Naṭa in Pūrvanaga and Bilāvala in Uttrāṅga, it 

becomes clear that it’sAṅgaof GauḍaSārang.  

 

स्र्ान्मध्र्मस्र् व्र्स्तत्वं प्रभसद्धं नट्टगार्ने | 
अत्रावप तद्योजनीर्ं र्िार्ोग्र्ं ववचिणै: ||५२|| 

In singing of NaṭaRāgamanifold use of Madhyama is popular. It should also be utilised in 

proper form in NaṭaBilāvala by learned.  

 

ररधर्ोिः संगततश्चावप भवेदै्वगचत्र्र्काररणी | 
समीचीनं गानमस्र् प्रिमप्रिरे हदने ||५३|| 

The harmony of Re and Dha causes manifoldness. Its singing in the first Prahara during the 

day is suitable.   

 

मलुिाकेदारिः 
केदारो मलुिानामा शंकराभरणस्वरै: | 

श्र्ामकामोदसंर्ोगादिुतूो लोकववशु्रत: ||५४|| 
The RāgaMaluhā-Kedāra is made up of the Svaras of Śaṅkarābharaṇa, is originated from the 

combination of Śyāma and Kāmoda and it is well reputed. 

 

केदारस्र् प्रभेदोऽर्ं मन्र्ते लक्ष्र्वेहदभभ: | 
गानमप्र्स्र् रागस्र् रात्र्र्ां प्रिमर्ामके ||५५|| 
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LakṣyaScholars believe that this Rāga  is one type of Kedāra and its sung in the first Prahara 

of night.  

 

जलधारश्चांदतनश्च मलुिोऽर्ं ततृीर्किः | 
आधुतनका मता एते प्रभेदा लक्ष्र्वत्मततन ||५६|| 

In LakṣyaSaṅgīta, JaladharaKedāra, CāndaniKedāra and MaluhaKedāra are said to be the 

types of Kedāra.  

 

केदारे प्रर्बला तनत्र्ं षड्जमध्र्मपंचमा: | 
मतमेतत ्सुप्रभसद्धं रागेऽस्स्मन्नवप र्ुज्र्ते ||५७|| 

In KedāraRāgaṢaḍja, Madhyama and Pañcamaare predominant, in this Rāga  also the Same  

principle is applicable.  

 

मंरस्िानस्वरै: कुर्ातदस्र् रागस्र् रोपणम ्| 
ततै्रवासौ प्रशोभेत लर्िः स्र्ात्सुववलंत्रर्बत: ||५८|| 

The beginning of this Rāgashould be with the Svaras of MandraSaptaka. It is sung in 

VilaṃbitaLaya is seems beautiful here.  

 

मंरस्िो मध्र्मो नूनं रागे वैगचत्र्र्माविेत ्| 
तनषादात्षड्जसंस्पशत: कस्र् नो िदर्ंगमिः ||५९|| 

MandraMadhyama brings variation in this Rāga, who will not enjoy the touch of Ṣaḍja by 

Niṣāda. 

 

गुणकली 
शंकराभरणे मेले संजातो राग उत्तमिः | 

गुणकेलीततनामासौ कल्र्ाणांगसुशोभभतिः ||६०|| 
The favourateRāga namedGuṇakelī, which has Aṅgaof Klayana is originated from 

ŚaṅkarābharaṇaMela. 

 

त्रर्बलावलस्र्ांगभूतिः षड्जांशश्चाततरक्तक्तद: | 
उत्तरांगप्रधानत्वात्प्रातगेर्ो र्बुधैमतत: ||६१|| 

This Rāga, having Aṅgaof Bilāvalaa,is pleasant due to AṃśaSvaraṢaḍja and having Uttrāṅga 

predominant, sung in the morning.  
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र्द्वा ह्युत्तररागाणां प्रकृतततनतर्ता मता | 
अवरोिेण वणेन समाकषतंत ते मनिः ||६२|| 

As per the Nature of UttaraRāgas it attracts the mind of people by the Svaras of Avaroha. 

 

ग्रंिेषु र्दश्र्ते र्ान्र्ा गुंडिी रागगणी पुनिः | 
सा मता गुणणभभस्तत्र मेले मालवगौडके ||६३|| 

Scholars believe that the another RāgaGuṇḍakrī which mentioned in Granthas is originated 

from the MālavaGauḍaMela.  

 

ककुभिः 
स्र्ाच्छुद्धस्वरसंमेलारागिः ककुभनामकिः | 
वेलावलप्रभेदोऽर्ं ररपसंवादशोभनिः ||६४|| 

Rāga named Kakubha a Bilāvala type Rāga is composed from ŚuddhaSvara, in which Re is 

Vādi and Pa is Saṃvādi.  

 

ररपर्ोिः संगततस्श्चत्रा सवेषां स्र्ान्मनोिरा | 
र्बेलावलावरोिेण भवेरागप्रसूचनम ्||६५|| 

The beautiful harmony of Re and Pa represents the formation of Rāga by the Avaroha of 

Bilāvala.   

 

कंपनमषृभेह्यत्र जर्ावंतीं प्रदशतरे्त ्| 
अभावे तु कोमलस्र् गांधारस्र् न सा भवेत ्||६६|| 

Here, tremor of Ṛṣabha, expresses JayāvantīRāgabut in the absence of KomalaGa it will not 

be there.  

 

अलयर्ाणझझुंटीर्ोगात ्ककुभोत्पवत्तरीररता | 
कैस्श्चदवप लक्ष्र्ववतिर्बुतधिः कुर्ातत्स्वतनणतर्म ्||६७|| 

According to Some the combination of Ahalya and Jhiñjhūṭīis said  to be origin of Kakubha. 

But the expert Lakṣyascholars should take their own decision.  

 

दगुात 
राक्शुद्धस्वरसंमेलादु्दगातनाम्नी प्रजार्ते | 
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औडवा गतनिीनासौ मध्र्मांशेन मंक्तडता ||६८|| 
The famous RāgaDurgā  is originated from ŚuddhaMela. It is of Oḍavatype. Here Ga and Ni 

are Varjita and Madhyama is Aṃśa.  

 

अते्रषहद्वलसेच्छार्ा शुद्धमल्लाररका पुनिः | 
पंक्तडतैगातनमेतस्र्ा हद्वतीर्प्रिरे मतम ्||६९|| 

In this Rāgasome places the effect of Mallāra is seen. Learned think that it is sung in the second 

Prahara.  

 

गांधारस्र् ववलुप्तत्वात्प्रतीतिः सोरटो भवेत ्| 
आरोिे धैवतिः स्पष्टस्तरपूमपसाररे्त ्||७०|| 

Due to abcence of Gāndhāra, its seems as if Soraṭa. But the pure use of Dhaivata in 

Āroharemoves that Soraṭa.  

 

ररपर्ोिः संगततश्चात्र मल्लार्गंं तनवाररे्त ्| 
व्र्स्तमध्र्मर्ोगोऽवप श्रोतगृचत्तिरो भवेत ्||७१|| 

The tuning of Re and Pa wards off Mallāra here. Profuse use of Madhyamareally attract the 

mind of listeners.   
 

तनषादस्र् प्रलुप्तत्वे कुतिः सारंगसंभव: | 
अवरोिे गसंर्ोगे सोमरागस्र् नोिव: ||७२|| 

As Niṣāda  is not seen here how can it be Sāraṅga. It can also not be Soma-Rāgaas there is as 

Ga is present in Avaroha.  

 

ग्रंिेषु कगितं रूपं शुद्धसावेररनामकम ्| 
इदमेव कदागचतस्र्ाद्बधुिः कुर्ातद्यिोगचतम ्||७३|| 

In treatises perhapse learned have described this type of Rāga by the name ŚuddhaSāveri. It 

seems appropriate.  

 

िंसध्वतन: 
िंसध्वन्र्ाह्वर्ो रागिः स्र्ात ्शुद्धस्वरमेलनात ्| 
आरोिेऽप्र्वरोिे च मधिीनो भवेत्सदा ||७४|| 

The Rāgawhich is called Haṃṣadhvani, is originated from the combination of ŚuddhaSvaras. 

In its Āroha and AvarohaMa and Dha are always Varjita.  
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 स्वरिः षड्जो मतो वादी कैस्श्चद्गांधारको ह्यसौ |  
गानमस्र् समाहदष्टं रात्र्र्ां प्रिमर्ामके ||७५|| 

Some are of opinion that Ṣaḍja is Vādi and according to some Gāndhārais Vādi. It is sung in 

the first Prahara of night. 

 

हिदंसु्िानीर्पद्धत्र्ां प्राचुर्ं नास्र् र्दश्र्ते | 
संगीते दाक्षिणात्र्ानां स तु साधारणो मतिः ||७६|| 

In Hindusthānī Paddhati it is not often used but in Karnaṭaki Saṅgīta it is commonly used.  

 

िेमकल्र्ाणिः 
शंकराभरणे मेले िेमकल्र्ाणनामकिः | 

सार्ं गेर्िः सांशकोऽवप लक्ष्र्ववतििः प्रकीततततिः ||७७|| 
According to scholars of Lakṣya Saṅgīta Rāga named Hema Kalya, in which Sā is Aṃśa, is 

originated from ŚaṅkarābharaṇaMela, and is sung in the evening.  

 

षड्जस्वरो भवेद्वादी संवादी पंचमो मतिः | 
मंरमध्र्स्वरैरेव सवेषां रक्तक्तदो भवेत ्||७८|| 

Ṣaḍja isVādi and Pañcama is Saṃvādi, it definitely delights people when it is sung in Mandra 

and Madhya Svara.  

 

कल्र्ाणे भमश्रणात्तत्र कामोदस्र् समुिवेत ्| 
रागोऽर्भमतत केषांगचत्संमतं लक्ष्र्वेहदनाम ्||७९|| 

According to some Lakṣya scholars it is said that when Kāmoda is mixed with Śuddha Kalyāṇa, 

Hema Kalyāṇa is produced.   

 

आरोिणे धिीनिः स्र्ान्मन्रपोद्ग्रािको भवेत ्| 
ववलंत्रर्बतलरे् गीतो ववभशष्टं सुखमाविेत ्||८०|| 

In Its ĀrohaDha is Varjita. And its UdgrahaSvara (begginer) is Mandra Pañcama. When this 

Rāga is sung in Vilaṃbitalaya.  

 

िेमकल्र्ाणनामावप रागोऽन्र्ो वणणततिः क्वगचत ्| 
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लक्ष्रे् प्रभसवद्धवैधुर्ातदस्माभभनातत्र लक्षितिः ||८१|| 
Some have narrated another RāganamedKṣemaKalyāṇa, but as it is not popular in Lakṣya we 

have not mentioned here.  

 

सपतदात 
शुद्धस्वरसंमेलने सपतदात रागगणी मता | 

त्रर्बलावलप्रकारोऽर्ं प्रातिःकालोगचतिः पुनिः ||८२|| 
A RāgiṇīnamedSarpardā, a type of BilāvalaThāṭa, is originated from combination of 

ŚuddhaSvara and it is sung in the morning. 

 

सपर्ोरत्र संवादिः स्वीकृतो र्बिुसंमत: | 
अवरोिे सतनश्चर्ं त्रर्बलावलप्रदशतनम ्||८३|| 

Many have agreed that here Sā is Vādi and Pa is Saṃvādi, in Avarohait clearly presents 

BilāvalaThāṭa.   

 

गांधारस्र् केगचहदि वाहदत्वमाहदशंतत तत ्|| 
मते तेषां धैवतोऽवप मित्वमाप्नुर्ािशृम ्||८४|| 

According to some Gāndhārais Vādi here but at the same time Dhaivatais also given here 

significance according to them.  

 

र्द्यप्र्त्र त्रर्बिागस्र् क्रकंगचरपूंसमुिवेत ्| 
आर्तो ररषभो नूनं श्रोतभृ्रांतत ंतनवाररे्त ्||८५|| 

Even though it appears similar toBihāgaa, the extensive use of Ṛṣabha, removes the illusion of 

listeners.  

 

र्मनालातर्कागौडा रागगण्र्ामत्र भमगश्रता: | 
इतत केगचत्संगगरंतत लक्ष्र्संगीतकोववदा: ||८६|| 

Some Lakṣya scholars Says that in this Rāgathere is a combination of Yamana,Alhaiya and 

Gauḍa.  

 

रागे कणातटगौडे तु  त्रर्बलावलीसुभमश्रणात ्| 
सपतदात संभवेहदतत सोमनािेन लक्षितम ्||८७|| 

According to Pandit Somnātha Sarpardā is originated when Bilāvala get mixed with 

KarNaṭaGauḍaRāga.  
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लच्छाशाखिः 
शंकराभरणे मेले लच्छाशाखो र्बुधैमततिः | 

त्रर्बलावलांगभूतत्वात्प्रातिःकालिः पररस्फ़ुट: ||८८|| 
LacchaśākhaRāga is originated from ŚaṅkarābharaṇaMela, and a sitis a Aṅgaof Bilāvala it is 

sung in the morning.  

धगर्ोशै्चव संवादिः संमतो लक्ष्र्वेहदनाम ्| 
र्तोऽत्र र्दश्र्ते स्पष्टा णझझूंटीसंगततधु्रतवम ्||८९|| 

Here Dha is Vādi and Ga is Saṃvādi. Hence the AṅgaofJhiñjhūṭī is clearly seen here.   

 

गांधारस्र् प्रर्ोगे चेद्गौडसारंगशंकनम ्| 
त्रर्बलावलस्र् प्राधान्र्ात्स्र्ाच्छंकापररमाजतनम ्||९०|| 

Here Gāndhārais used soit appears as if GauḍaSāraṅgabut the predominance of Bilāvala 

removes that doubt.  

 

नूनं त्रर्बलार्बलस्र्ैते प्रकारा वादमूलका: | 
केवलं लक्ष्र्मागश्रत्र् र्बुधा: कुवतंत तनणतर्म ्||९१|| 

The types of Bilāvala are always cause disputes. Hence, learned should enhance their opinion 

only on the basis ofLakṣyaSaṅgīta.  

 

रागोऽर्ं स्र्ात्सुसंपूणो तनषादद्वर्मंक्तडतिः | 
अवरोिे तनश्चरे्न त्रर्बलावलं प्रदशतरे्त ्||९२|| 

This Rāga, adorned with two Niṣāda  isSampūrṇa. It clearlyrepresents Bilāvala in Avaroha. 

 

खंमाजीमेले 
णझझूंहट: 

कांभोजीमेलको ग्रंिे खंमाजीनामकोऽधुना 
तदिुववाश्च रे् रागा तनकोमला: सुसंमता ||१|| 

At present RāganamedKhammājaa, is originated from KāmbhojīMela as said in Granthas. And 

those Rāgaswhich are originated from it are having KomalaNi. 

 

णझझूंहट ंप्रिमं वक्ष्रे् मेलरागसमाश्रर्ाम ्| 
गांधारांशाहदकां पूणां सार्ंगेर्ां सुशोभनाम ्||२|| 
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These beautiful Rāgas / melodious Rāgas originated from this Mela are having Gāndhāra as 

Aṃśa, they are Sampūrṇa and they are sung in the evening. From these I first of all narrate 

Jhiñjhūṭī. 

 

सुगमं सरलं रूपं कांभोजीमेलके स्त्वदम ्| 
िुरगीतिममािु: सवेषामवप रंजकम ्||३|| 

In Kāmbhojī Mela, this Rāgais having very simple and easy formation and is rarely sung but it 

delights all.  

 

आश्रर्ीभूतरागत्वास्न्नर्मिः कथ्र्ते र्बुद्धैिः | 
भ्रष्टशे्चदन्र्रागेभ्र् एतस्र्ां गार्को ववशेत ्||४|| 

Learned say that this Rāgadepends on others hence the singer of this Rāga  enters another 

Rāgawhile singing.  

 

आरोिे ररस्वरस्पशत: खंमाजमपसाररे्त ्| 
सरलारोिणत्वाच्च गौडसारंगकोऽवप नो ||५|| 

It cannot become Khammāja a as there is touch of Re in Āroha, it also cannot become 

GauḍaSāraṅga as it is Sarala a in Āroha.  

 
खंमाजिः 

कांभोजीमेलसंजातो रागिः खंमाजनामक: | 
आरोिे तु ररवज ंस्र्ादवरोिे समग्रकम ्||६|| 

Khammājaa Rāgais originated from KāmbhojīMela. In its ĀrohaRe is Varjita and its Avaroha 

is Sampūrṇa.  

 

र्दा हि धैवतो दीघतस्तदा मध्र्मसंगतत: | 
आरोिे पंचमाल्पत्वं तनषादो रक्तक्तव्र्ंजकिः ||७|| 

When DhaivataisDīrgha tuning of Madhyama is played. In its ĀrohaPa is Alpa. The use of 

Niṣādamakes it delightful. 

 

प्रर्ोगस्त्रीव्रनेरेवमारोिे सवतसंमतिः | 
र्दश्र्ते तनर्मोऽप्रे्ष लक्ष्र्ज्ञानां ववपस्श्चताम ्||८|| 

All have agreed with the use of TīvraNi in Āroha. The same rule is seen applicable by the 

learned of LakṣyaSaṅgīta.   

 

गांधारिः संमतो वादी तनषादोऽमात्र्संक्षज्ञतिः | 
गानमेतस्र् रागस्र् रात्र्र्ा ंर्ामे हद्वतीर्के ||९|| 

Here, Gāndhārais Vādi and Niṣāda is Saṃvādi. This Rāgais sung in the second Prahara of 

night.  
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संगततधतमर्ोरत्र ववशेषेण सुखप्रदा | 
अवसानं गेस्वरेतद्वदेरागं पररस्फ़ुटम ्||१०|| 

Here the harmony of Dha and Ma is indeed enjoyable. When the singing of GaSvara ends, this 

Rāga becomes distinctly visible (पररस्फ़ुटम)्. 

 

 

ततलंगगका 
जाता कांभोस्जभमले र्ा रागगणी सा ततलंगगका | 
आरोिे चावरोिेऽवप ररधिीनैव संमता ||११|| 

That Rāgiṇīwhich has originated from KāmbhojīMela is known as Tilaṅgikā, in which Re and 

Dha are Varjita in both Ārohaand Avaroha.  

 

गांधारोऽत्र भवेद्वादी तनषादोऽमात्र्संतनभ: | 
खंमाजीं प्रकृतत ंधते्त नीपर्ोिः संगततिः सदा ||१२|| 

Here, Gāndhārais Vādi, Niṣādais Saṃvādi, the harmony of Ni and Pa is always a special 

feature.  

 

Page no 77 

 

धैवतस्र् ववलुप्तत्वे भसद्धा खंमाजभभन्नता | 
ररधिीना र्तो गीता णझझूंहटनैव  सवतिा ||१३|| 

The disappearance of Dhaivata proves the distinctness from Khammājaa. As Re and Dha are 

Varjita  when it is sung it cannot be Jhiñjhūṭī in any ways.  

 

पंचमेन प्रस्फुटेन दगुातर्ा नैव संभविः | 
गानमस्र्ा: समीचीनं भूर्ाधामे हद्वतीर्के ||१४|| 

Durgāis also not possible as Pañcama is clearly used. Its singing in the second Prahara is 

appropriate.  

 

 
खंर्बावती 

खंमाजीमेलके प्रोक्ता खंर्बावत्र्ाह्वर्ा शुभा | 
खंमाजतनर्मानां सा भवेन्नूनं ववपर्तर्ात ्||१५|| 

The auspicious Khambāvatī is said to be originated from KhammajīMela. Indeed, it is reverse 

(opposite) than the principle of Khammāja.  

 
 आरोिे ररषभिः स्पषृ्टस्त्र्क्तोऽसौ चावरोिणे |  
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मध्र्मात्षड्जसंस्पशत: सवतिैव मनोिरिः ||१६|| 
The touch of Ṛṣabha in Āroha, the absence of Ṛṣabhain Avarohaand the touch of Ṣaḍja with 

Madhyama is melodious in every way.   

 

मधर्ो: संगतत: प्रोक्ता ह्यवरोिे पविता | 
उत्तराधतस्वरै: क्रकंगचद्वागीश्वर्गंमाविेत ्||१७|| 

Here, there is the harmony of Ma and Dha, in AvarohaPa is Vakra, by the Svaras used in 

Uttarārdha it can be the Aṅgaof Vageshvari.  

 
प्राचुरे्ररधर्ोरत्र खंमाजांगं किं भवेत ्| 

गानमस्र्ा: समाहदष्टं रात्र्र्ां र्ामे हद्वतीर्के ||१८|| 
How can it be the Aṅga ofKhammāja as plenty use of Re and Dha. It is sung in the second 

Prahara of night.   

 

ग्रंिेषु केषुगचदस्र्ां धकोमलत्वमीररतम ्| 
पिीनत्वमवप प्रोकं्त न तल्लक्ष्रे् सुसंमतम ्||१९|| 

Some of the Granthas it is said that Dha is Komalaand Pa is Varjita. But it is not acceptable 

in LakṣyaMārga.   

 

दगुात 
कांभोजी मेलकेऽप्र्न्र्ा दगुात स्र्ाल्लक्ष्र्वत्मततन | 
औडवा ररपिीनाऽसौ गांधारांशेन भूवषता ||२०|| 

In LakṣyaSaṅgīta another type of Durgā Rāga originated from KhammājaMela is narrated 

somewhere. In which Re and Pa are Varjita in Ārohaand Avarohaand its adorned with 

Gāndhāra having Aṃśa.  

 

मधर्ोरत्र संगत्र्ा वागीश्वर्गंसंभविः | 
गांधारिः कोमलस्तत्र सचातै्रवास्स्त तीव्रकिः ||२१|| 

The tuning of Maand Dha shows the possibility of Vāgīśvarī but in BageśrīGāndhāra is 

Komala whereas here in Durgā it is Tīvra.  

 

ऋषभस्र् प्रलुप्तत्वे णझझूंहटनैव संभवेत ्| 
धसंर्ोगात्पलुप्तत्वाहद्वभभन्नावप ततलंगगका ||२२|| 

As Ṛṣabhais absent here, it cannot be Jhiñjhūṭī. It is different from Tilaṅgikā as Dha is used 

and Pa is invisible.  

 

संपूणेनावरोिेण खंमाजो भभन्नतां भजेत ्| 
गानमस्र्ा मतं तनत्र्ं रात्र्र्ां र्ामे हद्वतीर्के ||२३|| 
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As its Avarohais Sampūrṇa it is different from Khammāja. It is sung in the second Prahara of 

night.  

 

ईषत्स्पशोररस्वरे चेद्ग्रंिोक्ता रागगणी भवेत ्| 
नाटकुरंस्जकानाम्नी गांधारांशमनोिरा ||२४|| 

If there is little touch of Re is there then this Durgāwill become another Rāgiṇīnamed 

Nāṭakurañjikā in which has beautiful AṃśaSvaraGāndhāra.  

 

गनीिीना हद्वतीर्ावप दगुात लक्ष्र्ाध्वतन शु्रता | 
शंकराभरणे मेले वणणतता पूवतमेव सा ||२५|| 

Another type of Durgāin LakṣyaSaṅgīta is also heard in which Ga and Ni are Varjita that 

Rāgais previously mentioned in ŚaṅkarābharaṇaMela.  

 

 

रागेश्वरी 
कांभोजीमेलके तत्र रागेश्वरी र्बुधैमतता | 

आरोिेचावरोिेऽवप पिीना षाडवा पुनिः ||२६|| 
Learned have also narrated Rāgeśvarī which is originated from KāmbhojīMela in which Pa is 

Varjita in Ārohaand Avaroha, hence it is ŚāḍavaRāgiṇī.  

 

षड्जांशा मध्र्मांशा वा गीर्ते लक्ष्र्वत्मततन | 
संगततमतधर्ोनूतनं ववशेषेणाऽत्र रक्तक्तदा ||२७|| 

In LakṣyaSaṅgīta this Rāgiṇīis sung in ṢaḍjaAṃśa or MadhyamaAṃśa. Th etuning of Ma and 

Dha is really enjoyable here.  

 

आरोिणे ररवज ंस्र्ाद्धविं चावरोिणे | 
गांधारस्र् हि तीव्रत्वाद्वागीश्वर्ात: प्रभभन्नता ||२८|| 

ReisVarjita in Ārohaand Dha is Vakra in Avarohaand Gāndhāra is Tīvra hence Vāgīśvarī is 

different.   

 

ररस्वरस्र्ात्र र्ोगेन दगुातर्ा नैव संभविः | 
ग्रंिेषु केषुगचत्त्वेषा संक्षज्ञता रववचंहरका ||२९|| 

As Re is used here it cannot be RāgaDurgā. In some Granthas this Rāgiṇī is named 

Ravicandrikā.  

 

खंर्बावत्र्ां ररवजतत्वमवरोिे समीररतम ्| 
खंमाजततलंगगकर्ोिः पंचमस्र् न लंघनम ्||३०|| 

It is said that Re is Varjita in Avarohain Khambāvatī. Here, the Pañcama of Khammāja and 

Tilaṅgikā is not overcome.  
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 मते केषांगचदप्रे्षा खंमाजप्रकृततर्ततिः |  
प्रशस्तं गार्नं तस्र्ा तनत्र्ं र्ामे हद्वतीर्के ||३१|| 

According to some this is the feature of Khammājabecause its singing in second Prahara is 

always praised.  

 

सोरटी 
कांभोजीमेलकोत्पन्ना सोरटीनाभमका पुनिः | 
आरोिे ररधवज ंस्र्ादवरोिे समग्रकम ्||३२|| 

Again a RāgiṇīnamedSoraṭī which is originated from KāmbhojīMela, Re and Dha are Varjita 

in Ārohaand Avarohais Sampūrṇa.  

 

ऋषभोऽत्र मतो वादी सवतवैगचत्र्र्कारणम ्| 
संवादी धैवतो मान्र्ो रक्तक्ततनवातिकस्ततिः ||३३|| 

Here Ṛṣabha, the cause of all types of varieties is believed to be Vādi. And SaṃvādiDhaivata 

is believed to be the carrier of joy.  

 

केगचद्वदंतत सोरट्र्ां गस्पशातदे्दभशका भवेत ्| 
लिणं तत्समीचीनं देशीभभन्नत्वसूचकम ्||३४|| 

Some people say that this Soraṭī becomes Deśīkā by giving the touch of Ga. This feature fits 

to show the difference from Deśī.  

 

अवरोिे गस्वरस्र् प्रर्ोगोघषतणास्न्वतिः | 
कार्ोर्स्मािवेद्द्यक्ता सारंगस्र् प्रभभन्नता ||३५|| 

In this Rāga the use of Gāndhāra in Avarohais through Minda,that’s while it is said to be 

different than Sāraṅga.  

 

मध्र्मार्दषभे पातिः सोराट्र्ां जीवभूतकिः | 
ततै्रवहि तनणतर्ंतत श्रोतारो रागगणीभममाम ्||३६|| 

The stroke on Ṛṣabhafrom Madhyama is the main feature of Soraṭī. And there only the listeners 

also judge this Rāgiṇī by that only.  

 

केगचत्पंचमके न्र्ासं कृत्वा देशीं पररस्फ़ुटाम ्| 
दशतर्ंतत न तन्मन्रे् दोषाितभमि सवतिा ||३७|| 

By taking Nyāsa on Pañcamasome clearly shows it Deśī. I don’t find anything wrong in it.  

 

ततलककामोदिः 
खंमाजीमेलके प्रोक्तिः कामोदस्स्तलकास्न्वतिः | 
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संपूणत: सांशको गीतो रात्र्र्ां र्ामे हद्वतीर्के ||३८|| 
TilakaKāmoda, a SampūrṇaRāgais originated from Khammāja Mela and which has Sā as 

AṃśaSvara is sung in the second Prahara of night.   

 

 

आरोिे धैवत्स्र्त्र्क्तो ररविमरोिणे | 
सोरटीदेभशकांगेन गार्ना उद्धरंत्र्मुम ्||३९|| 

Dha is Varjita in its Ārohaand Re is Vakra in Avaroha. And it is sung by the Aṅga of Soraṭī 

and Deśīkā.  

 

गांधारात्षड्जसंस्पशो नूनं स्र्ादततरक्तक्तदिः | 
अपन्र्ासो तनषादेऽसौ सवतदाभ्रांततिारकिः ||४०|| 

The touch of Ṣaḍja from Gāndhāra  is really enjoyable. Its Apanyāsa in Niṣāda lways removes 

the wrong impression.  

 

आरोिणे ररप्रर्ोगात्खंमाजिः संभवेत्किम ्| 
गांधारस्र्प्रस्फुटत्वात्सोरट्र्ंगं भवेत्कुतिः ||४१|| 

How can it be Khammāja when Re is used in Āroha. How can it be the Aṅga of Soraṭī when 

Gāndhārais distinctly visible? 

 

णझझूंट्र्ाहदभमश्रणेऽत्र रागो त्रर्बिाररसंज्ञकिः | 
समुिवेहदतत केगचत ्किर्ंतत ववचिणा: ||४२|| 

Some experts are of opinion that when this Rāgais combined with Jhiñjhūṭī etc. it becomes or 

named as BihāriRāga.  

 

जर्ावंती 
कांभोजीमेलके जाता जर्ावंती सुखप्रदा | 

ऋषभांशा सुसंपूणात सोरट्र्ंगेन मंक्तडता ||४३|| 
Pleasant RāgiṇīJayāvantī, having Ṛṣabhaas Aṃśa, Sampūrṇa and adorn with Aṅga of Soraṭī is 

originated from the KāmbhojīMela.  

 

तीव्रगस्र् प्रर्ोगोऽत्र सोरटीमपसाररे्त ्| 
अवरोिे ररसंलग्नं कोमलं गं र्बुधिः स्पशृेत ्||४४|| 

Here the use of TīvraGadiscard the possibility of Soraṭī. Wise should use Re with the touch of 

KomalaGa in Avaroha.  

 

मंरस्िस्र् पंचमस्र् ररस्वरेण सुसंगतत: | 
छार्ानट्टस्वरूपस्र् क्वगचत्संदेिकाररणी ||४५|| 
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The tuning of Pañcamaof MandraSaptaka with Re sometimes creates confusion with the 

formation of Chāyanāṭṭa.  

 

छार्ानटे्ट मतिः पातिः पंचमार्दषभे शुभिः | 
मध्र्स्िानगतस्तज्ञैरवश्र् ंरागव्र्ंजकिः ||४६|| 

The stroke on Ṛṣabhafrom Pañcama inChāyanāṭṭa is said to be auspicious. When it is used in 

MadhyaSthāna (Saptaka) it makes Rāga very pleasant.  

 

कोमलस्र् तत्र गस्र् प्रर्ोगो नोपलभ्र्ते | 
न चावप सोरटीरूपभमतततस्र् स्फुटा भभदा ||४७|| 

The use of KomalaGa is not found there. And the formation of Soraṭī is also not clearly 

mentioned.  

 

साधारणो तनर्मोऽवप जर्ावंत्र्ां मतो र्बुधैिः | 
गनी तीव्रावनुलोमे कोमलौ तु ववपर्तरे् ||४८|| 

Learned have common opinion that in JayāvantīGa and Ni are Tīvra in Āroha  andKomala in 

Avaroha.  

 

वेलावली तिा गौडिः सोरटीनाभमका पुनिः | 
त्रर्ोऽप्र्त्र संभमलंतत र्िार्ोग्र्ं वदंतत ते ||४९|| 

They have rightly said that here there is a proper combination of three Rāgas viz. Velāvalī, 

Gauḍa and Soraṭī.  

 

कांभोजीमेलजातेषु रागेषु ररषभांशकिः | 
मतोऽर्ं माभमतकैनूतनं परमलेप्रवेशकिः ||५०|| 

Learned are of opinion that the Rāgas originated from Kāmbhojī Mela have Ṛṣabhaas Aṃśa 

which becomes the door to enter another Mela.  

 
गौंडमल्लारिः 

खंमाजीमेलके ख्र्ातो गौंडमल्लारनामकिः | 
शंकराभरणेऽप्रे्नं केगचदािुववतपस्श्चतिः ||५१|| 

Rāga popular by name GauḍaMallāra is originated from KhammajiMela. Some Learned call 

it as a Rāgaof Śaṅkarābharaṇaor BilāvalaMela.  

 

संपूणोऽर्ं मध्र्मांशो गीर्ते लक्ष्र्वत्मततन | 
आरोिणे तनदरु्बतलो वषातसु सुखदार्किः ||५२|| 

According to LakṣyaSaṅgīta, this Rāga is Sampūrṇa, having Madhyama as Aṃśa, having 

feeble Ni in Āroha, and appears pleasant in monsoon.  
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गन्र्ोरत्र पररत्र्ागाच्छुद्धमल्लारसंभविः | 
मध्र्मार्दषभे पातो ववभशष्टां रक्तक्तमाविेत ्||५३|| 

As Ga and Ni are Varjita here it can be ŚuddhaMallāra also. Here the stroke on Ṛṣabha from 

Madhyama makes it very delightful.  

 

न्र्ल्पो मध्र्ान्िप्रगेर्ो धांशको लक्षित: पुनिः | 
सोमनािेन स्वग्रंिे गौडराग इतत स्फ़ुटम ्||५४|| 

Rāga in which Ni is Alpa, Dha as Aṃśa, and it is sung in afternoon is clearly mentioned as 

GauḍaRāgaby Somanātha in his Grantha.  

 

नटमल्लाररागोऽवप धांशको गतनवस्जततिः | 
वणणततस्तेन कार्ोत्र लक्ष्र्ववतििः सुतनणतर्िः ||५५|| 

He has narrated that NaṭamallāraaRāga, Dha is Aṃśa and Ga and Ni are Varjita. Scholars of 

Lakṣyashould take decision after pondering over it.  

 

ईषच्छार्ानटस्पशातन्मल्लारे मन्र्ते क्वगचत ्| 
नटमल्लारसंप्रापतप्तमृतदगुस्र् लवादवप ||५६|| 

Some times it is believed that a little touch of Chāyanāṭa and little use of MṛduGa in Mallāra 

turns it into Naṭamallāraa.  

 

हद्वगांधारप्रर्ोगेण रामदास्र्ाख्र्संभविः | 
इतत केगचद्वदं्वत्र्न्रे् र्बुधिः कुर्ातद्यिोगचतम ्||५७|| 

Some says that by using both Gāndhārain this, it can be the Rāgiṇīnamed Rāmadāsī. Scholars 

should use it after thinking over it.  

 

मेघसोरटदेशाख्र्ा जर्ावंती तिैव च | 
स्र्ाद्धुंक्तडर्ा सूरदासी नार्कीनटशुद्धका: ||५८|| 
तानसेनी तिा गौंडो ह्यरुणी झांझनाभमका | 
इतत मल्लाररकाभेदा व्र्विारे र्बुधैमतता: ||५९|| 

58,59. Learned believed that Meghaa, Soraṭa, Deśa, Jayāvantī, Dhuṇḍiyā, Sūradāsī, Nāyakī, 

ŚuddhaNaṭa, Tānasenī, Gauṇḍa, Aruṇī and Jhāñjha are the types of Mallāra. 
 

गारा 
िररकांभोस्जमेलेऽवप गारानाम्नी सुरागगणी | 

प्रकीतततता लक्ष्र्ववतििः संपूणात सांशका सदा ||६०|| 
A well reputed RāgiṇīnamedGārā which is originated from HariKāmbhojīMela is always 

having Sā as Aṃśa and Sampūrṇa according to Lakṣya scholars.   
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मंरमध्र्स्वरैगीता सदैव स्र्ात्सुखप्रदा | 
गानमस्र्ािः समीचीनं सुमतं सावतकाभलकं ||६१|| 

This Rāgiṇī which is sung in Mandra and Madhya SaptakaSvara is always very pleasing. All 

have accepted that it can be sung at any time.  

 

गांधारौ द्वौ तिैवात्र तनशादौ द्वौ समीररतौ | 
अवरोिे कोमलौ तौ रोिणे तीव्रकौ तनगौ ||६२|| 

In this Rāgaboth Gāndhāraand both Niṣādare used. In which Ni and Ga are Komalain Avaroha 

and Tīvra in Āroha.  

 

कल्र्ाणीणझझुंटीर्ोगिः कौशल्रे्न सुसागधतिः | 
आरोिे प्रिमा व्र्क्ता हद्वतीर्ा चावरोिणे ||६३|| 

In this Rāgathere is a skillful coordination of Kalyāṇa and Jhiñjhūṭī. Out of this KalyāṇaAṅga 

is used in Ārohaand JhiñjhūṭīAṅga used in Avaroha.  

 

िुरगीताितताप्र्स्र् सवेषामस्स्त संमता | 
अतिः साधारणं रूपभमदं तजै्ञ: सुतनस्श्चतम ्||६४|| 

Learned have agreed that this Rāgiṇīis considered to be fit for KṣudraGīta (song having law 

tone) hence they have decided this common formation.   

 

मंरमे षड्जमारोप्र् प्रार्शो गार्का अमुम ्| 
आमध्र्मध्र्मं नूनं गार्ंतत भूरररक्तक्तदम ् ||६५|| 

According to musicians this GārāRāgiṇīappears very pleasant when it is sung upto Madhya 

Madhyama considering MandraMadhyama as Ṣaḍja.  

वडिंसिः 
कांभोजीमेलकेऽप्र्त्र वडिंसो मतो र्बुद्धै: | 

कैस्श्चदन्र्ैवतणणततोऽसौ शंकराभरणे पुनिः ||६६|| 

Learned believe that Badahaṃsa is originated from Kāmbhojī Mela. Some other have again 

narrated the Same  inŚaṅkarābharaṇa or Bilāvala. 

 

वाहदत्वं पंचमे प्रोक्तममात्र्त्वं तु षड्जके | 

गानमस्र् समीचीनं हद्वतीर्प्रिरे हदने ||६७|| 

In this Pañcama is Vādi, Ṣaḍja is Saṃvādi and it is sung in the second Prahara of the day.  

 

सारंगस्र् ववशेषोऽर्ं संमतिः सवततोऽधुना | 

गांधारस्र्ैव लोपोऽत्र स्वीकृतस्तेन िेतुना ||६८|| 

In modern music all have agreed that this is mostly a Sāraṅga, for that reason here the absence 

of Gāndhārais accepted.   
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ग्रंिेषु धगलोप्र्त्वे मतैक्र्ं नोपलभ्र्ते | 

लंघनं तु तर्ोलतक्ष्रे् सुमत ंतहद्वदां धु्रवम ्||६९|| 

In Granthas for the absence of Dha and Ga, similar opinion is not found. Therefore, it is 

overcome in LakṣyaSaṅgīta.   

 

स्र्ाद्व्र्स्तस्त्वं मध्र्मे तन्नूनं रक्तक्तप्रदार्कम ्| 

गलुप्तत्वािवेत्सद्य: सूिार्ािः प्रस्फुटाभभदा ||७०|| 

Its absence in Madhyama is really very pleasant and as Ga is absent there, it immediately 

declaires the type of Sūhā. 

 

सारंगस्र् ववभेदास्ते मेलेऽस्स्मन ्कैस्श्चदीररतािः | 

अस्माभभस्तु मता एते िरवप्रर्ाख्र्मेलने ||७१|| 

Some have narrated them as a type of Sāraṅgain this Mela. We believe that these are in the 

HaripriyākhyaMela.  

 

नारार्णी 
कांभोजीमेलसंजाता नारार्णी प्रकीतततता | 

आरोिे गतनिीना साववरोिे गवस्जतता ||७२|| 

A RāgiṇīnamedNārāyaṇī is said to be originated from Kāmbhojī Mela in which Ga and Ni are 

Varjita in Āroha and Ga is Varjita in Avaroha. 

 

कैस्श्चत्सैव मनीत्र्क्ता शंकराभरणे मता | 

मतभेदास्तत्र संतु ग्रंिेऽत्र प्रिमा मता ||७३|| 

Some believe that this Rāgiṇīis originated from Śaṅkarābharaṇa in which Ma and Ni are 

Varjita. Let there be different opinions. In this Grantha we accept the first one.  

 

ऋषभं वाहदनं मत्वा भवेत्सारंगसंतनभा | 

तनवजतत्वे धसंर्ोगे भवेतरपूवारणम ्||७४|| 

Considering Ṛṣabhaas Vādi it seems like Sāraṅga, but when Ni becomes Varjita and Dha is 

added that formation also disappears. 

 

प्रतापवराळी 
कांभोजीमेलकात्तत्र संजातो राग उत्तमिः | 

प्रतापाद्यवराळ्र्ाख्र्ो ररशभांशग्रिो मतिः ||७५|| 

The best Rāga namePratāpaVarāḷīis originated from Kāmbhojī Mela in which Ṛṣabhais Aṃśa 

and GrahaSvara. 
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आरोिणेतनगौनस्तोऽवरोिेस्र्ास्न्नवजतनम ्| 

गानमस्र् समाहदष्टं हद्वतीर्प्रिरे तनभश ||७४|| 

In ĀrohaNi and Ga are not there and in AvarohaNi is Varjita. And it is sung in the second 

Prahara of night.  

 

केगचदत्र तीव्रमस्र् प्रर्ोगमाहदशंत्र्ुत | 

न तद्युक्तमिं मन्रे् तनषादिः कोमलो र्तिः ||७५|| 

Some scholars ask to use here TīvraMa but I don’t agree with that as Niṣāda is Komalahere.  

 

मतीव्रेषु तु रागेषु कोमलो तननत र्ुज्र्ते | 

तनर्मोर्ं मतस्तज्जै्ञव्र्तविारे सुसंगतिः ||७६|| 

There is a rule that in Rāgas where Ma is Tīvra, KomalaNi should not be used. Learned have 

found it appropriate in practice.  

 

नागस्वरावली 
कांभोजीमेलके चावप जाता नागस्वरावली | 
आरोिेप्र्वरोिे च तनररवज ंतिौडवम ्||७९|| 

Rāgiṇī named Nāgasvarāvalī is said to be originated from Kāmbhojī Mela and here Ni and Re 

are Varjita in Ārohaas well as Avarohahence it belongs to OḍavaJāti.  

 

षड्जांशा मध्र्मांशा वा गीताऽसौ  लक्ष्र्पंक्तडतै: | 
गानं तस्र्ािः समाहदष्टं रात्र्र्ां र्ामे हद्वतीर्के ||८०|| 

Considerein Ṣaḍja or Madhyama as Aṃśa it is sung by Lakṣyascholars. It is sung in the second 

Prahara of night.  

 

दाक्षिणात्र्ामतारागास्त्रर्ोंऽततमा ग्रंिे सुलक्षिता: | 
र्दष्टा लक्ष्रे् र्तोऽस्माभभरत्र ग्रंिे सुलक्षितािः ||८१|| 

The last three Rāgas(Nārāyaṇī,PratāpaVarāḷīand Nāgasvarāvalī) undoubtedly belongs to 

DākṣiṇīSaṅgīta as it is found in LakṣyaSaṅgīta we have mentioned here in this Grantha.  

 

हटप्पनी 
कांभोजीमेलजा रागा ववभक्तास्ते हद्वधा र्बुधै: | 
गांशकान्र्ंशकाशे्चतत रिस्र्ं गुणणसंमतम ्||८२|| 

Learned have divided Rāgasoriginated from Kāmbhojī Mela in two sections one having Ga as 

Aṃśa and second having Ni as Aṃśa. This is accepted by all.  

 

खंमाज्र्ंगा मता गांशा: सोरट्र्ंगास्तु न्र्ंशका: | 
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तत्वं स्त्वदं स्मरेस्न्नत्र्ं लक्ष्र्मागतववशारदिः ||८३|| 
The Rāgas having Khammāja Aṅga have Ga as Aṃśa and those having SoraṭīAṅga has Ni as 

Aṃśa. Scholars of LakṣyaSaṅgīta always follow this rule.  

 

खंमाजी रागश्रीदुतगात खंर्बावती ततलंगगका | 
गांधारांशे मता वगे ममतज्ञैगीतवेहदभभिः ||८४|| 

Expert Musicions are that Khammāja, Rāgaśrī, Durgā, Khambāvatī and Tilaṅgikābelong to the 

section which has Ga has Aṃśa.  

 

सोरटी देभशका चैव कामोदस्स्तलकास्न्वतिः | 
जर्ावंत्र्ाहदका वगे हद्वतीरे् लक्षिता: पुनिः ||८५|| 

Soraṭī, Deśīkā, Tilaka-Kāmoda, Jayāvantī and others belong to second section i.e.Ni as Aṃśa.  

 

जर्ावंतीिसा नूनं हद्वगांधारसुर्ोगतिः | 
सूचरे्त्परमेलं तं कणातटाख्र्मसंशर्म ्||८६|| 

Here, Jayāvantī having two Gāndhāra, undoubtedly indicates one another Mela named 

Karṇāṭa. 

 

भमश्ररागांस्त्वनंतांस्तान ्कोवा वणततर्तुं िम: | 
केवलं ते समुन्नीता लक्ष्र्मालं्र् कोववदै: ||८७|| 

MiśraRāgas are innumerable, who is able to narrate them? Scholars should consider the 

formation of these Rāgas only on the basis of current method.  

 

ग्रंिे रत्नाकराभभख्रे् भावभट्टकृते धु्रवम ्| 
र्दश्र्ंते र्बिवो भेदा नाममाते्रण कीतततता: ||८८|| 

In a Grantha named Ratnākara written by Bhāvabhaṭṭa only names of many types of Rāgas 

are mentioned.  

 

लिणातन पुनस्तेषां तत्र नोक्तातन सवतश: | 
प्रसंगान्मदभभप्रार्ं प्रवक्ष्र्ाभम र्िोगचतम ्||८९|| 

Again features of those Rāgas are not narrated there but I narrate my opinion which I found 

proper.  

 

वेलावल्र्ि कल्र्ाणो नटसारंगगौडका: | 
मल्लारिः कानाडाप्रे्ते ह्युपांगजनकािः स्वर्म ्||९०|| 

Velāvala, Kalyāṇa, Naṭa, Sāraṅga, Gauḍa, Mallāra, Kānāḍa these Rāgas form their own sub 

Rāgaor division.  

 

भैरवमेले 
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भैरविः 
लक्ष्रे् भैरवमेलो र्िः स ग्रंिे गौडमालविः | 

तदतु्पन्निः सुववख्र्ातो भैरवो गीर्ते र्बुधैिः ||१|| 
The Mela which is known as Bhairava in LakṣyaSaṅgīta is mentioned as GauḍaMālava in 

treatise. From that originated popular RāgaBhairava which is sung by the scholars.  

 

धैवतांशग्रि: प्रोक्तिः संपूणोिः सवतसंमतिः | 
आरोिणेभवेद्यल्प: प्रातिःकालोगचत: पुनिः ||२|| 

All have agreed that this Rāgahaving Dhaivataas Aṃśa and Graha is Sampūrṇa but it becomes 

Alpa in Ārohaand its sung in the morning.   

 

अस्मान्मेलात्समुत्पन्ना: प्रभसद्धा विवोऽवप ते | 
प्रातगेर्प्रकारा रे् ह्युत्तरांगप्रधानकािः ||३|| 

Many popular Rāgas have originated from this Mela which are sung in the morning and which 

has predominant Uttrāṅga. 

 

ररधर्ोरत्र वैगचत्र्र्ं र्िा गन्र्ोिः प्रदोषके | 
आंदोलनं तर्ोरेव कुरुते गचत्तरंजनम ्||४|| 

Just as Ga and Ni are significant in Rāgas sung in the Pradoṣa or evening similarly, Re and 

Dha are significant in Rāgas sung in the morning. Their movement (Āndolana) is very 

delightful.  

 

ग्रंिेषु केषुगचत्प्रोक्तो तनषादिः कोमलोऽवप र्त ्| 
अवरोिप्रसंगेऽसौ रक्तक्तघ्नो नैव मे मते ||५|| 

In some Granthas it is said that KomalaNiṣāda in Avaroha is not pleasant but I don’t agree 

with it.   

 

र्त्र मस्र् प्रधानत्वं गस्र् तत्राल्पता भवेत ्| 
इतत साधारणो लक्ष्रे् तनर्मो र्बिुसंमतिः ||६|| 

In Lakṣyathere is a common rule that which many have agreed with the common rule that where 

Ma is Predominant there Ga is feeble.  

 

भैरवोऽर्ं र्िा प्रातिः सार्ं श्रीराग ईररत: | 
एकस्स्मन्धैवतो राजा हद्वतीरे् ररस्वरस्तिा ||७|| 

Just as Bhairava is for the morning time similarly ŚrīRāgais for the evening time. In 

BhairavaDha is Vādi while is in ŚrīRāgaRe is Vādi.  

 

संगधप्रकाशरागाणां प्रारे्णेदंहि व्र्ंजनम ्| 
कोमलत्वं भवेद्धर्ोगतन्र्ोस्तीव्रमीक्षितम ्||८|| 
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Generally this is the indication of SandhiprakāśaRāga, that in it Dha and Re are Komala where 

as Ga and Ni are Tīvra.  

 

भैरवस्र् ररधौ र्स्माहद्वशेषेणाततरक्तक्तदौ | 
उत्तमा गार्का नूनं प्रिमं साध्नुवंतत तौ ||९|| 

From which Re and Dha of Bhairava give extreme pleasure, the best singers try to practise it 

first of all.  

 

मेघरंजनी 
भैरवस्र्ैव संभेलारागगणी मेघरंजनी | 

औडवा पधिीनाऽसौ मध्र्मेन सुभूवषता ||१०|| 
The RāgiṇīMeghaarañjanī is originated from BhairavaMela. It is of OḍavaJāti as Pa and Dha 

are Varjita and its possessed of Madhyama.  

 

व्र्स्तमध्र्मर्ोगोऽत्र लभलतांगं प्रदशतरे्त ्| 
धैवतस्र् प्रलुप्तत्वे तदवप नैव संभवेत ्||११|| 

As Ma is used here freely, it appears as if the Aṅgaof Lalita but as Dha is Varjita here this 

possibility is ward off.  

 

तीव्रमस्र् लवं केगचदाहदशंतत ववचिणा: | 
ववलोमे रात्रत्रगेरे् तद्दोषािं नैव मे मते ||१२|| 

Some scholars suggest that there should be little use of TīvraMa in Avaroha of this Rāga which 

is sung at night, according to me this is not wrong.   

 

अिवा संमतो लक्ष्रे् तनर्मो हि मनीवषणाम ्| 
रतुगीतो वववाद्यवप िम्र्: स्र्ादवरोिणे ||१३|| 

Otherwise I agree with the principle of Learned that use of VivādiSvara which sung in 

DrutaGati in Avaroha is also permissible.  

 

धैवतस्र् पररत्र्ागािैरवांगमसंभवम ्| 
ववलंत्रर्बतं भवेद्गानं  शेषर्ामेततऽरक्तक्तदम ्||१४|| 

As Dhaivatais Varjita here it can not be the Aṅgaof Bhairava. It becomes pleasant in remaining 

Prahara when it is sung in slow tempo or Laya.  

 
गुणिी 

भैरवान्मेलकाज्जाता गुणिी रागगणी पुनिः | 
आरोिे चावरोिेऽवप गनीिीना सुसंमता ||१५|| 
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The RāgiṇīnamedGuṇakrī having Ga and NiVarjita in Āroha and Avarohais originated from 

BhairavaMela according to learned.  

 

धैवतस्तु भवेद्वादी र्तोऽसौ भैरवांगगका | 
मंरमध्र्स्वरैगीता तनत्र्ं श्रोतसृुखाविा ||१६|| 

As it is the Aṅgaof Bhairava, here Dhaivata is Vādi. This Rāgiṇīwhich is always sung in 

Mandra and MadhyamaSvara delights the mind of listeners.  

 

ररमर्ोिः संगतेस्तत्र जोगगर्ाशंकनं भवेत ्| 
तनषादस्र्ाप्र्पािाराद्बुधस्तदपसाररे्त ्||१७|| 

As there is a harmony of Re and Ma there is possibilit of JogiyāRāga, but Ni is absent here 

scholars remove that possibility, too.  

 

संध्र्ाकालप्रगेरे्षु रागेषु नैव र्ुज्र्ते | 
तनगर्ोलघंनं प्रातगरेे्षु ररधर्ोस्तिा ||१८|| 

In the Rāgas sung in the evening Ni and Ga are never Varjita similarly. Re and Dha are noit 

Varjita in Rāgas sung in the morning.  

 

गुंडिीनाभमकाप्र्न्र्ा धररक्ता सांशका पुनिः | 
र्ा हदनांते मता कैस्श्चत्तस्र्ाभभत्स्र्ात्पररस्फुटा ||१९|| 

According to some there is also another Rāgiṇī namedGuṇḍakrī which has DhaVarjita and Sā 

as Aṃśa and which is sung atthe end of the day. 
 

जोगगर्ा 
गौडमालवमेलोत्िा जोगगर्ा कथ्र्ते र्बुधैिः | 

उत्तरांग प्रधानत्वात्प्रातिः कालोऽवप प्रस्फुट: ||२०|| 
According to learnedJogiyā is originated from GauḍaMālava in which there is predominance 

of Uttrāṅga and which is sung in the morning.   

 

समर्ोरत्र संवादो भैरवेररधर्ोरसौ | 
तनषादाकलनात्प्रजै्ञगुतणिीभेद उच्र्ते ||२१|| 

Like Re and Dha in Bhairava, Sā is Vādi and Ma is Saṃvādi here and Niṣāda is also added so 

scholars consider it as a type of Guṇakrī.   

 

गांधारिः सवतिा त्र्ाज्र्ो तनस्त्र्श्चागधरोिणे | 
ररमर्ोधतमर्ोवात स्र्ात्संगततिः सवतरक्तक्तदा ||२२|| 
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In this Rāga, Gāndhāra is totally Varjita, Ni is Varjita in Avarohaand there is harmony of Re 

and Ma or Dha and Ma hence it is always delightful.  

 

अवरोििमे पोऽल्पो तनषादे घषतणं स्मतृम ्| 
मध्र्मस्र् सुव्र्स्तत्वं कस्र् न स्र्ान्मनोिरम ्||२३|| 

Who will not enjoy this Rāgawhich has AlpaPa in Avaroha, Niṣāda is having Minda and 

predominance of Madhyama? 

 

आसावर्ात भमश्रणेन भैरवे रूपकं स्त्वदम ्| 
कदागचत्स्र्ात्समुत्पन्नभमततकेगचहद्वदोववदिुः ||२४|| 

Some scholars believe that the formation of this Rāgaperhaps must have been from the 

combination of Āsāvarīand Bhairava.  

 

प्रभातिः 
भैरवे मेलके प्रोक्तिः प्रभातो लक्ष्र्वेहदभभ: | 

मध्र्मांश: प्रभातािो लभलतांगववभूवषत: ||२५|| 
PrabhātaRāga, which possesses the Aṅgaof Lalita, Madhyama as AmSā, is worthy for morning 

is said to be originated from BhairavaMela by LakṣyaScholars.  

 

भैरवस्िररधावत्र प्रातिःकालप्रसूचकौ | 
वाहदत्वान्मध्र्मस्र्ैव ततिन्नत्वं पररस्फुटम ्||२६|| 

The SvarasRe and Dha of Bhairava, indicate that it is sung in the morning. As Madhyama is 

Vādi here, it clearly shows that it is different from Bhairava.  

 

 

प्रर्ोगिः पंचमस्र्ास्स्मन ्लभलतांगतनवारक: | 
भक्तक्तमागतसुप्रर्ुक्तो नूनं स्र्ािकु्तक्तमुक्तक्तद: ||२७|| 

Theuse of Pañcama here shows that it is different from Lalita. It’s abundant use in 

BhaktiMārga may be for salvation.  

 

अनुलोमे मनीर्ोगारामकल्र्ानसंभविः | 
गुणक्रर्ां तु गनीत्र्क्तावतस्तस्र्ा: स्फुटा भभदा ||२८|| 

The tuning of Ma and Ni in Ārohashows the possibility of RāmaKalyāṇa, Ga and Ni are Varjita 

in Guṇakrī, hence its difference is clear.  

 

ववगचत्रता सदैवात्र ववलंत्रर्बतलरे् मता | 
रतुलरे् कदागचत्स्र्ात ्कभलगंेन ववभमश्रणम ्||२९|| 
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It is believed that it’s charmingness due to VilambitaLaya. Perhaps in DrutaLaya get s mixed 

with Kaliṅga.  

 
कभलगंडा 

गौडमालवके मेले र्बुधै: ख्र्ाता कभलगंडा | 
गांधारो मध्र्मो वावप तत्र स्र्ा्िुलिः स्वरिः ||३०|| 

Kaliṅgaḍā is said to be originated from GauḍaMālava or Bhairava by learned. In which there 

is abundance used of Gāndhāraor/and Madhyama.  

 

िस्वत्वाहरधर्ोश्चैव भैरवस्र् न संभविः | 
गानं सुसंमतं तस्र्ा रात्र्र्ां र्ामे ततृीर्के ||३१|| 

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.  

 

प्रकृततलतक्षितैतस्र्ाशं्चचला पंक्तडतास्ततिः | 
िुरगीतोपपन्नत्वमवप तस्र्ा वदंतत ते ||३२|| 

LakṣyaScholars believe that this Rāga is having fickle (unsteady formation) where as some 

other scholars say that this Rāga is also used for singing KṣudraGīta (sugamSaṅgīta). 

 

संपूणत सरलं रूपमेतत्सवतगुणणवप्रर्म ्| 
असंशर्ं सुप्रगीतं भवेदै्वगचत्र्र्कारणम ्||३३|| 

This Rāga is loved by musicians, as it is Sampūrṇa and having easy formation. Undoubtedly it 

is easily sung because of it’s charmingness.  

 

सौराष्ट्र: 
भैरवे मेलके तत्र सौराष्ट्रो वण्र्तते र्बुधै: | 

मध्र्मांशश्च संपूणो: प्रातगतर्ो तनदरु्बतलिः ||३४|| 
RāgaSaurāṣṭra is narrated by scholars in BhairavaMela. Which is Sampūrṇa, sung in the 

morning, which has Madhyama as Aṃśa and in which Niṣāda is used less(दबुपलोः). 

 

धैवतावत्र द्वौ र्ुक्ताववतत लक्ष्र्ववदां मतम ्| 
तीव्राख्र्स्तवनुलोमे स्र्ाहद्वलोमे कोमलिः पुनिः ||३५|| 

According to Lakṣya scholars both Dhaivata are used here. Tīvra in Ārohaand Komala in 

Avaroha.  

 

उत्तरांगे क्वगचच्छार्ा भहट्टिारस्र् लक्षिता | 
संगत्र्ा मधर्ोस्तत्र पूवांगे भैरवस्र् सा ||३६|| 
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Sometimes, there is seen the presence image of Bhaṭṭihara in Uttrāṅga, and Bhairava in 

Pūrvāṅgadue to tuning of Ma and Dha.   
 

कभलगंडोऽि र्बंगालस्ततृीर्: पंचमाह्वर्: | 
एतत्संभमश्रणोितूं स्वरूपं मन्र्ते क्वगचत ्||३७||* 

Here, Kaliṅgada, Baṅgāla and third PañcamaSvara’s this combination is wonderful formation.  

 

केगचदन्रे्ह्युत्तरांगे त्रर्बलावलस्र् संगततम ्| 
समितर्ंतत लक्ष्र्ज्ञा र्बुधिः कुर्ातत ्स्वतनणतर्म ्||३८|| 

Some scholars are of opinion that there is a combination of Bilāvala in Uttrāṅga. Here Lakṣya 

experts have to take their own decision.  

 

रामकली 
मेले मालवगौडीरे् रागो जातिः सुमंगलिः | 

रामकेलीतत ववख्र्ातिः प्रातगेर्ो र्बुधवप्रर्िः ||३९|| 
A very well-known RāganamedRāmakalī sung in the morning, and lived by musicians is 

originated from BhairavaMela.  

 

  

धैवतस्र्ैव वाहदत्वं संवाहदत्वं तु रेिः स्मतृम ्| 
आरोिे मतनवज ंस्र्ादवरोिे समग्रकम ्||४०|| 

It’sVādiSvara is Dhaivata and Ṛṣabhais Saṃvādi. In ĀrohaMa and Ni are Varjita. Whereas 

Sampūrṇa in Avaroha. 

 

केगचदत्र तनहदतशंतत मध्र्मौ द्वौ ववपस्श्चतिः | 
शुद्धमध्र्मव्र्स्तत्वं गितणीर्ं न तन्मते ||४१|| 

Some learned people here point out two types of Madhyama. According to them expelling 

(Vyastatvam) of ŚuddhaMa is not censurable.  

 

तनषादर्ोद्वतर्ोरेव प्रर्ोगो र्दश्र्ते क्वगचत ्| 
भैरवांगप्रभूतत्वं तिावप र्बिुसंमतम ्||४२|| 

Sometimes both types of Niṣādare also used. Even then many have agreed with the supremacy 

of formation of Bhairava.  

 

र्िा रामकली प्रातिःसार्ं रामक्रिर्ा मता | 
शुद्धमध्र्मर्ुक्ताद्या हद्वतीर्ा तीव्रमास्न्वता ||४३|| 

As Rāmakalīis sung in the morning so in the evening Rāmakriyā is sung. The first one is 

associated with ŚuddhaMa where as second is with TīvraMa.  
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ववभासिः 
मेले भैरवके तत्र मतनिीनो ववभांशुकिः | 

औडवो धैवतांशोवप पंचमन्र्ासमंक्तडतिः ||४४|| 
RāgaVibhāsa, which is of Auḍava type, devoid of Ma and Ni, which has Dhaivata  asAṃśa, 

and Pañcama  as Nyāsa is originated from BhairavaMela.   

 

ववगचत्रो गपसंगत्र्ा सुशांतप्रकृतत: पुनिः | 
उत्तरांगप्रधानोऽर्ं प्रभाते िषतरे्न्मन: ||४५|| 

In this Rāga, the tuning of Gaand Pa is wonderful. This Rāgais having calm sentiment, having 

supremacy of Uttrāṅga delights the mind in the morning.  
 

र्त्र र्त्र मतनत्र्ागिः संगततगतपर्ोभतवेत ्| 
तनर्मोऽर्ं सुप्रभसद्ध: पूवतमेव मर्ोहदतिः ||४६|| 

Whereever there is Ma and Ni are Varjita there the tuning of Ga and Pa takes place, I have 

already narrated this well-known rule previously. 

 

पंचमस्वरके न्र्ासो धैवतास्त्िर्ते सदा | 
न कोऽवप शक्नुर्ात ्ख्र्ातुं श्रोतगृचत्तगतं सुखम ्||४७|| 

When Nyāsa is taken on PañcamaSvara from Dhaivata, no one is able to describe the 

happiness of the mind of listener. 

 

तीव्रमेण तिा तीव्रधेनावप शू्रर्ते क्वगचत ्| 
उत्तरांगप्रधानत्वं तत्रावप र्दश्र्ते स्फुटम ्||४८|| 

Sometimes it is heard that sometimes it is sung with TīvraMa and TīvraDha, this clearly 

shows the supremacy of Uttrāṅga. 

 
अवरोिे मतनत्र्ागे रामकेली कुतो भवेत ्| 

न कोप्र्न्र्ो मनीिीनो रागिः प्रातिः सुलक्ष्र्ते ||४९|| 
How can it be Rāmakeli as Ma and Ni are Varjita in Avaroha. And no other Rāga, having Ma 

and NiVarjita is seen sung in the morning.  

 

संध्र्ाकाले र्िा रेवा तिा प्रातववतभांशुकिः | 
गांशकाद्या मता तज्ज्ञैहद्वततीर्ो धांशको मतिः ||५०|| 

Just as RevāRāgais sung in the evening, so as Vibhāsa in the morning. Revāhas Ga as 

AṃśaSvara where as Vibhāsa has Dha.  

 

भैरवस्तु सुसंपूणो गुणिी स्र्ास्न्नगोस्ज्झता | 
रामकेली मनीिीना त्वनुलोमे सुसंमता ||५१|| 
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All have agreed that Bhairava is SampūrṇaRāga, in GuṇakrīNi and Ga are Varjita and in 

RāmakeliMa and Ni are Varjita in Āroha.  

 

 

गौरी 
मेले मालवगौडस्र् गौरी शासे्त्रषु लक्षिता | 
ऋषभांशग्रिा तनत्र्ं सार्ंगरे्ैव संमता ||५२|| 

According to ŚāstrasGaurī is originated from Bhairava – MālavaGauḍaMela, which has 

always ṚṣabhaAṃśa and GrahaSvara and which is sung in the evening.  

 

आरोिणे धगोना स्र्ात ्संपूणात च ववलोमके | 
मंरमध्र्स्वरैस्तस्र्ा गानं स्र्ादततरक्तक्तदम ्||५३|| 

Dha and GaSvaras are Varjita in Āroha and it is Sampūrṇa in Avaroha. As it is sung in Mandra 

and MadhyaSaptakaSvaras it is delights the heart of the listeners.  

 

केगचदत्र तनहदतशंतत तीव्रमस्र्ावप र्ोजनम ्| 
सार्ंगेरे् स्वरूपेऽस्स्मन ्भातत मे न ववसंगतम ्||५४|| 

Some scholars point out the use of Tīvra Ma in this Rāga. I don’t find anything wrong in it as 

it is the Rāga, sung in the evening  

 

मंरस्िस्र् तनषादस्र् ववगचत्र्र्मितूं मतम ्| 
श्रोतारिः प्रार्शस्तत्र कुवतस्न्त रागतनणतर्म ्||५५|| 

In this Rāga the use of Niṣāda sung in MandraSaptaka adds the beauty to it and the listeners 

also recognises the Rāgaon the basis of this Svara.  

 

कभलगंांगा मता गौरी  पूररर्ांगा  तिैव च | 
मतं स्त्वदं सुप्रभसद्धं तनर्तं लक्ष्र्वेहदनाम ्||५६|| 

In LakṣyaSaṅgītait is believed that GaurīRāga possesses the formation of Kaliṅga and 

PūriyāRāga.  

 

मतभेदा र्द्यपेते व्र्विारे समीक्षितािः | 
श्रीरागांगस्र् प्रार्बल्र्ं सवतत्र र्दश्र्ते स्फुटम ्||५७|| 

Even though there is different of opinion are seen in the practise yet the supremacy of Aṅga - 

formation of ŚrīRāga is clearly seen here everywhere.  

 

केगचदािुगतस्वरस्र् सवतिैव वववजतनम ्| 
र्तिः स्र्ात ्प्रस्फुटा गौर्ातिः श्रीरागादवप भभन्नता ||५८|| 

According to some GaSvara is totally Varjita in all the ways hence it makes clear that 

GaurīRāga is different from ŚrīRāg.  
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लभलतपंचमिः 
गौडमालवमेलोत्िो रागो लभलतपंचमिः | 

आरोिे तु पवज ंस्र्ात ्पणूतविावरोिकम ्||५९|| 
In RāgaLalitaPañcama, originated from Mālavagauḍa, Pañcama is Varjita in Āroha and 

Avaroha is Sampūrṇa and Vakra.   

 

मध्र्मस्र्ैव र्बािुल्र्ास्न्नस्श्चतं गचत्तरंजनम ्| 
गानं चानुमतं रात्र्र्ां ततृीरे् र्ामके सदा ||६०|| 

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.  

 

लभलतांगालंकृतोऽर्ं स्वीकृतो गार्नोत्तमैिः | 
मध्र्मावप्र्ुभौ ग्राह्याववतत लक्ष्र्ववदां मतम ्||६१|| 

Expert musicians have agreed that it seems like Lalita. Lakṣya scholars are of the opinion that 

both Madhyama should be taken here.  

 

 अवरोिे र्िार्ोग्र्ं पंचमस्र् प्रर्ोगतिः |  
गोपनं लभलतांगस्र् कुवतन्ते गानकोववदािः ||६२|| 

The expert singers wipe off the Aṅga or formation of Lalita by suitably using Pañcama in 

Avaroha.  

 

सावेरी 
गौडमालवमेलाच्च ख्र्ाता सावेररनाभमका | 
आरोिे गतनवज ंस्र्ादवरोिे समग्रकम ्||६३|| 

A RāganamedSāverī is originated from MālavagauḍaMela in which Ga and Ni are Varjita in 

Āroha where as it is Sampūrṇa in Avaroha.  

 

पंचमोऽत्र मतो वादी संवादी षड्ज ईररतिः | 
गानमस्र्ािः समाहदष्टं प्रभाते गार्नोत्तमैिः ||६४|| 

In this RāgaPañcama is said to be Vādi and Ṣaḍja as Saṃvādi. According to singers it should 

be sung in the morning.  

 

प्रचारोऽस्र्ाश्च रागगण्र्ािः कणातटकेऽगधकोमतिः | 
कहितगचत्साशु्रताऽत्रावप संगिृीतेि ग्रंिके ||६५|| 

Many have agreed that this Rāgiṇīis widely spread in Karṇāṭaka. But it is narrated here in this 

treatises as it is heard (at any time).  

 

पूणतत्वादवरोिस्र् रागगण्र्ावपवाररे्त ्| 
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गुणिीजोगगरे् चैव स्फुटमेतत्त ुतहद्वदाम ्||६६|| 
As Avarohais Sampūrṇa in this Rāgiṇī, it is neither Guṇakrī nor Jogiyā, I think this must be 

clear.  

 

र्बंगालिः 
भैरवे मेलके तत्र र्बंगालोत्पवत्तरीररता | 

भैरवस्र्ैव भेदोऽसाववतत तज्जै्ञिः सुतनस्श्चतम ्||६७|| 
Baṅgāla is said to be originated from BhairavaMela, scholars have finally decided that it is a 

type of Bhairava.  

 

आरोिे चावरोिेऽत्र तनषादो वस्जततिः स्वरिः | 
अवरोिे पुनर्दतष्टा गांधारस्वरविता ||६८|| 

SvaraNi is Varjita in Ārohaand Avaroha in this Rāga and again the GāndhāraSvara is used in 

a curved position in Avaroha.  

 

भैरवस्र् प्रभेदत्वात्तदंगं स्र्ात्सुसंमतम ्| 
तनवजतत्वाद्गवित्वािैरवस्र् प्रभभन्नता ||६९|| 

All have agreed that as it is a subdivision of Bhairava, It becomes Aṅga of Bhairava. But as Ni 

is Varjita and Ga is Vakra it is different from Bhairava.  

 

गांधारस्र् पररत्र्ागे स्वणातकषतणनामकिः | 
भैरवस्र्ैव भेदिः स्र्ात्षाडवो मध्र्मांशकिः ||७०|| 

When Ga is Varjita, it becomes another type of Bhairava, named Svarṇākarṣaṇa of ŚāḍavaJāti 

in which Madhyama is Aṃśa.  

 

सधर्ोिः संगततनूतनं र्बंगाले रक्तदातर्नी | 
गानमस्र्ावप रागस्र् प्रिमप्रिरोगचतम ्||७१|| 

Really, the tuning of Sā and Dha in Baṅgāla is delighting. And this Rāga is also sung in the 

First Prahara.  

 

भशवमतभैरविः 
भैरवस्र्ैव मेलेऽसौ भैरविः भशवपूवतकिः | 

तनर्ुक्तो तनत्र्माचार्ैभमतश्रमेलसमुिविः ||७२|| 
ŚivaBhairavaRāga, a part of BhairavaMela, is said to be originated from MiśraMela by 

Masters.  

 

आरोिे गतनतीव्रत्वं भैरवांगं प्रदशतरे्त ्| 
अवरोिे तन्मदृतु्वं भवेत्तोड्र्ाहदकारणम ्||७३|| 
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As Ga and Ni are Tīvra in Āroha, it shows that it is a part of Bhairava. As Ga and Ni are Mṛdu 

in Avaroha, it’s seems to be the part of Toḍi.  

 

प्रभसवद्धववधुरत्वात्त ुरागोऽर्ं वादमूलकिः | 
लक्ष्र्मागतमनुसतृ्र् कुर्ातहदि स्वतनणतर्म ्||७४|| 

This Rāgais disputable as it is not well-known. Here one has to decide according to Lakṣya 

Music.  

 

भैरवस्र् ररधौ र्ोज्र्ौ सदैव गार्कोत्तमैिः | 
तदंगं तत्वतस्तने सुव्र्कं्त प्रकटीभवेत ्||७५|| 

Expert Scholars always use Re and Dha of Bhairava while singing which makes it clear that it 

is originally a part of Bhairava. 

 

आनंदभैरविः 
मेलान्मालवगौळीर्ाज्जातो रागो गुणणवप्रर्िः | 
आनंदभैरवाख्र्ातिः संपूणतिः सांशकिः पुनिः ||७६|| 

ĀnandaBhairava Rāga which is liked by virtuous persons is Sampūrṇa, having Sā as Aṃśa and 

originated from MālavaGauḍaMela.   

 

पूवांगे भैरवो मेलिः शंकराभरणाह्वर्िः | 
उत्तरांगे प्रसक्तिः स्र्ाहदतत लक्ष्र्ववदां मतम ्||७७|| 

Lakṣyascholars are of opinion that its Pūrvāṅga is associated with Bhairava and Uttrāṅgais 

connected withŚaṅkarābharaṇa.   

 

भमश्रणािैरवे तत्र त्रर्बलावल्र्ािः समुिवेत ्| 
गार्नं तस्र् संप्रोकं्त प्रातिःकाले मनीवषभभिः ||७८|| 

As it is originated from the composition of Bhairava and Bilāvala, it is said to be sung in the 

morning by scholars.  

 

प्रर्ोगत्तीव्रधस्रे्ि सूर्तकांताभभधिः पुनिः | 
ग्रंिोक्तो मेलको भूर्ाहदतत केगचद्वदंतत ते ||७९|| 

Some scholars say that when TīvraDha is used here it is again named as Sūryakāntā which has 

emerged from the Mela which is mentioned here.  

 

भैरवांगस्र् प्राधान्र्ारागोऽर्ं पररकस्ल्पत: | 

भैरवस्र्ैव मेलेऽत्र सौकर्ाति ंमर्ा पुनिः ||८०|| 

As there is supremacy of Bhairavāṅga  I have narrated this Rāga  in Bhairava Mela for ease.  

 

हिजेजिः 
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भैरवाभभधमेले तु हिजेजो गीर्ते र्बुधैिः | 

र्ावतनकभमदं रूपं स्वीकृतं ग्रंिकतृतभभिः ||८१|| 

Hijeja is sung in Mela named Bhairava by learned. Granthakāras have accepted this 

formation which belongs to Yāvana. 

संपूणो मग्रिांशश्च सार्ंगेर्स्तिैव च | 

हद्वधैवतो तनिीनोऽवप केषांगचत्कथ्र्ते मते ||८२|| 

According to some scholars it is Sampūrṇa, has Ma as Graha and Aṃśa, Ni is Varjita, possesses 

both Dha and sung in the evening.  

 

धैवतो मदृरुारोिे ह्यवरोिे तु तीव्रकिः | 

आहदशंतत िमं भरं लक्ष्र्मागतववचिणा: ||८३|| 

Scholars following Lakṣya Saṅgīta believe that Mṛdu Dhaivata in Āroha and Tīvra Dhaivata 

in Avaroha  –  this order is good.  

 

भैरवे मेलनं केगचिैरव्र्ा: संगगरंत्र्ुत | 

ग्रंिेषु तूपररख्र्ातं वणतनं र्दश्र्ते धु्रवम ्||८४|| 

According to some there is a combination of Bhairavī in Bhairava, the above-mentioned 

statement is seen in Grantha also.  

 

सार्ंगेरे्षु रूपेषु मांशत्वमपवादकम ्| 

इतत मन्रे् सुरागोऽर्ं प्रिमप्रिरे हदने ||८५||  

The Rāgas which has Ma as Aṃśa are sung in the evening but this beautifulRāga is sung in 

the first Prahara of day so I think it is an exception.  
 

 

अिीरी ( अिीरभैरव:) 
भैरवस्र्ैव मेलाच्च जाताऽिीरी सुनाभमका | 

संपूणात भैरवांगाऽवप षड्जांशा व्र्स्तमध्र्मा ||८६|| 

Rāga named Ahīrī or Ahīra - Bhairava is originated from Bhairava Mela, it is Sampūrṇa, 

though it is Aṅga of Bhairava it has Ṣaḍja as Aṃśa and Madhyama is used anywhere.  

  

पूवांगे भैरवो र्दष्टो ह्युत्तरांगे िरवप्रर्िः | 

वैगचत्र्र्मस्र् रागस्र् तेनैव स्र्ात्सुरक्तक्तदम ्||८७|| 

In its Pūrvāṅga, Bhairava and Uttrāṅga Harapriya is combined. As a result of this combination 

this Rāga is varied and delights people. 

 

ग्रंिेषु केषुगचत्प्रोक्ता भैरवीमेलनोस्त्िता | 

आभीरी नाभमकाप्र्न्र्ा नटभैरववमेलके ||८८|| 
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In some treatises, it is said to be originated from Bhairavī Mela and another Rāga named Ābhīrī 

is originated from Naṭa-Bhairavī Mela.   

 

भावभट्टमते 
“औडविः षाडवशै्चव संपूणतश्च त्रत्रधा मतिः | 

व तनंदकानंदस्वणातकषतणपूवतका: ||८९|| 

गांधारपंचमाद्यश्च र्बिुलीपूवतक स्ततिः | 

रामभैरव इत्रे्वं भैरवो दशधा स्मतृिः ||९०||” 

There are ten types of Bhairava Rāga – Oḍava Bhairava Śāḍava Bhairava Sampūrṇa 

Bhairava, Vasanta Bhairava, Nanda Bhairava, Ānanda Bhairava, Svarṇākarṣaṇa Bhairava, 

Gāndhāra Pañcama Bhairava, Bahulī Bhairava and Rāma Bhairava.  

 

गुणिी पाररजातोक्ता भैरवीमेलनेऽप्र्ुत | 

अभावे तनगर्ोिः कैस्श्चत्सुगीता भैरवाव्िरे् ||९१|| 

Guṇakrī and Pārijāta are said to be of Bhairavī Mela but as Ni and Ga are Varjita, some have 

said to be of Bhairava Mela.  

 

भैरवीमेले 

भैरवी 
लक्ष्रे् भैरववमेलो र्ो ग्रंिानां तोक्तडसंज्ञकिः | 

अस्मान्मेलात्समुत्पन्ना भैरवी लोकववशु्रता ||१|| 

The Mela which is known as Toḍika in ancient treatise is known as Bhairavī in Lakṣya Saṅgīta 

from this Mela the well-known Rāgiṇī Bhairavī is originated.  

 

आरोिेऽप्र्वरोिे सा संपूणैव सदा मता | 

उत्तरांगप्रधानत्वे प्रातिःकालोगचता भवेत ्||२|| 

This Rāga is always said to be Sampūrṇa in Āroha and Avaroha. As Uttrāṅga  is supreme here, 

it is a Rāga which is sung in the morning.  

 

केगचदत्र वणतर्ंतत समौ संवाहदनौ स्वरौ | 

धगावन्रे् जगुिः केगचद्बधुिः कुर्ातद्यिोगचतम ्||३|| 

Some scholar consider Sā and Ma as Saṃvādi Svara, some other consider Dha and Ga. One 

has to consider whatever is appropriate or suitable.  

 

ग्रंिेषु भैरवी प्रोक्ता ह्यासावरीसुमेलके | 

ऋषभिः कोमलो लक्ष्रे् गहृ्यते नात्र संशर्िः ||४|| 

Bhairavī is said to be originated from Āsāvarī Mela according to Granthas.  There is no doubt 

that in Lakṣya Komala Re is used here. 
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प्रत्र्िे तीव्रररश्चावप र्दश्र्ते रोिणे क्वगचत ्| 

लक्ष्र्र्दष्ट्र्ा भवेन्नैतद्दोषास्पदं सतां मते ||५|| 

 Sometimes Tīvra Re is also used in Āroha in Lakṣya Saṅgīta. Scholars don’t find any fault in 

it.  

 

प्रत्र्िे तीव्रररश्चावप हिदंसु्िानीर्भैरवीम ्| 

तोक्तडनाम्नैव मन्र्ंते क्रकं न जानस्न्त पंक्तडतािः ||६|| 

Do the scholars not know that in southern Saṅgīta Hindusthānī Bhairavī is known by the name 

Toḍi even to day.  

 

नटभैरववमेले हि भैरवीं स्िापर्ंतत ते | 

ग्रंिसंगीतर्दष्ट्र्ा तन्न चावप स्र्ाहद्वसंगतम ्||७|| 

They consider Bhairavī in Naṭa Bhairavī Mela, according to Saṅgīta treatises this is also not 

controversial.   

 

मालाकोशिः 
भैरवीमेलसंजातिः स्मतृो रागिः सुनामकिः | 

मालकोशो गुणणख्र्ातो ररपवस्जतत ओडविः ||८|| 

Mālākoṣa, the favourite Rāga of great singers is originated from Bhairavī Mela, it belongs to 

Oḍava kind as Re and Pa are Varjita in it.  

 

आलापनाितताप्र्स्र् संमता गानवेहदनाम ्| 

गंभीरप्रकृततगीतस्ततृीर्प्रिरात्परम ्||९|| 

The scholars believed this Rāga in which Ālāpa is predominant and this Rag ahaving Gambhīra 

Nature is sung after the third Prahara.  

 

शुद्धमध्र्मवाहदत्वं प्रार्ो गांभीर्तवाचकम ्| 

व्र्स्तत्वं तत्स्वरेतनष्ठं रागजातत ंप्रकाशरे्त ्||१०|| 

Generally the Vāditva of Śuddha Madhyama indicates Gambhīra Nature. The variation of that 

Svara declairs the kind of Rāga. 

 

ववदग्धा गार्का अत्र कुवतस्न्त र्बुवद्धपूवतकम ्| 

ररपर्ोगमल्पशस्ते रक्तक्तदमवरोिणे ||११|| 

The expert singers very intelligently take little use of Re and Pa in Avaroha to  increse its 

beauty or delightfulness.  

 

कल्र्ाणीमेलके तत्र हिदंोलो ररपवस्जतत: | 



337 
 

भैरवी मेलकेप्र्त्र ररपिीनो भवेदर्म ्||१२|| 

In Kalyāṇī Mela Re and Pa are Varjita in Hindola, where as in Bhairavī Mela Re and Pa are 

Varjita in Mālakonsa.  

 

केषुगचच्छास्त्रग्रंिेषु रागो मंगलकौभशकिः | 

र्दश्र्ते लक्षितश्चासौ मेले मालवगौडके ||१३|| 

The Rāga which is known as Maṅgalakauśika in some of the Śāstra treatises is known as 

Mālavagauḍaka in this Mela.  

 

भूपाल 
भैरवीमेलके प्रोक्तो रागो भूपालनामकिः | 

औडवो मतनिीनोऽसौ धगसंवादभूवषतिः ||१४|| 
In Bhairavī Mela the Rāga which is known as Bhūpala is of Oḍava Jāti, in which Ma and Ni 

are Varjita, and Dha is Vādi and Ga is Saṃvādi.  

 

लक्ष्रे् प्रभसवद्धवैधुर्ातरागोऽर्ं नाततववशु्रतिः | 
गानं चास्र् समाख्र्ातं प्राततनतत्र्ं मनीवषभभिः ||१५|| 

Due to lack of familiarity this Rāga is not well-known in Lakṣya Saṅgīta, according to scholars, 

this Rāga is always sung in the morning.  

 

अभ्र्ासात्पगर्ोिः क्रकंगचत ्तोडीरूपं समुिवेत ्| 
तनमर्ोस्त्वपकषातच्चर्बुधस्तदपवाररे्त ्||१६|| 

As Pa and Ga are used often the its seems little bit similar to Toḍi. The learned deny it there is 

a less use of Ni and Ma. 

 

सार्ंगेर्ा तु भूपाली प्रातगेर्ो भवेदर्म ्| 
इतत संगीतवैगचत्र्र्ं जनरे्त्कौतुकं मित ्||१७|| 

The Rāga which is sung in the evening is known as Bhūpālī where as this sung in the morning 

is known as Bhūpala. This type of variety of Music creates a great curiosity.  

 

असावरी 
भैरवीमेलसंजाता रागगण्र्ासावरी मता | 

नटभैरववमेलेऽवप गुतनभभिः कैस्श्चदीरता ||१८|| 
Rāgiṇī originated from Bhairavī Mela this is said to be Āsāvarī Rāga, some learned have Said  

that it is also found in Naṭa Bhairavī.  

 

आरोिे गतनिीना स्र्ादवरोिे समग्रका | 
मग्रिाधांभशकापांता हद्वतीर्प्रिरे हदने ||१९|| 
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In this Rāgiṇī Ga and Ni are Varjita in Āroha. It is Sampūrṇa in Avaroha. Here Ma is Graha 

and Dha is Aṃśa, and it is sung in the second Prahara of the day.  

 

ग्रंिेषु केषुगचत्सैव भैरवे मेलके स्स्िता | 
लक्ष्र्मागतववरोगधत्वान्न ग्राह्यं तन्मतं धु्रवम ्||२०|| 

In some Granthas this Rāgiṇī is said to be in Bhairava Mela but as it is contradictory to Lakṣya 

Saṅgīta this opinion is not accepted.  

 

धनाश्रीिः 
भैरवीमेलके क्वावप धनाश्रीग्रतन्िसंमता | 

आरोिे ररधवज ंस्र्ादवरोिे समग्रकम ्||२१|| 

Somewhere in the Granthas Dhanaśrī is also included in Bhairavī Mela, here Re and Dha are 

Varjita in Āroha and in Avaroha it is Sampūrṇa.  

 

लक्ष्रे् धन्र्ागश्रका प्रोक्ता िरवप्रर्ाह्वमेलके | 

गानं तस्र्ािः समाहदष्टं ततृीर्प्रिरे हदने ||२२|| 

In Lakṣya Saṅgīta it is said that Dhanaśrī belongs to a Mela named Harapriya. It is said that it 

is sung in the third Prahara of day.  

 

षड्जपंचमर्ोरत्र संवादो र्बिुसंमतिः | 

समुद्ग्रािो मन्रतनना र्दश्र्ते र्बिुशिः कृतिः ||२३|| 

Many have agreed that here there is a harmony of Ṣaḍja and Pañcama. Generally here the 

Udgraha is seen by Mandra Ni. 

 

भैरव्र्ुितूधन्र्ाश्रीिः प्रातगेर्ैव र्ुज्र्ते | 

तन्मेलस्र्ोपपन्नत्वं प्रातरेव पररस्फुटम ्||२४|| 

Upapannatva (in company with) Dhanaśrī which is originated from Bhairavī 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.  

 

झीलफिः, जंगूला च 

भैरव्र्ासावरीर्ोगाज्झीलफो गुणणसंमतिः | 

आधुतनकस्तुरागोऽर्ं र्ावतनकिः पररस्फुटिः ||२५|| 
Scholars have agreed that Zilafa is the combination of Bhairavī and Āsāvarī. This Rāga is 

modern and is developed in foreign country.  

 

उत्तरांगस्र् प्राधान्र्मुपपन्नं सुतनस्श्चतम ्| 
र्तोऽर्ं गीर्ते प्रातगातर्नलैतक्ष्र्वेहदभभिः ||२६|| 
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The decided combination makes the Uttrāṅga as major, because it is sung by Lakṣya scholars 

in the morning songs.   

 

जंगूलाभमश्रमेलोत्िा प्रातगेर्ा तनरूवपता | 
केवलं लक्ष्र्मार्दत्र् तत्र स्र्ारागतनणतर्िः ||२७|| 

Jaṅgūla, originated from Miśra Mela is said to be sung in the morning, and the decision of 

Rāga is taken only on the basis of Lakṣya Saṅgīta.  

 

रागे कणातटगौडाख्रे् संमदृ्धर्ा भैरवस्र् तु | 
 जुलुफोत्पवत्तराख्र्ाता सोमनािेन सूररणा ||२८||  
By the addition of Bhairava, the origin of Zilafa Rāga is said  to be in the Rāga  Karnāṭa Gauḍa 

by SomanāthaSūri.   

 

भैरवासावरीर्ोगे लक्षितो झीलफिः क्वगचत ्| 
भैरव्र्ासावरीसंधौ जंगूलोत्पवत्तरीररता ||२९|| 

Sometimes it is seen that Zilafa is the combination of Bhairava and Āsāvarī. The origin of 

Jaṅgūla is also said by the combination of Bhairavī and Āsāvarī.  

 

मोटकी 
भैरवमेलजा प्रोक्ता लक्ष्रे् मोटक्रकरागगणी | 

आरोिे चषतभो िस्वो धैवतस्त्ववरोिणे ||३०|| 
In Lakṣya Saṅgīta the Rāgiṇī Moṭakī is said to be originated from Bhairavī Mela in which Re 

is Komala in Āroha and Dha is Komala in Avaroha.  

 

 धैवतौ द्वौ प्रर्ोगे स्तो मध्र्मो जीवकिः स्वरिः |  
वागीश्वर्गंतो गीता श्रोतगृचत्तसुखाविा ||३१|| 

When two Dhaivatas are used, Madhyama Svara becomes supportive. When it is sung with the 

richness of tune, it delights the mind of listeners.  

 

दलुतभं रक्तक्तदं रूपं भमश्रमेलोस्त्ितं स्त्वदम ्| 
व्र्विारेऽल्पशो गीतं वववादास्पदमंजसा ||३२|| 

The formation of this Rāgiṇī originated from Miśra Mela is delightful and rare yet the little use 

of singing of this Rāgiṇī in practice is really disputable.  

 

ग्रंिेषु मोटकी प्रोक्ता ह्युितूा पंचमाह्वर्ात ्| 
सोऽवप िरवप्ररे् मेले वणणततिः पंक्तडतैिः क्वगचत ्||३३|| 

*It is narrated in Granthas that Moṭakī is said to be originated by the addition of Pañcama, 

sometimes it is narrated in Harapriya Mela according to learned.  
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शुद्धसामंतिः 
भैरवीमेलके प्रोक्तिः शुद्धसामंतनामकिः | 

आरोिे गतनिीनिः स्र्ादवरोिे तनवस्जततिः ||३४|| 
Rāga named Śuddha Sāmanta is emerged from Bhairavī Mela, in which Ga and Ni are Varjita 

in Āroha and Ni is Varjita in Avaroha.  

 

मध्र्मस्र्ात्र वाहदत्वं ह्यासावर्ांतु धास्र् तत ्| 
षड्जस्र्ावप वदन्त्र्न्रे् प्रातिःकालोगचतं पुनिः ||३५|| 

Here, Madhyama is Vādi, like Dha in Āsāvarī. According to some Ṣaḍja is also Vādi and it is 

sung in the morning.  

 

कनातटकीर्पद्धत्र्ां प्रचारोऽस्र् मतोऽगधकिः | 
र्दश्र्तेऽत्र र्तो गीतिः संगिृीतो मर्ाप्र्सौ ||३६|| 

It is much popular in Karṇāṭakī Music style. Hence I have also narrated it here.    

 

वसंतर्बुखारी 
मेलनािैरवीमेले भैरवाख्र्स्र् तत्वतिः | 

वसंताद्यमुखारी सा प्रातिःकालोगचता भवेत ्||३७|| 
By adding the main principles of Bhairava in Bhairavī Mela the Rāgiṇī Vasanta Mukhārī is 

formed. It is sung in the morning. 

 

पूवांगे भैरविः स्पष्ट उत्तरांगेतु भैरवी | 
अततमनोिरं रूपं तनभमततं गीतवेहदभभिः ||३८|| 

Musicians have composed a very charming formation by using Bhairava in Pūrvāṅga and 

Bhairavī in Uttrāṅga. 

 

धैवतस्र्ात्र वाहदत्वं प्रातिःकालप्रर्बोधकम ्| 
अप्रभसद्धं भवेन्नूनं रूपमेतत्सुरक्तक्तदम ्||३९|| 

Here, Vādi Svara Dha indicates that it is sung in the morning. Thought it is not popular, it is 

very pleasant. 

 

केगचदेतद्वणतर्ंतत हिजाजस्र्ैव लिणम ्| 
ग्रन्िेषु संमतं तस्माद्बधुिः कुर्ातत्स्वतनणतर्म ्||४०|| 

In treatises some have agreed that this is the feature of Hijaja, hence learned should take their 

own decision.  

 

आसावरीमेले, 
आसावरी 
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ग्रंिानां भैरवीमेलो लक्ष्रे् त्वासावरीररतिः | 
आसावरी भवेत्तज्जा हद्वतीर्प्रिरोगचता ||१|| 

Learned believe that the Mela which is mentioned by name Bhairavī in Ancient treatises is now 

known as Āsāvarī in Lakṣya Saṅgīta. It is sung in the second Prahara of the day.  

 

आरोिे गतनिीना स्र्ादवरोिे समग्रका | 
धैवतस्र्ैव वाहदत्वं सुमतं तत्र तहद्वदाम ्||२|| 

In this Ga and Ni are Varjita in Āroha, and it is Sampūrṇa in Avaroha. Here, learned have 

agreed that Dhaivata is Vādi here.  

 

मध्र्मेन ग्रििः प्रोक्तिः पंचमे न्र्सनं भवेत ्| 
उत्तरांगप्रधानत्वाद्ग्रििः पूवांगगोचरिः ||३|| 

Madhyama is said here Graha and it takes Nyāsa at Pañcama. As Uttrāṅga  is dominant here, 

the Graha Svar is visible in Pūrvāṅga. 

 

अवरोििमे केगचहरकंोमलं स्पशृस्न्त तत ्| 
मन्रे् दोषास्पदं नैव तनर्मिः शास्त्रसंमतिः ||४|| 

Some musicians take Komala Re in Avaroha, There is nothing wrong in it as it is according to 

the rules of Śāstras. 
 

गौडमालवमेलेऽवप ग्रंिेषु केषुगचत्पुनिः | 
आसावरी समाख्र्ाता लक्ष्र्मागतववरोगध तत ्||५|| 

Again in some of the treatises Āsāvarī is included in Gauḍa Mālava Mela also. But it is against 

Lakṣya Saṅgīta.  

 

अंगमस्र्ाश्च रागगण्र्ािः प्रस्फुटमवरोिणे | 
मध्र्मस्तत्र स्र्ादल्पिः पगर्ोिः संगततस्तिा ||६|| 

Th eformation of this Rāgiṇī is clearly mentioned in Avaroha as Madhyama is used less here 

and there is a tuning of Pa and Ga. 

 
जौनपुरी 

आसावर्ातिः स्स्िता मेले जौनपूरी र्बुधैमतता | 
आरोिणे गवज ंस्र्ादवरोिे समग्रकम ्||७|| 

According to scholars Jaunapurī is included in Āsāvarī    Mela. In it’s Āroha Ga is Varjita and 

it’s Avaroha is Sampūrṇa.   

 

तनषादोऽत्रोल्लसेद्वादी कैस्श्चद्धैवत ईररतिः | 
गानमस्र्ािः समीचीनं हद्वतीर्प्रिरे हदने ||८|| 
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Here, Niṣāda is considered as Vādi. Some have considered Dhaivata as Vādi. Second Prahara 

of the day is said to be proper for singing this Rāga.  

 

ऋषभेणात्र तीव्रेण ह्यासावर्ातिः प्रभेदनम ्| 
तस्र्ा अवप समीपत्वात्तदंगा र्बिुसंमतािः ||९|| 

As Ṛṣabha is Tīvra here, it becomes one of the type of Āsāvarī, as it is similar to Āsāvarī, many 

have considered it as it’s Aṅga.  

 

आधुतनकभमदं रूपमासावरीसुमेलनात ्| 
सूलतानिुसेनेन तनभमततभमतत कथ्र्ते ||१०|| 

It is said that the formation of Modern or current Jaunapurī, with the combination of Āsāvarī 

is composed by Sultana Hussain.  

 

आसावरीमध्र्माद्योर्ोगभमच्छस्न्त केचन | 
हद्वतीर्प्रिरे नूनं न चाप्रे्त हद्वसंगतम ्||११|| 

Some scholars expect here the union of Āsāvarī and Svaras like Madhyama etc., as it is sung 

in the second Prahara indeed it is not disputable.  

 
देवगांधारिः 

आसावरीसुमेलाच्च देवगांधारिः ईररतिः | 
आरोिे ररधवज ंस्र्ादवरोिे समग्रकम ्||१२|| 

Deva Gāndhāra is said to be originated from Āsāvarī Mela, in it’s Āroha Re and Dha are 

Varjita and Avaroha is Sampūrṇa. 

 
मध्र्मेन ग्रिो न्र्ायर्िः षड्जे न्र्ासिः समुच्चरेत ्| 

हद्वतीर्प्रिरे गानमस्र् रागस्र् र्ुज्र्ते ||१३|| 
Its starts with Madhyama and in Ṣaḍja there is Nyāsa. It is sung in the second Prahara of the 

day.  

 

सपर्ोरत्र संवादो ववशेषेण सुखावििः | 
धनाचर्ासावरीरूपे प्रदश्रे्ते सपाटवम ्||१४|| 

As Sā and Pa are Saṃvādi here, the formation of Dhanaśrī and Āsāvarī are skilfuly exhibited 

proficiency (सपाटवम्). 

 

धनाचर्ंगं रोिणे स्र्ाहद्वतीर्मवरोिणे | 
उत्तराङ्गस्र् प्राधान्र्ात्तदेव प्रभवेत्पुनिः ||१५|| 

In Āroha it becomes Dhanaśrī and in Avaroha it becomes Aṅga of second (Āsāvarī). Due to 

dominance of Uttrāṅga it again becomes Deva Gāndhāra. 
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ग्रंिेषु केषुगचच्चैष भैरवे मेलके मतिः | 
अगतनिः पांशकिः सांतो लक्ष्रे् नैतत्सुसंमतम ्||१६|| 

In some treatise it is included in Bhairava Mela, but in Lakṣya Mārga does not agreed with that 

if there is a absence of Ga and Ni, Pa is Aṃśa and Sā is at the end.   

 

केगचदेनसंगगरंतत िरवप्रर्ाख्र्मेलके | 
ववरुध्र्ते र्तो लक्ष्रे् नैवस्र्ात्संमतं सताम ्||१७|| 

Some include it in a Mela named Harapriya as it is opposed in Lakṣya but learned are not agree 

with this. 

 

कणातटकीर्पद्धत्र्ां शंकराभरणस्वरैिः | 
गानमस्र् समाहदष्टं न तल्लक्ष्रे्ऽत्र र्दश्र्ते ||१८|| 

In Karṇāṭaki Paddhati, this Rāga is sung with this Svaras of Śaṅkarābharaṇa but it is not 

found in Lakṣya Music. 

 

ववदग्धा गार्कािः केगचिैरवस्र् सुभमश्रणात ्| 
आसावर्ातमुद्धरंतत रागमेन ंच कामतिः ||१९|| 

Some learned singers wish (believe) that this Rāga takes place by the combination of Bhairava 

in Āsāvarī.  

 

भसधंभैरवी 
आसावरीसुमेलाच्च भैरवी भसधंपूववतका | 

आरोिे चावरोिेऽवप संपूणात मध्र्मांभशका ||२०|| 
Rāgiṇī Sindha Bhairavī which is Sampūrṇa in Āroha and Avaroha and having Madhyama as 

Aṃśa, is originated from Āsāvarī Mela.  

 

अवरोिे ववकल्पेन ररकोमलावप र्दश्र्ते | 
हद्वतीर्प्रिरे गानमस्र्ािः सवतसुसंमतम ्||२१|| 

In Avaroha Komala Re is also used optionally all have agreed that it is sung in the second 

Prahara of the day.  

 

पंचमे षड्जमारोप्र् भैरवी गीर्ते र्हद | 
भसधंभैरववकोत्पवत्तनूतनं स्र्ात्तत्र प्रस्फुटा ||२२|| 

If Bhairavī is sung by considering Pañcama as Ṣaḍja, then it clearly becomes Sindha 

Bhairavīkā. 

 

मंरमध्र्स्वरैिः प्रार्ो गार्ंतत गानकोववदािः | 
ततै्रवास्र्ा भवेच्छोभा कगितं तहद्वदां मतम ्||२३|| 
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Learned are of opinion that the beauty of this Rāgiṇī lies when the learned sing it with Mandra 

- Madhyama Svaras.  

 

देशी 
आसावरी संमेलने जाता देशी गुणणवप्रर्ा | 
आरोिे गधवज ंस्र्ादवरोिे समग्रकम ्||२४|| 

The Rāgiṇī Deśī, popular among musicians, is originated from Āsāvarī Mela, the Āroha of 

which is devoid (Varjita) of Ga and Dha and Avaroha is Sampūrṇa. 

 

समर्ोरत्र संवादो गकंपनं मनोिरम ्| 
गानं चावप समाख्र्ातं हद्वतीर्प्रिरे हदने ||२५|| 

Here, Sā as Vādi, Ma is Saṃvādi, and the shaking of Ga is very charming, it is sung in the 

second Prahara of the day. 

 

संगततिः स्वरर्ो ररन्र्ोिः सारंगांगं प्रदशतरे्त ्| 
मध्र्ािात्पूवतकं तस्माद्गानमस्र्ािः सुसंमतम ्||२६|| 

The harmony of Svaras Re and Ni, exhibits the Aṅga of Sāraṅga, hence its singing before 

afternoon is accepted by all.   

 

आसावरी ह्युत्तरांगे पूवांगे ववलसेत्पुनिः | 
सारंगो मधुरो राग इतत लक्ष्र्ववदां मतम ्||२७|| 

According to Lakṣya scolars in its Uttrāṅga there shines Āsāvarī and in Pūrvāṅga there shines 

sweet Rāga Sāraṅga.   

 

केगचदे्दश्र्ामाहदशंतत तीव्रधैवतर्ोजनम ्| 
अन्रे्तु धैवतदं्वदं्व र्बुधिः कुर्ातद्यिोगचतम ्||२८|| 

Some musicians use Tīvra Dha in Deśī, whereas some other use both Dhaivata in it. Learned 

should take his own decision.  

 

दरर्बारिः 
मेलादासावरीनाम्नोदरर्बारिः सुसंमतिः | 

आलापाितिः वप्रर्ो लोके तनभशर्ामे हद्वतीर्के ||२९|| 
Rāga Darabāra is originated from Āsāvarī Mela, it is considered to be most suitable for Ālāpa 

and is sung in the second Prahara of night.  

 

स्र्ादै्वगचत्र्र्मत्र रूपे ह्यणखलं मन्रस्िानके | 
दरु्बतलो गो रोिणे स्र्ाद्धैवतो वस्जततोऽन्र्के ||३०|| 

There are many variations when it is sung in Mandra Saptaka, where Ga is Durbala in Āroha 

and Dha is Varjita elsewhere.  
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मध्र्स्िो ररमततो वादी नीपर्ोिः संगततिः शुभािः | 
आंदोलनं तु गांधारे ववलंत्रर्बतो लर्िः पुनिः ||३१|| 

Here, Re which is in Madhya, is Vādi Svara. The tuning of Ni and Pa is very delightful, 

Gāndhāra is always Āndolita and its Laya is very slow.  

 

कनातटस्र्ापभ्रंशात्स्र्ात्कानडानामसंभविः | 
दरर्बारिः स्वर्ं श्दिः स्पष्टो र्ावतनको मतिः ||३२|| 

Kānaḍā is possibly the degraded (apabhraṃśa) of Karṇāṭa. According to foreign artist 

(Yavanas) the word Darabara it self makes clear (that it was sung in royal court).  

 

आरोिणे गदौर्बतल्र्ात्काफीरागाहदका नहि | 
अवरोिे धवजतनादासावारी न कहितगचत ्||३३|| 

As Ga is Durbala in Āroha it is not similar to Kāfi and as Dha is Varjita in Avaroha it can not 

be Āsāvarī.  

 

अड्डाण 
आसावर्ातिः सुमेलाच्च रागोऽड्डाणोऽवप तनस्श्चतिः | 
केगचदेन वणतर्स्न्त िरवप्रर् समागश्रतम ्||३४|| 

Rāga Aḍḍāṇa is also definitely emerged from Āsāvarī Mela. According to some it is resorted 

to Harapriya.  

 

ग्रंिेषु धैवतस्तीव्रिः शू्रर्ते शास्त्रसंमतिः | 
लक्ष्रे् तु कोमलस्र्ावप प्रर्ोगोऽस्स्त न संशर्िः ||३५|| 

In Granthas Dha is narrated as Tīvra, which is agreed by Śāstras. And but in Lakṣya Komala 

Dha is also undoubtedly used.  

 

मग्रिस्तारषड्जांशो ह्यवरोिमनोिरिः | 
रात्र्र्ां ततृीर्के र्ामे गीतोऽसौ गार्कोत्तमैिः ||३६|| 

This Rāga having Madhyama Graha and Ṣaḍja Aṃśa, and varied Avaroha is sung in the third 

Prahara of night by the great singers.  

 

गधर्ोदुतर्बतलत्वेन सारंगांगं सुसंभवेत ्| 
ववलोमे पगसंगत्र्ा र्बुधस्तदपवाररे्त ्||३७|| 

As Ga and Dha are Durbala here it seems similar to Aṅga of Sāraṅga but in Viloma there is a 

tuning of Pa and Ga so learned deny.  

 

रागोऽठाणिः क्वगचद् र्दष्टो िररकांभोस्जमेलके | 
कणातटकीर्पद्धत्र्ां स चास्मािेदमिततत ||३८|| 
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Sometimes in Karṇāṭakiya Saṅgīta Rāga Aḍḍāṇa is somewhere seen in Hari Kāmbhojī Mela 

but it is different from this.  

 

दरर्बारे र्िा प्रोक्ता मंरमध्र्ववगचत्रता | 
तारमध्र्गता सैव प्रोच्र्तऽेत्र ववचिणैिः ||३९|| 

As in Darabāra there is variation of Mandra Madhya Saptaka similarly here the variation of 

Tāra Madhya Saptaka is said by learned.   

 

अद्धतरात्र्र्ािः परं गानं तारषड्जववगचत्रकम ्| 
रागा एतार्दशास्तत्र भवेर्ुिः सुप्रवेभशकािः ||४०|| 

Such Rāgas having varieties of Tāra Ṣaḍja become the gate way to mid night.  

 

संर्ोगो मालकोशस्र् कानडार्ां भवेद्यदा | 
तदा स्र्ात्कौभशकोत्पवत्तररतत कैस्श्चत्सुतनस्श्चतम ्||४१|| 

Some people emphasis that when the Kānaḍā is united with Mālakauṃsa then KauśikaRāga is 

originated.  

 

मालकोशगतो मस्तु कस्र् न स्र्ात्सुखावििः | 
तस्र्ैवात्र सुवाहदत्वादै्वगचत्र्र्ं तनर्तं स्फुटम ्||४२|| 

Who is not delighted with the singing of Ma in Mālakauṃsa! Here its Vāditva clearly creates 

variations.  

 

पंचमस्र् प्रर्ोगाच्च धनाचर्ंगं शुभं भवेत ्| 
मालकोशस्र् संस्पशातद्बधुस्तत्पररमाजतरे्त ्||४३|| 

Its seems to be the Aṅga of Dhanaśrī by the using Pañcama but learned deny it as there is a 

touch of Mālakauṃsa.  

 

केगचदेनं मध्र्मांशं िरवप्रर्ाह्वजं जगुिः | 
लक्ष्र्ाध्वतन तिैवावप प्रर्ुक्तो र्दश्र्ते क्वगचत ्||४४|| 

Some believe this Rāga having Madhyama Aṃśa as Harapriya. It is also seen that in Lakṣya 

Saṅgīta somewhere it is used in the same way.  

 

खटिः 
नटभैरववमेलाच्च खटरागस्र् संभविः | 

धैवतांशो मग्रिोऽसौ पंचमन्र्ास उच्र्ते ||४५|| 
Rāga Khaṭa having Dhaivata as Aṃśa, Ma as Graha, and Nyāsa at Pañcama is said to be 

originated from Naṭa Bhairavī Mela.  

 

संकीणतत्वात्कैस्श्चदत्र भमश्रमेलत्वमीररतम ्| 
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शंकराभरणस्र्ैव भमश्रणं र्बिुसंमतम ्||४६|| 
Due to closed Svaras some believe that it belongs to Miśra Mela, but its combination with 

Śaṅkarābharaṇa is very popular.  

 

प्रकृत्र्ा चपलिः पूणो र्बिुभभगतमकैर्ुततिः | 
उत्तरांगप्रधानत्वे प्रातिःकालिः पररस्फुटिः ||४७|| 

This Rāga is complete, having many Gamakas, fickle Nature and predominance of Uttrāṅga, 

hence it is clear that it is sung in the morning.  

 

तीव्रगांधारसाहित्र्ं भैरवांगप्रदशतकम ्| 
तीव्रधस्र् प्रर्ोगेण तस्र्ावप स्र्ास्न्नवारणम ्||४८|| 

As Tīvra Gāndhāra is there seems to be the Aṅga of Bhairava but use of Tīvra Dha clearly 

denies it. 

 

पूवांगे भैरवांगं स्र्ादासावर्गंमन्र्के | 
भमश्ररूपं सुप्रगीतं सवेषामततरक्तक्तदम ्||४९|| 

In this Rāga there is Aṅga of Bhairava in Pūrvāṅga and Aṅga of Āsāvarī in Uttrāṅga, hence it 

is beautifully sung which delights all. 

 

प्रततपन्नं पुनिः कैस्श्चदत्र षड्रागभमश्रणम ्| 
र्ािाथ्र् ंखटनाम्नोऽवप तैरेव ह्युपिम्र्ते ||५०|| 

As this Rāga is associated with six Rāgas (Varāṭi, Gurjarī, Gaurī, Śyāma, Āsāvar, 

Gāndhāri). Some believe that the name Khaṭa is appropriate. 
 

 

झीलफिः 
आसावरीमेलकेऽन्र्ो झीलफिः पररकीततततिः | 

राग आधुतनको हे्यष भमश्रमेलसमुस्त्ितिः ||५१|| 
Another Rāga Jhīlafa is said to be originated from Āsāvarī Mela. Really this modern Rāga is 

said to be originated from Miśra Mela.  

 

कभलगंडो भैरवो वा न्र्ासे स्र्ादततशोभनिः | 
जौनपूरी खटश्चावप तत्र चावर्वौ मतौ ||५२|| 

It seems very charming in the Nyāsa of Kaliṅgaḍa and Bhairava. Jaunapurī and Khaṭa are also 

said to be its part.   

 

प्रातिःकालप्रगेर्त्वादतु्तरांगसुभूवषतिः | 
धैवतस्र् सुवाहदत्वं नूनं स्र्ादत्र रक्तक्तदम ्||५३|| 
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As it is sung in the morning the formation of this Rāga becomes clear in Uttrāṅga. Suvādi 

Dhaivata really makes this Rāga very melodious.  

 

तोडीमेलिः 
मेले पंतुवराळ्र्ाख्रे् लक्ष्रे् तोडी प्रकीतततता | 
धैवतांशा सुसंपूणात गंभीरप्रकृततमतता ||१|| 

The Mela which is narrated known as Varāḷī Toḍi in ancient treatises is known as Toḍi Mela 

in Lakṣya Saṅgīta which has Dhaivata as Aṃśa, which is Sampūrṇa and having steady 

characteristics.  

 

आरोिणे ररदौर्बतल्र्ं प्रातिःकालप्रसूचकम ्| 
गानमस्र्ा मतं तज्ज्ञैहद्वततीर्प्रिरे हदने ||२|| 

Re is weak in Āroha and it indicates morning time. According to scholars it is sung in the 

second Prahara of the day.  

 

धैवतस्र्ात्र वाहदत्वे गेर्त्वं हदवसे स्फुटम ्| 
गांधारं वाहदनं प्रािुिः केगचल्लक्ष्र्ववशारदािः ||३|| 

As Dhaivata is Vādi here it’s make sure that it is sung during the day. But some Lakṣya scholars 

consider here Gāndhāra is Vādi.  

 

प्रातिःकालोगचतं न स्र्ात्तीव्रमस्र् प्रर्ोजनम ्| 
लोके तस्र् प्रसक्तत्वात्स्वीकृतमपवादकम ्||४|| 

Though use of Tīvra Ma is never suitable in Rāgas sung in the morning yet due to its excessive 

popularity this Rāga is accepted as exception.   

 

तीव्रमालंकृता रागािः प्रातिःकाले मता र्बुधैिः | 
गौडसारंगहिदंोलतोड्र्ाद्या लक्ष्र्वत्मततन ||५|| 

In Lakṣya Saṅgīta, according to learned Rāgas like Gauḍa Sāraṅga, Hindolaa, Toḍi, etc. adorn 

with Tīvra Ma are sung in the morning. 

 

शास्त्रग्रंिेषु ते सवे शुद्धमालंकृता पुनिः | 
कुवतस्न्त मिदाश्चर् ंतनस्श्चतं ममतवेहदनाम ्||६|| 

Whereas they are adorn with Śuddha Ma in Śāstras this is very surprising for the learned.  

 

लक्ष्रे्ऽधुना प्रगीर्न्ते कैस्श्चत्प्रख्र्ातगार्कैिः | 
प्रकारास्तत्र तोड्र्ास्ते शुद्धमध्र्मसंर्ुतािः ||७|| 

In modern Lakṣya Saṅgīta different types of Rāga Toḍi having Śuddha Madhyama are sung by 

some well reputed singers.  

 



349 
 

मूलतानी नाभमकासौ रागगणी चात्र मेलके | 
हदनशेषे मता तज्ज्ञैिः परमेलप्रवेभशका ||८|| 

In this Mela, a Rāgiṇī named Mūlatānī which is sung at the end of the day, is said to be an 

entrance to another Mela by learned.  

 

तत्रावप च ररधत्र्ागादारोिे र्दश्र्ते स्फुटम ्| 
संध्र्ाकालसमीपत्वभमतत सव ंसुसंगतम ्||९|| 

There too the absence of Re and Dha is clearly seen. Hence its singing during evening time is 

acceptable to all. Or its suitable.  

 

गुजतरतोडी 
वराळीमेलके ख्र्ाता गुजतरीतोक्तडका तिा | 

आरोिे चावरोिेऽवप पंचमो वस्जततो भवेत ्||१०|| 
Rāgiṇī Gurjarī Toḍi originated from Varāḷī Mela has Pañcama as Varjita in Āroha and 

Avaroha.  

 

वादी स्र्ाद्धैवतस्तत्र ररस्वरोऽमात्र्संतनभिः | 
गानमनुमतं तस्र्ा हदने र्ामे हद्वतीर्के ||११|| 

In this Dhaivata is Vādi and Ṛṣabha is Saṃvādi. Its singing is permitted during the second 

Prahara of the day.  

 

ग्रंिेषु गुजतरी प्रोक्ता भैरवे मेलके तु सा | 
स्वतंत्ररूवपणीत्र्त्र ववरोधो नैव शंक्र्ताम ्||१२|| 

In ancient treatises Gurjarī Toḍi is said to be originated from Bhairava Mela, but as it has 

independent formation, this contradiction is not possible.  

 

संपूणात गुजतरी गीता कैस्श्चल्लक्ष्रे्ऽवप सांप्रतम ्| 
रागभ्रांततकरा तनत्र्ं नासावत्र सुसंमता ||१३|| 

Even today Some singers sing it considering Rāga as Sampūrṇa and originated from Toḍi Mela. 

But as this Rāga is confusing not accepted by here.  

 

भमर्ातोडी 
वरालीमेलके चैव प्रोक्ता तत्र सुनूतना | 

व्र्विारगता तोडी मीर्ांख्र्र्ा सुसंस्कृता ||१४|| 
Another new Rāgiṇī which is known as Miyā Toḍi and used in practice is said to be originated 

from Varāḷī Mela.  

 

धैवतस्र्ैव वाहदत्वं संवादी ररस्वरो भवेत ्| 
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मंरमध्र्स्वरैलोके तनरंतरं सुरक्तक्तदा ||१५|| 
Dhaivata only is Vādi here and Re is Saṃvādi. It always delights people with its Mandra 

Madhya Svaras.  

 

ववलंत्रर्बतलरे्नास्र्ा ववस्तारिः स्र्ान्मनोिरिः | 
अल्पत्वं तु पंचमस्र् कुर्ातरागप्रभेदनम ्||१६|| 

As its Laya is Vilambita its expansion is melodious. Little use of Pa makes division of Rāga. 

 

अंगीकृतिः प्रकारोऽर्ं तोड्र्ा लक्ष्रे् ववचिणैिः | 
उपपन्नं हि तद्ज्ञानं हद्वतीर्प्रिरे हदने ||१७|| 

This division of Toḍi is accepted by learned in Lakṣya style. It is sung during the second 

Prahara of the day.  

 

दरर्बारतोडी 
दरर्बारी तिा तोडी र्त्रस्र्ातां सुभमत्रत्रते | 

दरर्बारीतोक्तडकाख्र्ा भवेत्तत्र स्फुटा स्वर्म ्||१८|| 
When there is combination of Darabārī and Toḍi then it it self makes clear that it is Darabārī 

Toḍi.  

 

मतनस्वरस्स्ित्र्धीनास्तोडीभेदाश्च सांप्रतम ्| 
प्रार्शो लक्ष्र्मागेस्र्ुरीततप्रज्ञा ब्रुवंतत ते ||१९|| 

In Lakṣya Mārga the types of Toḍi found today is generally depending on the position of Svara 

Ma and Ni according to learned.  

 

दरर्बारीतोक्तडकार्ामासावरीप्रवेशनात ्| 
तोडी ववलासखान्र्ाद्या कथ्र्ते लक्ष्र्पंक्तडतैिः ||२०|| 

Lakṣya Pandit says that when Āsāvarī is combined with Darabārī Toḍika then Rāgiṇī like Toḍi 

Vilāsakhāni etc. are formed.  

 

र्ावतनकािः प्रकारस्ते लक्ष्रे्ऽनेके प्रकीततततािः | 
भभन्नरागभमश्रनोत्िा अतनशं वादमूलकािः ||२१|| 

In Lakṣya Saṅgīta many types of foreign Rāgas originated from the combination of different 

Rāgas are always a matter of discussion.  

 

आसातोडी गुजतरी च गांधार्तवप र्बिादरुी | 
लक्ष्मी देशी तिैवान्रे् लाचारीखटतोक्तडके ||२२|| 

सुग्रािी मुहरका सूिा जौनपूरी तिापरा | 
तोडीभेदा गीतववजै्ञिः स्वीकृता लक्ष्र्वत्मततन ||२३|| 
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The Rāgiṇīs Āsā-Toḍi, Gurjarī, Gāndhāra, Bahādurī, Lakṣmī, Deśī, Lācārī, Khaṭa Toḍi, 

Mudrikā, Sohā, Jaunapurī, and other types of Toḍi are accepted by expert singers in Lakṣya 

style.  

 

भमश्रणं स्र्ात्कृतं रे्षां तन्नाम चेत्पररस्फुटम ्| 
न क्रकंगचदवप दोषार् तते्रतत प्रततभातत मे ||२४|| 

It seems to me that even if Rāgas are combined their names are clear so there is nothing wrong.  

 

रागाणां तनर्मा व्र्क्ता र्दश्र्न्ते र्त्र तनभमततौ | 
उपपन्नं भवेत्तत्र रागत्वं नैवसंशर्िः ||२५|| 

Where the rules of Rāgas are formed and seen there formation of Rāga is undoubtedly possible.  

 

रंजनारागता प्रोक्ता सवेषाभमतत संमतम ्| 
र्द्यस्र्ात्तद्गणुोपेतं मानमप्र्ितरे्त ्सताम ्||२६|| 

All have agreed that Rāgas are for pleasure. If it is devoid of that quality then also scholars 

should be respected.  

 

भमश्ररागप्रपंचोऽर्ं वादमूलो र्तो भवेत ्| 
ग्रंिेऽत्रावप तदतु्सगो र्बुवद्धपूव ंकृतो मर्ा ||२७|| 

As this expansion of Miśra Rāga is matter of dispute, I have tactfully omitted it in this treatise.  

 

कैस्श्चद्यावतनकैिः प्रजै्ञरुन्नीतमववशंक्रकतम ्| 
अस्मत्संगीतभाण्डारभमतत मतं नचाितुम ्||२८|| 

There is nothing strange in say ing that some of the foreign Yavana Musicians have 

undoubtedly promoted our treasure of music. 
 

सपतदात तुरुष्कतोडी हिजेजो र्बाखरेजकिः | 
पुष्क ईराखजूलूफौ नवरोजी िुसेतनका ||२९|| 

उज्वलो मूसली चैव ग्रिपंचसुगादगुािः | 
संतो र्वतनका रागािः सोमनािेन लक्षितािः ||३०|| 

Sarpardā, Turuṣka Toḍi, Hijeja, Bākharejaka, Puṣka, Irākha, Julufa, Navaroji, Husenīka, 

Ujvala, and Mūsalī, these Yavana Rāgas are naraated by Somanātha.   

 

केदारगौडरूपै हि नानारूपववभमश्रनात ्| 
उपर्ुतक्ता समुन्नीता इतत तेन समथ्र्तते ||३१|| 

He has supported othat the above mentioned Rāgas are originated by combining different 

forms of Rāgas in Kedāra and Gauḍa.  

 

पद्धत्र्ां दाक्षिणात्र्ानामद्यावप लक्षितािः पुनिः | 
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र्ावतनका मता रागा लोके रक्तक्तप्रदािः स्वर्म ्||३२|| 
In southern Music style the Yavana Rāgas are found very melodious even today.  

 

न मे दोषास्पदं भातत तत्र क्रकस्न्चवद्ध न्र्ार्तिः | 
मते मम भवेन्नूनं संगीतोन्नततरेव सा ||३३|| 

Truly speaking I don’t find anything wrong in it on the contrary according to me it’s nothing 

but the upliftment of Music.  

 

मूलतानी 
तोडीमेलसमुत्त्पन्ना मूलतानी तनरुवपता | 

आरोिे ररधिीना स्र्ात ्पंचमांशा सुसंमता ||३४|| 
Rāga Mūlatānī is originated from Toḍi Mela. In its Āroha Re Dha are Varjita and it is having 

Pañcama as Amasha Svara.  

 

मगर्ोिः संगततस्श्चत्रा तर्ोरेव सुदोलनम ्| 
भवेरक्तक्तकरं तनत्र्ं ततृीर्प्रिरोत्तरम ्||३५|| 

In this Rāga the tuning of Ma and Ga having Mind is very pleasant and it is sung during the 

third Prahara of the day.  

 

आरोिे ररधिीनत्वादपराह्णत्वमीररतम ्| 
प्रभसद्धो तनर्मोऽप्रे्ष सूरीणां पूवतवतततनाम ्||३६|| 

This rule of former Saṅgītācāryas that the Alpatva in Āroha of Ṛṣabha and Dhaivata indicates 

the afternoon time.   

 

मध्र्ािािातन ्धगाल्पांस्तान ्गीत्वा रागान ्र्िोगचतम ्| 
प्रवततते ररधत्र्क्तान ्गातुं गातुमतनिः स्वर्म ्||३७|| 

After singing Rāgas having Alpa Dhaivata and Gāndhāra and Rāgas which are suitable for 

afternoon in its suitable form, the singers like to sing Rāgas devoid of Ṛṣabha and Dhaivata.   

 

मूलतानीगते गतेु तीव्रत्वारोिणे पुनिः | 
झहटत्र्ुत्पत्स्र्ते तत्र श्रीरागस्र्ैव रूपकम ्||३८|| 

Just by attributing Tīvratva in Gāndhāra of Mūlatāni it at once become the formation of Śrī 

Rāga.  

 

शेषर्ामे हदने प्रार्िः समपािः सर्बला धु्रवम ्| 
रिस्र्ं तस्न्नरवद्यं को न वेत्तीि ममतववत ्||३९|| 

Generally, Svara Sā, Ma and Pa are considered strong in the Rāgas of the last Prahara of day. 

Which scholar is not aware of this secret.   
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धन्र्ािः खलु पंक्तडतास्ते र्ैररदं कौतुकं मित ्| 
तनभमततं र्बुवद्धसामथ्र्ातत ्सतंतं ववश्वमोिनम ्||४०|| 

Blessed are those learned who have composed using their wisdom this wonderful principle or 

rule for endless pleasure of people.  

 

भावभट्टमते 
(According to Bhāvabhaṭṭa types of Toḍi) 

“प्रिमा शुद्धतोडी स्र्ादे्दशीतोडी हद्वतीर्का | 
र्बिादरुी ततृीर्ा स्र्ाद्गजुतरी च चतुगितका ||४१|| 
छार्ातोडी पंचमी स्र्ाद् षष्ठी तोडी वराहटका | 
िुसेनी सप्तमी प्रोक्ता जौनपूरी तिाष्टमी ||” 

आसातोडी च नवमी नवधा कीतततता र्बुधैिः ||४२|| 
Scholars have narrated these nine types of Toḍimela. – 1. Śuddha Toḍi, 2. Deśī Toḍi 3. 

Bahādurī Toḍi 4. Gurjarī Toḍi 5. Chāyā Toḍi 6. Varāṭikā Toḍi 7. Husenī Toḍi 8. Jaunapurī 

Toḍi 9. Āsā Toḍi.  

 

पूवीमेल 
शासै्त्र रामक्रिर्ामेलो लक्ष्रे् पूवीतत कीततततिः | 
कणातटकीर्पद्धत्र्ां भावषतिः कामवद्धतनी ||१|| 

The Mela known as Rāmakriyā in ancient books is named ‘Pūrvī’ in Lakṣya style and 

‘Kāmavarddhanī’ in Karṇāṭaki style.  

 

एतन्मेलात्समुत्पन्ना पूवी सवतगुणणवप्रर्ा | 
सार्ं गेर्ाऽि संपूणात गांधारांशपररष्कृता ||२|| 

Pūrvī Mela which is loved by all scholars, it is Sampūrṇa, adorn with Gāndhāra as Aṃśa and 

is sung in the evening.   

 

व्र्विारे प्रभसद्धैषा श्रीरागस्र्ैव रागगणी | 
गानं सुतनस्श्चतं तस्र्ािः सार्ंकाले मनोिरम ्||३|| 

In practice this Rāgiṇī is popular as Rāgiṇī of Śrī Rāga. It’s singing in the evening is very 

melodious.  

 

श्रीरागे ररषभो वादी गांधारोऽत्र समीररतिः | 
उद्धरोऽस्र्ा भवेद्युक्तिः श्रीरागानंतरं सदा ||४|| 

In Śrī Rāga Ṛṣabha is Vādi and Gāndhāra is also same. It is (Pūrvī) always sung after Śrī Rāga.   

 

प्रर्ोगिः शुद्धमस्र्ावप सि गेन मतो मनाक् | 
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अवरोिे न मे भातत शास्त्रर्दष्ट्र्ाततर्बाधकिः ||५|| 
In this Rāga, in Avaroha along with Gāndhāra there is a little use of Śuddha Madhyama. I 

think that it does not disturb / destroy the formation of Rāga. 

 

केषुगचच्छास्त्रग्रंिेषु रागगणीर्ं तनरूवपता | 
प्रस्फुटा भैरवे मेले मध्र्मस्तेन कोमलिः ||६|| 

In some ancient books this Rāgiṇī is clearly narrated in Bhairava Mela so It’s Madhyama 

becomes Komala.  

 

तीव्रमोऽपेक्षितोऽवश्र्ं सार्गंेर्त्वसूचकिः | 
अतो मन्रे् प्रर्ुक्तौ तौ ववदग्धैमतध्र्मावुभौ ||७|| 

Tīvra Ma surely indicates evening time for singing. Hence, I believe that the learned have used 

both Ma.  

 

वैगचत्र्र्ं तीव्रमस्र्ैव हदनांते तनत्र्रक्तक्तदम ्| 
उपकारी शुद्धमिः स्र्ाच्रोतणृां रागतनणतरे् ||८|| 

Variation of Tīvra Ma is always delightful at the end of the day. Śuddha Ma is helpful in 

identifying Rāga by Listeners.  

 

मध्र्मर्ोिः सुसंर्ोगिः सार्ं नान्र्त्र चेर्दशिः | 
प्रार्ो भवेत्तत्सुर्बोधं रागतनणतर्साधनम ्||९|| 

Generally such types of combination of both Madhyama is not seen else where in Rāgas sung 

in the evening. So it becomes useful mean or tool in deciding Rāga. 

 

तीव्रत्वं धैवतेऽभीष्टं संप्रदारे् तु दक्षिणे | 
लक्ष्र्मागतमनुल्लंघ्र् कार्तमत्रर्िोगचतम ्||१०|| 

Tīvratva in Dhaivata is expected in the southern style, scholars should take wise dicition which 

is unfavourable to Lakṣya style.  

 

रागचंरोदरे् ग्रंिे पुंडरीकमिात्मना | 
गौडमालवके मेले पूवी सांशा प्रकीतततता ||११|| 

In Rāga Candrodaya Grantha Pandit Puṇḍarīka has narrated Pūrvī having Sā as Aṃśa in Gauḍa 

Mālava Mela.  

 

संगधप्रकाशगेरे्षु सामीप्र्ं तनर्तं मित ्| 
भेदकं पंचमं भलगंं स्वीकुवतस्न्त ववचिणािः ||१२|| 

Scholars have accepted it as a sign of the fifth type due to nearness in Rāgas sung at the 

Sandhiprakāśa time.  
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रामक्रिर्ा मता सार्ं मतनत्र्क्तागधरोिणे | 
रामकेलीं प्रगे चािुर्ततोऽसौ शुद्धमध्र्मा ||१३|| 

Rāmakriyā having Ma and Ni Varjita in Avaroha is sung at the evening Sandhiprakāśa time 

and Rāmakelī having Śuddha Madhyama is sung in the morning Sāndhiprakash.  

 

उत्तरांगप्रधानेषु रागेश्ववप तिैव च | 
र्दश्र्ते चरमे र्ामे परजाख्र्ो हद्वमध्र्मिः ||१४|| 

In Rāgas having predominant Uttrāṅga it is the same, Parajā having both Madhyamas is found 

sung in the last Prahara.   

 

सुर्बोधं सरलं रूपं सार्ंगेर्ं सुरक्तक्तदम ्| 
रागाश्रर्त्वमाप्नोतत लक्ष्र्ाध्वतन मते सताम ्||१५|| 

According to learned of Lakṣya Saṅgīta this Rāga attains very easy formation, charmingness, 

attains suitabllity to be sung in the evening, and it support of other Rāgas.  

 

अिवैतन्मर्ा प्रोकं्त रिस्र्ं सकलं पुरा | 
पुनरुक्तक्तनत चावप स्र्ात ्प्राप्तकालेतत भातत मे ||१६|| 

Therefore I have previously narrated this secret (matter), so here I do not revise it.  

 

केगचदचु्चतरावूचुिः स्वरावत्र ररधौ मनाक् | 
श्रीरागस्िाभ्र्ां प्रपंच: संभवेद्वादमूलकिः ||१७|| 

Some people considered the Svara Re and Dha of Śrī Rāga as little higher. This expansion may 

become a matter of dispute.   

 

र्िा जनपदे प्रार्ो राजमागात व्र्वस्स्िता: | 
तिैव स्र्ुमेलरागा: संगीतनगरे ह्यमी ||१८|| 

Just as the highways are properly managed in the big cities in the same way these Mela Rāgas 

are properly arranged in the city in the form of music.    

 

िुरमागतपररभ्रष्टािः प्रमुखेषु पतंतत ते | 
जन्र्रागपररभ्रांता मेलरागषेु केवलम ्||१९|| 

The Rāgas which are degraded (पररभ्रष्टाोः) from the local path and roaming in Janya Rāga fall in 

the main Mela Rāgas.  

 

श्रीरागिः 
पूवीमेलसमुत्पन्न: श्रीरागो लक्ष्र्संमतिः | 
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शासे्त्र ख्र्ाता तदतु्पवत्तितरवप्रर्ाख्र्मेलके ||२०|| 
Śrī Rāga which is originated from Pūrvī Mela is accepted in Lakṣya Saṅgīta. Ancient writters 

have narrated this Rāga in Harapriya Mela.  

 

आरोिे गधिीनत्वं रागेऽत्र र्बिुसंमतम ्| 
पूणतत्वमवरोिे स्र्ास्न्नर्मेनाततरक्तक्तदम ्||२१|| 

In this Rāga Ga and Dha are Varjita in Āroha and it is Sampūrṇa in Avaroha   so it is very 

delightful.  

 

ऋषभोऽत्र भवेद्वादी संवादी पंचमो भवेत ्| 
केगचहद्वपर्तर्ं प्रािुनत तत्रावप ववसंगततिः ||२२|| 

Ṛṣabha of this Rāga is Vādi and Pañcama is Saṃvādi. According to some scholars it is opposite 

that is Pañcama is Vādi and Ṛṣabha is Saṃvādi. There is no contradiction.  

 

दाक्षिणात्र्ा सदैवैनमंगीकुवतस्न्त मेलने | 
िरवप्रर्ाव्िरे् नूनं शास्त्रग्रंिानुसाररण: ||२३|| 

The musicians following the southern system of music according to Śāstra Granthas always 

accept this Rāga as originated from Harapriya Mela.   

 

गंभीरप्रकृतततनतत्र्ं ववलंत्रर्बतलर्ोद्धृतिः | 
अवश्र्ं स्र्ाहद्दनांतेऽसौ भुक्तक्तमुक्तक्तप्रदार्किः ||२४|| 

This Rāga having Vilambita Laya, depth (serious Nature), this Rāga sung in the evening time, 

delights the people in both the way worldly pleasure and spiritually.   

 

श्रीरागांगं केवलं तत ्स्वततंं्र मन्र्ते र्तिः | 
सावधानं र्िान्र्ार्मभ्र्स्र्ं गार्नागितभभ: ||२५||it  

In Lakṣya Saṅgīta scholars have considered Śrī Rāga having independent Aṅga. Hence one 

should singers should practice it in a proper way.  

 

जनकसंतनभो लोके ह्याहदरागिः समीररतिः | 
औडविः सन ्ववधानं तहद्वचार् ंमाभमतकैजतनै: ||२६|| 

This Rāga is said to be ‘Ādi Rāga’, it is Similar (संद्वनभो) to Janaka. Hence scholars should think 

about this statement and it is of Oḍava Jāti.  

 

अिवा लोकवप्रर्ास्ते पुंरागा औडवाहि षट् | 
स्वर्मुत्पादका लक्ष्रे् पूणातनाभमतत ववशु्रतम ्||२७|| 
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In Lakṣya Saṅgīta it is well-known that these six Puṃrāgas of Oḍava Jāti are very popular, 

they themselves are the Janaka and perfect.   

 

संवाहदत्वं धैवतस्र् क्वगचत्समगिततं पुनिः | 
न र्ुकं्त तत्समारोिे तत्स्वरस्र्ैव गोपनात ्||२८|| 

Sometimes the Dhaivata is supported as Saṃvādi but it is not proper as this svara is invisible 

in its Āroha.  

 

गौरी (हद्वतीर्ा) 
पूवीमेले समाहदष्टा हद्वतीर्ा गौररका पुनिः | 
आरोिे गधिीना स्र्ादवरोिे गवस्जतता ||२९|| 

One another Gaurī Rāga is said  to be originated from Pūrvī Mela, which has Ga and Dha 

Varjita in Āroha.  

 

ऋषभोऽत्र भवेद्वादी सिचारी तु पंचमिः | 
गानमस्र्ािः समीचीनं लोके सार्ं समीररतम ्||३०|| 

It’s Vādi Svara is Ṛṣabha and Saṃvādi Svara is Pañcama. Evening time is said  to be suitable 

for it’s singing.  

 
श्रीरागस्र् प्रभसद्धांगं रूपेऽस्स्मन्नवप प्रस्फुटम ्| 
तनषादो मंरभागस्िो नूनं रक्तक्तपदो नणृाम ्||३१|| 

In its formation, the popular ga Aṅga of Śrī Ra is also visible. The Niṣāda of Mandra Saptaka 

really delights people.  

 

अि प्रसंगतो वक्ष्रे् मतभदेान ्र्िार्िम ्| 
पुरावतृ्त ंच रागगण्र्ा अस्र्ािः स्र्ादे्यन प्रस्फुटम ्||३२|| 

In relation to this here I mention the different views existing regarding this matter, so that above 

mentioned description of this Rāgiṇī will be clearly understood. 

 

श्रीरागिः पंक्तडतै: पूवैिः काफीमेले सुलक्षित: | 
आरोिणे गधत्र्क्त: संपूणोऽप्र्वरोिणे ||३३|| 

The ancient music scholars have mentioned that śrī Rāga is originated from Kāfi mela and its 

Āroha is devoid of Ga and Dha and its Avaroha is Sampūrṇa.  

 

गौरी पुनमतता तैश्च मेले भैरवनामके | 
धगोनारोिणे तनत्र्मवरोिे समगग्रका ||३४|| 

Further they have said that Gaurī in Bhairava mela is devoid of Dha and Ga in Āroha and 

always Sampūrṇa in Avaroha.  
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र्ुकं्त नु वणतनं चैतत्तत्कालवतततलक्ष्र्त: | 
मेलभेदे ह्यवश्र्ं स्र्ारपूभेदस्र् संभविः ||३५|| 

In view of modern music, the above-mentioned description does not seem to be fit. Obviously 

when Mela changes, the formation is also changed.   

 

मते तूत्तरकालीने संगीते पररवततनात ्| 
रागावेतावुभावुक्तौ पूवीमेलसमागश्रतौ ||३६|| 

As the change occurred in music Gaurī and Śrī both Rāgas are said to be originated from Pūrvī 

Mela in Uttarakālīna music.   

 

एकमेलागश्रतत्वे स्र्ात ्समाने लिणे पुनिः | 
अवश्र्ं गार्नं कष्टं ततो वैमत्र्संभविः ||३७|| 

As these both Rāgas are originated from one Mela and their features are also same, the singing 

of both Rāgas is very difficult and hence there is dispute.  

 

केगचद्गौर्ातमाहदशंतत समूलं गधवजतनम ्| 
अन्रे् पुनिः संगगरंतत पंचमस्र्ैव लंघनम ्||३८|| 

According to some Gāndhāra and Dhaivata are completely Varjita in Gaurī, so here as same 

others believe that there is Svalpatva of Pañcama in it.  

 

गौड्र्धगा तिा व्र्ंशा सोमनािेन भावषता | 
तल्लिणाऽपरा चैती सार्ंगेरे्तत कीतततता ||३९|| 

Somanātha has described a Rāgiṇī named Gauḍī which is devoid of Dha and Ga and having 

Ṛṣabha as Aṃśa Svara. He has also described another Rāgiṇī named Caitī Gaurī having same 

features.  

 

तनपुणा गार्कािः केगचहद्वमध्र्मप्रर्ोजनात ्| 
श्रीरागांगमनुवतृ्र् रागगणीमुद्धरंतत ते ||४०|| 

As Madhyama is used here, some well versed singers consider this Rāgiṇī following the Aṅga 

of Śrī Rāga.  

 

भावभट्टकृते ग्रंिे रत्नाकरे प्रकथ्र्ते | 
अष्टधा रागगणी गौरी नानारूपसमागश्रता ||४१|| 

In Granth Ratnākara which is written by Bhāvabhaṭṭa, eight types of Rāgiṇī Gaurī having 

variety of formation is described.  

 

दीपकिः 
कामवद्धततनकामेलाद्दीपको गुणणसंमतिः | 
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आरोिणे ररवज ंस्र्ादवरोिे तनवस्जततम ्||४२|| 
Rāga Dīpaka which has Re Varjita in Āroha and Ni in Avaroha is Sāud to be originated from 

Kāmavarddhanī Mela According to learned.   

 

षड्जस्र्ैव प्रधानत्वं संमतं शास्त्रवेहदनाम ्| 
गानं सुसंमतं मन्रे् हदने र्ामे तुरीर्के ||४३|| 

Scholars have agreed that in this Rāga Ṣaḍja is Vādi its singing time is be forth Prahara of the 

day.  

 

केगचदेनं तनहदतशंतत संपूणं सांशकं पुनिः | 
कल्र्ाणीमेलजं प्रािुतनतिीनं कुत्रगचद्बधुािः ||४४|| 

Some learned considerd it as Sampūrṇa Rāga having Sā as Aṃśa where as some other learned 

considere this Rāga of Kalyāṇa Mela in which Ni is Varjita.  

 

मालवाख्रे् मतो मेले मतनिीनोऽवप सांशकिः | 
पाररजाते मते मेतु प्रिमो हि सुसंगतिः ||४५|| 

According to Saṅgīta Pārijāta this Dīpaka Rāga is originated from Mālava Mela in which Ma 

and Ni are Varjita in Āroha (Pratham) and Sā is Aṃśa.  

 

लुप्तोऽर्ं राग इत्रे्तद्यदकंु्त लक्ष्र्पंक्तडतै: | 
न मे भातत मतं तेषां केवलं र्ुक्तक्तसंगतम ्||४६|| 

Lakṣya Paṇḍitas believe that this Rāga is extinct but I don’t find it appropriate.  

 

दीपकानां प्रज्वलनं स्वर्ं र्दष्ट्वा सुदषु्करम ्| 
गार्ने स्र्ाहद्वलोपनमस्र्ाहदष्टं ववचिणै: ||४७|| 

By singing this Rāga it appears impossible for lamp to light to light up by itself. Therefore 

perhaps the singers find this Rāga as extinct.  

 

दीपकस्र् ततरोभावे श्रीरागे पररवततनम ्| 
ररधर्ोिः कोमलत्वेन कदागचहद्वर्बुधै: कृतम ्||४८|| 

When Dīpaka Rāga is lost or destroyed perhaps learned made change in Śrī Rāga by adding 

Komala Re and Dha.  

 

रेवा 
पूवीमेलसमुितूा ख्र्ाता रेवा सुखप्रदा | 

आरोिे चावरोिेऽवप  मतनिीनैव संमता ||४९|| 
The pleasant Rāga Revā is said to be originated from Pūrvī Mela in which Ma and Ni are 

Varjita in both Āroha and Avaroha.  
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वजतने तनमर्ोिः भसद्धा गपर्ो: संगततिः स्वर्म ्| 
षड्जांशा गांभशका चाऽवप सार्ंगेर्ा र्बुधैमतता ||५०|| 

As Ma and Ni are Varjita there becomes is tuning of Ga and Pa itself. As Ṣaḍja and Gāndhāra 

are Aṃśa it is said to be sung in the evening by learned.  

 

उत्तरांगप्रधानत्वे ववभासांगं पररस्फुटम ्| 
पररत्र्ागो मतो तत्र तनमर्ोररतत ववशु्रतम ्||५१|| 

In Revā Uttrāṅga is Predominant which makes clear that it has a Aṅga of Vibhāsa, in which Ni 

and Ma Varjita.  

 

भैरवे मेलके प्रोक्ता रेवगुतप्ततनतरंतरम ्| 
सैवेर्ं स्र्ाहदतत केगचच्छंकर्ंतत ववचिणा: ||५२|| 

Some scholars doubt that the Rāga Revā gupti of Bhairava Mela is this (Revā) Rāga.  

 

वाहदत्वे सतत पूवांगे सार्ंगेर्त्वमीस्प्सतम ्| 
तत्पुनशे्चदतु्तरांगे प्रातगरे्त्वसूचकम ्||५३|| 

As there is Vāditva in Pūrvāṅga its singing in evening is suitable. But as again it is found in 

Uttrāṅga there is a indication that it should be sung in the morning.  

 

ववभासिः (हद्वतीर्िः) 
पूवीमेलात्समुत्पन्नो रागोऽपरो र्बुधैमतत: | 

ववभासो र्ोग्र्नामाऽसौ प्रातगेर्िः सुरक्तक्तद: ||५४|| 
The another Rāga originated from Pūrvī Mela having a proper name Vibhāsa is pleasant and 

sung in the morning according to learned.  

 

धैवतस्र्ैव वाहदत्वं प्रार्बल्र्मुत्तरांगके | 
ववभांशुकस्र्ापभ्रंशे ववभास इतत र्ुज्र्ते ||५५|| 

In Uttrāṅga there is a predominance of Vādi Dhaivata. The word Vibhāṃśuka is used 

incorrectly as Vibhāsa.  

 

सारामतृे शास्त्रग्रंिे ववभांशुकिः प्रकीततततिः | 
 मतनिीनिः प्रभाताितस्तन्मर्ा ध्वतनतं पुरा ||५६||  
In Sārāmṛta Grantha Vibhāṃśuka, having Ma and Ni Varjita and sung in the morning is 

narrated. It is already told by me previously.  

 

गपर्ोिः संगतततनतत्र्ं तनर्मेन भवेच्छुभा | 
शुद्धभावसुसंगीतो ह्यवश्र्ं रावरे्न्मनिः ||५७|| 

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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र्िा सार्ं मता रेवा तिैवार्ं भवेत ्प्रगे | 
सार्दश्रे् मतनवजतत्वे वाहदभेदेन भभत्स्फुटा ||५८|| 

Just as Revā is sung in the evening Vibhāsa is sung in the morning. Though there is a similarity 

of having Ma and Ni Varjita, it becomes clear as Vādis are different.  

 

केगचदेनं तनणतर्ंतत मारवामेलने र्बुधािः | 
अिोर्बलाहदकास्त्वन्रे् पूवीमेले वदंत्र्मुम ्||५९|| 

Some scholars consider this in Māravā Mela but according Paṇḍita Ahobala and other it is in 

Pūrvī Mela. 

 

लक्ष्र्ाध्वतन पुनिः कैस्श्चद्गीतोऽर्ं शुद्धमेलके | 
रूपमेतत्सुववख्र्ातं देशकारस्र् केवलम ्||६०|| 

Some Lakṣya scholars consider this in Śuddha Mela, only this formation of Deśakāra is 

popular.  

 

  धैवतात्पञ्चमे न्र्ासो माभमतकेण सुसागधतिः | 
भ्रांततववच्छेदको भूर्ादवश्र्ं रागतनणतरे् ||६१|| 

The scholars have wisely taken Nyāsa in Pañcama from Dhaivata which definitely removes 

the confusion in deciding Rāgas.  

 

मालवी 
पूवीमेले समाहदष्टा मालवी रागगणी र्बुधैिः | 

आरोिे स्र्ास्न्नदौर्बतल्र्मवरोिे तु धस्र् तत ्||६२||  
Mālavī Rag aoriginated from Pūrvī Mela in which Ni is raely used in Āroha and Dha in 

Avaroha.  
 

श्रीरागांगा र्तो गेर्ा वैगचत्र्र्ं ररस्वरे स्फुटम ्| 
गानमस्र्ा भवेत ्सार्ं सवतरक्तक्तप्रदार्कम ्||६३|| 

As this Rāgiṇī possesses Aṅga of Śrī Rāga there is variety in Re Svara in singing. When it is 

sung in the evening it gives pleasure to all.  

 

संगधप्रकाशगेरे्षु संगतौ मधुरौ गपौ | 
रागेऽत्रावप संप्रर्ुक्तौ गार्कैस्तौ सपाटवम ्||६४|| 

Here the melodious tuning of Ga and Pa with its all varieties sung in the Rāgas of 

Sandhiprakāśa time is used in this Mālavī Rāga by the singers. 
 

अपूव ंरूपकं त्वेतल्लक्ष्र्पंक्तडततनभमततम ्| 
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रक्तक्तदं संमतं र्स्माद्ग्राह्यमेव मनीवषणाम ्||६५|| 
Lakṣya scholars have composed this unique Rāga which is very delightful and popular among 

well versed singers.  

 

ग्रंिवाक्र्ोल्लंघनेऽवप रे् रागािः स्र्ुजतनवप्रर्ािः | 
मन्रे् तेषामुपांगत्वं देश्र्ां नैवाततर्बाधकम ्||६६|| 

Though the rules are violated, these Rāgas are popular among people, so I think that its nearness 

/ proximity is not very obstructive to Deśī.  

 

अिवा मागतमेनं हि समालं्र् पुरातनैिः | 
समुन्नीतं तदाचार्ै: संगीतभमतत भातत मे ||६७|| 

Or having taken support of this Mārga (Deśī) the ancient scholars have uplifted that music -I 

think so.  

 

मालवीं रागगणीं केगचदािुमातरुवमेलने | 
ग्रंिे सारामतृे र्दष्टा मेलके गौडमालवे ||६८|| 

Some have included Mālavī Rāgiṇī in Māravā Mela. In Sārāmṛta Grantha it is found in Gauḍa 

Mālava Mela.  

 

पूवी गौरी मालवी च लभलताह्वा परास्जका | 
वसंती रेवगुतप्तश्च शासे्त्र भैरवमेलजािः ||६९|| 

In Śāstras Pūrvī, Gaurī, Mālavī, Lalita, Parājikā (Parajā), Vasantī (Vasanta) and Revā gupti 

are said to be originated from Bhairava Mela.  

 

तिाप्रे्तेषु रूपेषु सवेषु र्दश्र्तेऽधुना | 
तीव्रमस्र् प्रर्ोगस्तहद्वचार् ंममतवेहदभभिः ||७०|| 

Yet in all these formations in current Music use of Tīvra Ma is found. This should be thought 

over by learned.  

 

ग्रंिेषु केषुगचत्तत्र कांभोजी मेलगा मता | 
अततविस्वरुपाऽऽवप मालवी रागगणी धु्रवम ्||७१|| 

In some of Granthas the Rāgiṇī having varied or crooked formation in Kāmbhojī Mela is 

definitely Mālavī Rāgiṇī.  

 

मालवो भैरवोत्िोऽसौ तिा मालवगौडक: | 
मालवीरूपभभन्नत्वातिन्नावेव सतां मते ||७२|| 

According to scholars Mālavī of Bhairava Mela and Mālavī of Mālavaa Gauḍa Mela both are 

different because of different formations.  
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टक्कभाषा मालवी र्ा शासे्त्रषु पररकीतततता | 
तस्र्ा एव भवेदेतत्कदागचत्पररवततनम ्||७३|| 

Perhaps this Rāgiṇī may be the exchanged for of that Mālavī of ṬakkaBhāsā which is described 

in Śāstras  

 

श्रीरागांगाश्च पूव्र्गंा रागिः सार्ं ववशेषत: | 
ररपसंवादर्ुक्ताद्या गतनसंवादजांऽततमा: ||७४|| 

The Rāgas having Aṅga of Śrī Rāga and Pūrvī are generally sung in the evening. The first one 

is having Re and Pa as Saṃvādi and last one is having Ga and Ni as Saṃvādi.  

 

त्रत्रवेणी 
पूवीमेलसमुितूा त्रत्रवेणी लक्ष्र्संमता | 

आरोिे चावरोिेऽवप मध्र्मो वस्जततस्वर: ||७५|| 
Lakṣya Scholars have agreed that Rāgiṇī Triveṇī is originatedfrom Pūrvī Mela in which 

Madhya is Varjita in both Āroha and Avaroha.  

 

श्रीरागांगा र्तोऽभीष्टा लक्ष्र्ज्ञानां च सांप्रतम ्| 
ररस्वरस्र्ैव वाहदत्वं सुग्राह्यभमतत भातत मे ||७६|| 

I think that in Lakṣya Saṅgīta this Rāgiṇī is sung with Aṅga of Śrī Rāga hence the Vāditva of 

Ṛṣabha is accepted by all.  

 

संगततगतपर्ोिः भसद्धा मध्र्मस्र् वववजतनात ्| 
अवरोिेण वणेन कुर्ातन्मानसरंजनम ्||७७|| 

As Madhya is Varjya here its Naṭaural to have the tuning of Gāndhāra and Pañcama in it. 

 

संपूणात ररग्रिांशाऽसौ सन्र्ासावप मता क्वगचत ्| 
मदरु्बतला हि लक्ष्रे्स्र्ात्सवतलोकवप्रर्ा भशृम ्||७८|| 

His Rāga is Sampūrṇa, Re is Graha and Aṃśa and sometimes Nyāsa is also taken. Here Ma is 

feeble, it is very favourite in Lakṣya Saṅgīta.  

 

अन्रे् तां मारवामेले पंचमांशां ब्रुवंतत ते | 
सार्ंगेर्ा ववकल्पेन र्बुधिः कुर्ातत्स्वतनणतर्म ्||७९|| 

According to some others it is said in Māravā Mela, where Pañcama is Aṃśa and it is sung in 

the evening optionaly. Learned should take their own decision. 
 

र्स्त्कंगचदप्र्ंगीकृतं भवेरपूं सतां मते | 
सुव्र्क्ततनर्मार्बद्धं नैव स्र्ाद्दोषजं पुनिः ||८०|| 
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Any Rāga which is clear and formed according to the rules and accepted by learned should not 

be consider as faulty.  

 

देभशकारस्तिा गौरी ततृीर्ा पूववतका सदा | 
रागगण्र्ामत्र संर्ुक्ता इतत लक्ष्र्ववदां मतम ्||८१|| 

According to learned here the Rāgiṇī s Deśīkā, Gaurī and Pūrvī are combined.  

 
टंक्रकरा 

पूवीमेले सुप्रभसद्धा रागगणी टंक्रकका मता | 
भार्ात प्रोक्ता लक्ष्र्ववतििः श्रीरागस्र्ैव पांभशका ||८२|| 

Popular Rāgiṇī Taṅkikā is said to br originated from Pūrvī Mela. This Rāgiṇī having Pa as 

Aṃśa is said to be the wife of Śrī Rāga by Lakṣya scholars.  

 

श्रीरागांगेन सा लक्ष्रे् नून ंसवतत्र लक्षिता | 
गानं चाभभमतं तस्र्ािः सार्ंकाले प्रततवष्ठतम ्||८३|| 

In Lakṣya Saṅgīta this Rāgiṇī is sung with the Aṅga of Śrī Rāga and evening time is suitable 

for its singing.  

 

मालवी त्रत्रवणा गौरी पूवी टंकी तिैव च | 
मता एता र्बुधै: पंच श्रीरागस्र् वरांगनािः ||८४|| 

The learned have considered Mālavī, Trivaṇā, Gaurī, Pūrvī and Taṅkī - These five Rāgiṇī as 

the wife of Śrī Rāga.  

 

पंचमो र्त्र वादी स्र्ात ्संवादी षड्जको भवेत ्| 
चर्ंगसंभूवषतत्वात्त ुररषभोऽमात्र्को भवेत ्||८५|| 

Where Pañcama is Vādi there Ṣaḍja becomes Saṃvādi. As it is adorned with Śrī Aṅga Ṛṣabha 

becomes Amātya.  

 

मिीनामिवा पूणां केगचदन्रे् ववदो ववदिुः | 
त्रत्रवेण्र्ां ररस्वरो वादी ह्यतस्तस्र्ा भभदा स्फुटा ||८६|| 

Some other learned sing it either devoid of Ma or either having Ma Varjita, or Sampūrṇa. As 

Ṛṣabha is Vādi in Triveṇī it becomes clear that it clearly becomes different from Taṅkī. 

 

वाहदभेदारागभेद इतत लक्ष्र्ववदां मतम ्| 
सवततै्रव सुप्रभसद्धं मिदै्वगचत्र्र्कारकम ्||८७|| 

According to Lakṣya Saṅgīta the variety of Rāgas is expressed by the variety of Vādis. This 

fact is well-known everywhere. 
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तिावप स्पशृ्र्ते कैस्श्चत ्त्रत्रवेण्र्ां मध्र्मो मनाक् | 
ववलोमे रागभेदाि ंभात्रे्वं र्ुक्तक्तसंगतम ्||८८|| 

Even then some play little touch of Madhyama in Avaroha in Triveṇī for defining Rāga. It 

seems appropriate.  

 

रागर्बोधे मतष्टक्किः सांशन्र्ासग्रि: स्वर्म ्| 
वसंतमेलने सार्ं संपूणो गुणणसंमतिः ||८९|| 

According to the principle established in Rāga vibodh by Pandit Somanātha in Ṭakka Rāga 

which is originated from Vasanta Mela and sung in the evening, the Ṣaḍja Svara is Graha, 

Aṃśa and Nyāsa.  

 

 प्रदोषे गीर्ते र्स्मात ्तीव्रमध्र्मर्ोजनम ्|  
सुसंगतं तत्वमतेत ्पूवतमेवोहदतं मर्ा ||९०|| 

I have previously narrated that as Tīvra Madhyama is used here it is sung in the morning.  

 

आरोिे न धगोनत्वं श्रीगौर्ौ तेन प्रस्फुटे | 
पूवी हद्वमध्र्मा प्रोक्ता मालवी धतनदरु्बतला ||९१|| 

Śrī and Gaurī are clearly seen as Dha and Ga are frequently used in Āroha. Rāgiṇī which has 

two Madhyama is Pūrvī and Rāgiṇī having less use of Dha and Ni is Mālavī.  

 

जेताश्री: 
कामवद्धततनकामेले जेताश्रीिः कीत्र्तते सदा | 
आरोिे ररधवज ंस्र्ादवरोिे समग्रकम ्||९२|| 

Rāgiṇī Jetaśrī originated from Pūrvī Mela is having Ṛṣabha and Dhaivata Varjita in Āroha 

and Avaroha it is Sampūrṇa.  

 

गांधारांशा तिा सांता सार्ंकालोगचता मता | 
कैस्श्चत्सैवोहदता प्रातनैवं भातत सुसंगतम ्||९३|| 

As Gāndhāra is Aṃśa and the Sā is at the end in this Rāgiṇī the evening time is suitable for 

singing. According to  some it is sung in the morning but it doesn’t suite it.  

 

अन्रे् तां तीव्रधां मत्वा मारवामेलने जगुिः | 
अपसार्त मतान्र्न्र्ान्र्ुपर्ुतकै्तव स्वीकृता ||९४|| 

According to some others it is originate dfrom Mālavaa Mela as it has Tīvra Dha. Ignoring 

other opinions, one should exept which is suitable.  

 

वराटी देशकारश्च धवलाख्र्ा ततिः पुनिः | 
भमलंत्र्त्र सप्रमाणभमतत लक्ष्र्ववदो ववदिुः ||९५|| 
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Lakṣya scholars say that in Jetaśrī Ragin there is a proportionate (SāpRāma n) combination of 

Varāṭī, Deśakāra, Dhavala.   

 

 ररधत्र्क्ता र्तो नान्र्ा रागगण्रे्तार्दशी मता |  
सार्ंगेर्ा ततस्तस्र्ा र्दश्र्ते प्रस्फुटा भभदा ||९६|| 

No other Rāgiṇī is similar to this, as Re and Dha are Varjita here. Moreover it is sung in the 

evening so the difference is clear.  

 

पूररर्ाधनाश्री 
कामवद्धततनकामेलाज्जाता पूर्ातधनागश्रका | 

आरोिे चावरोिेऽवप संपूणात गुणणसंमता ||९७|| 

Learned agreed that Rāgiṇī named Pūriyā Dhanaśrī which is Sampūrṇa in Āroha and Avaroha, 

is originated from KāmavardDhānī kā Mela (Pūrvī). 

 

पूवी धनागश्रका र्ोगारपूमेतत्समुस्त्िम ्| 

भवेहदतत मतं तत्र केषांगचल्लक्ष्र्वेहदनाम ्||९८|| 

Some Lakṣya scholars are of opinion that this formation might have originated from the 

combination of Pūrvī and Dhanaśrī.  

 

शुद्धमध्र्मिीनत्वाद्वाहदत्वात्पंचमस्र् च | 

स्र्ात्पूवीनाभमकार्ास्तु रागगण्र्ा भभत्पररस्फुटा ||९९|| 

It is clear that Pūriyā Dhanaśrī is different from Rāgiṇī Pūrvī as there is absence of Śuddha 

Madhyama and Vādi Svara is Pañcama.  

 

श्रीरागस्र् प्रभसद्धांगं नचैवात्रोपलभ्र्ते | 

अतस्तदंगभूतास्ते ववववक्ता: सुखमंजसा ||१००|| 

The popular Śrī Rāga Aṅga is not found here. Hence, it is obviously different from the Rāgas 

possessing that Aṅga (Śrī). 

 

उत्तरांगप्रधानेषु वसंतपरजाहदषु | 

हद्वमध्र्मप्रर्ोगत्वाद्व्र्ि ंतत्रावप शंकनम ्||१०१|| 

It is useless to doubt here that there is impact of Rāgas like Vasanta, Parajā etc. in Pūriyā 

Dhanaśrī. Because this Rāga is having predominant Uttrāṅga and the use of both Madhyama.  

 

स्वीकुवतंत पुनिः केगचदेनां धनागश्रकां स्वर्म ्| 

काफीमेलोिवा तेषां मते भीमपलाभसका ||१०२|| 

Again some scholars consider Pūriyā Dhanaśrī as Dhanāśrikā it self. And according to them 

it is Bhīmapalāsikā originated from Kāfi Mela.  
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मतभेदा भवंत्वेते वर्ं लक्ष्र्ानुवतततन: | 

पूर्ातधनागश्रकामेव सत्कुमो रागगणीभममाम ्||१०३|| 

There may be difference of opinions but we Lakṣya scholars consider this Rāgiṇī as Pūriyā - 

Dhanāśrikāonly.  

 

परजिः 
पूवीमेलोस्त्ितिः प्रोक्तिः परजो ववर्बुधवप्रर्िः | 

आरोिे चावरोिेऽवप संपूणो लक्ष्र्संगतिः ||१०४|| 

Paraja, the favourate Rāga of learned is said to be originated from Pūrvī Mela, and it is 

Sampūrṇa in Āroha and Avaroha according to Lakṣya Mārga.  

 

उत्तरांगप्रधानत्वात्तारषड्जांशशोभभतिः | 

गानमभीस्प्सतं तस्र् नकं्त र्ामेंऽततमे सदा ||१०५|| 

Due to predominance of Uttrāṅga, it is adorned with Aṃśa Svara Tāra Ṣaḍja. And it is always 

sung in the last Prahara of night.  

 

ग्रंिेषु लक्ष्र्ते स्पष्टो तनहदतष्टिः शुद्धमध्र्मिः | 

व्र्विारे तु तीव्रोऽवप र्ुज्र्ते नात्र संशर्िः ||१०६|| 

In Granthas Śuddha Madhyama is clearly pointed out. But in practice even Tīvra (Madhyama) 

is also used without any doubt.   

 

अिवा रात्रत्रगेरे्ऽस्स्मन ्स्वरूपे तत्प्रर्ोजनम ्| 

ववसंगतं किं भूर्ात ्तनर्मो हे्यष तहद्वदाम ्||१०७|| 

Or how can there be the use of Madhyama unharmonious in this formation of Rāga which is 

sung at night. This principle should be known by all.  

 

चपलप्रकृततश्चार्ं िुरगीतसमाश्रर्िः | 

ववलंत्रर्बतलरे्  गीतो वासतंीभमगश्रतो भवेत ्||१०८|| 

This Rāga is having unsteady / fickle Nature and the songs having light music are sung in this 

Rāga. When it is combined with VāsantīRāga it is sung in Vilambita Laya.  

 

लक्ष्र्ाध्वतन र्दश्र्तेऽसौ कभलगंेन ववभमगश्रत: | 

भमश्रणं तस्न्नश्चरे्न रक्तक्तघ्नं नैव सवतिा ||१०९|| 

In Lakṣya Saṅgīta this Rāgiṇī is combined with Kaliṅga, this combination never becomes 

unpleasant in any way.  

 

पूवांगस्र् दरु्बतलत्वे सार्ंकालप्रसूचनम ्| 

न कहितगचच्छंकनीर्ं नैसगगतकं हि कौतुकम ्||११०|| 
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As the Pūrvāṅga is weak it indicates the evening time (for singing). It should not be doubted 

by any way as it is Natural. 

 

वसंतिः 
पूवीमेलसुसंजातो वसंताख्र्ो र्बुधैमततिः | 

संपूणतस्तारषड्जांशो वसंततो सुखप्रदिः ||१११|| 

According to learned Rāga Vasanta originated from Pūrvī Mela. Is Sampūrṇa, and Tāra Ṣaḍja 

is Vādi or Aṃśa here and its sung in the spring season.  

 

मगर्ोिः पुनरावतृ्तर्ा ववभशष्टां रक्तक्तमाविेत ्| 

परजस्र्ावप भभन्नत्वं ततै्रव प्रकटीभवेत ्||११२|| 

The repetition of Ma and Ga in Vasanta is very pleasant and it also expresses that it is different 

from Paraja. 

 

रागेऽस्स्मन ्गार्नैिः कैस्श्चल्लभलतांगं समथ्र्तते | 

रे्नावप स्र्ान्मते तेषां रूपस्र्ास्र् प्रभेदनम ्||११३|| 

In this Rāga the singers generally exhibit the Aṅga of Lalita in singing. By which its difference 

from other Rāgas becomes clear.   

 

ग्रंिेषु कीततततो र्दष्टो मेले मालवगौडके | 

रात्रत्रगेर्ो र्तस्तस्स्मंस्तीव्रमे न ववसंगतत: ||११४|| 

In ancient Granthas this Rāga is found narrated in Mālavagauḍa Mela. In current Music 

Vasanta Rāga is sung at night so the presence of Tīvra Ma is notunharmonious.  

 

प्रर्ोगो धैवतस्र्ावप तीव्रस्र् लक्ष्र्ते क्वगचत ्| 

कुत्रगचत्पंचमस्त्र्क्तो र्बुधिः कुर्ातद्यिोगचतम ्||११५|| 

Somewhere this Rāga is found having use of Tīvra Dhaivata, and somewhere it is found devoid 

of Pañcama. So learned should take their own decision regarding the suitability of its 

formation. 

 

वसंते पंचमो नैव ह्यारोिे रक्तक्तदो भवेत ्| 

परजाख्रे् पुनिः सोऽवप ववभशष्टां रक्तक्तमाविेत ्||११६|| 

In Vasanta Alpatva of Pañcama in Āroha is indeed pleasant. Again, in Parajā the Alpatva of 

Pañcama becomes more pleasant.  

 

तनषादस्र्ावप चागधक्र्ं परजाहे्व र्िा मतम ्| 

न तदत्र वसंताख्रे् संभवेहदतत संमतम ्||११७|| 

In Parajā Niṣāda is predominant but in Vasanta the predominance of Niṣāda is not possible. 
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मारवामेले 

मारवा 
गमनश्रममेलोऽसौ लक्ष्र्गो मारवाभभधिः | 

धैवतस्र्ात्र तीव्रत्वात ्पूवीमेलभभदा स्फुटा ||१|| 

In Lakṣya Saṅgīta Māravā Mela is known by the name GamanaśRāma Mela. It has Tīvra Dha 

so it is different from Pūrvī Mela.  

  

एतन्मेलसमुत्पन्ना प्रभसद्धा मारवा मता | 

आरोिे चावरोिेऽवप पंचमस्वरवस्जतता ||२|| 

The popular Māravā Rāgiṇī is said to be originated from this Mela. This Rāgiṇī is devoid of 

Pañcama Svara in Āroha and Avaroha.  

 

धैवतस्स्ितवाहदत्वं र्दश्र्ते र्बिुसंमतम ्| 

न मेऽभीष्टं भवेदेतत ्सार्गंेर्स्वरूपके ||३|| 

Many have accepted Vāditva of Dhaivata but I don’t find it proper in the Rāgas sung in the 

evening.  

 

वाहदत्वे धैवते तनष्ठे प्रारगेर्त्वसूचनम ्| 

हिदंोलांगगतं भसद्धं द्वर्ो: पंचमलंघनात ्||४|| 

When Dhaivata is said to be Vādi it indicates that it should be sung in the morning. As both 

Pañcama are Varjita in Māravā it seems to be the Aṅga of Hindola.  

 

सुसंगतं प्रधानत्वं पूवांगे सार्मीररतम ्| 

ग्रंिगा मारवा प्रोक्ता सांशा गांशािवा पुनिः ||५|| 

The suitability of predominance of evening time is expressed in Pūrvāṅga. In ancient treatises 

also Ṣaḍja or Gāndhāra are Vādi in Māravā.  

 

पाररजातोक्तमावातव्ि: काफीमेलसमुिविः | 

वसंतभैरवीजातिः सोमनािेन भावषतिः ||६|| 

According to Saṅgīta Pārijāta Māravā is originated from Kāfi Mela, but according to Pandit 

Somanātha Māravā is originated from Vasanta Bhairavī.  

 

सारामतृेऽवप षड्जांशो मारुव: सार्मीक्षित: | 

लोकेऽसौ तीव्रमोऽपश्च तीव्रधो नैव संशर्िः ||७|| 

In Sārāmṛta also Rāga Māravā having Ṣaḍja as Aṃśa is said to be sung in the evening. Tīvra 

Ma, Pa and Dha are used in practice.  

 

व्र्विारे ररवित्वं ववशेषेण सुखप्रदम ्| 
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प्रच्छादनं तनषादस्र् ह्यनुलोमे गुणणवप्रर्म ्||८|| 

In practice the Vakratva of Re in Māravā appears pleasant. Along with it the disappearance of 

Niṣāda in Āroha is also very sweet.  

 

अत्र केगचस्न्नहदतशंतत रोिणे ररधलंघनम ्| 

सुप्रतीतं न तल्लक्ष्रे् र्तो ग्राह्यं न तहद्वदाम ्||९|| 

Some suggest that Re and Dha should be Varjita in Āroha but it is not accepted by Lakṣya so 

it should not be accepted.  

 

मारवा पूररर्ा चेतत दे्व सार्ं पोस्ज्झते र्िा | 

लभलता सोिनी चेतत दे्व र्ामेंऽत्रे् पुनतनतभश ||१०|| 

Māravā and Pūriyā both evening Rāga are devoid of Pañcama, similarly the Rāga Lalita and 

Sohanī which are sung in the last Prahara of night are also devoid of Pañcama.  

 

पूररर्ा 
गमकक्रिर्मेलेऽवप पूररर्ा र्बिुसंमता | 

षाडवा पंचमत्र्का गांधारांशेन मंक्तडता ||११|| 

Pūriyā is said originated from Gamakakriyā Mela, to be adorn with Gāndhāra as Aṃśa and 

Pañcama - Varjita so it is of Śāḍava Jāti.  

 

मंरावगधलतक्ष्र्ववतिगांधारोऽत्र  तनर्ोस्जतिः | 

मंरमध्र्स्वरैरेषा तनत्र्ं रक्तक्तप्रदा भवेत ्||१२|| 
In this Gāndhāra of Mandra Saptaka is taken by Lakṣya scholars, this Rāgiṇī is very pleasant 

with Mandra and Madhya Svaras.  

 

सार्ंगेर्ा र्तिः भसद्धा पूवांगप्रर्बला स्वर्म ्| 

उत्तरांगप्रधानत्वे सोिन्रे्व न संशर्िः ||१३|| 

Predominance of Pūrvāṅga itself declares that it is sung in the evening. If here Uttrāṅga is 

predominant then it definitely becomes Sohanī.  

 

तनर्ोश्च तनमर्ोश्चावप संगततिः सुभगा पुनिः  

मंरतनधतनस्वराणां संिती रागदभशतनी ||१४|| 

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 Rāga. 

 

ईषत्कोमलधो लक्ष्रे् प्रर्ुक्तो गार्नैिः क्वगचत ्| 

एकशु्रततच्र्ुतस्तेषां मते धिः प्रततपाद्यते ||१५|| 

In Lakṣya Saṅgīta, the singers use Komala Dha of little low position because Dhaivata used in 

one position low is supported by them.  
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र्तिः शासे्त्र ववधानं तत ्कुत्रावप न समगिततम ्| 

ग्राह्यत्वं तन्मतस्र्ावप लोकरुच्र्वलंत्रर्बतम ्||१६|| 

As this statement is not supported anywhere in Śāstras the acceptance of that opinion depends 

(is left) on the choice of people.  

 

मंरन्र्ाहदस्वराभ्र्ासान्मारवा दरूतां व्रजेत ्| 

ररधौ तत्र तनगावत्र भवेतां मागतदशतकौ ||१७|| 

This Rāga is different from Māravā as it is practiced using Mandra Ni. The tuning of Re and 

Dha in Māravā and the tuning of Re and Ga in Pūriyā are helpful in deciding Rāga.  

 

भावभट्टमते पूररर्ाभेदािःtypes of Pūriyā  according to Bhāvabhaṭṭa  

पूववतकालभलतार्ुक्ता हिदंोलांता तदा भवेत ्| 

लभलताभैरवाभ्र्ां तु भैरवांता प्रकीतततता ||१८|| 

लभलतात्रर्बिंगडाभ्र्ां स्र्ात ्पूररर्ात्रर्बिंगडा | 

र्ुता पूर्ातधनाश्री: सा हिदंोलेन धनागश्रका ||१९|| 

लभलतेमनसंर्ोगे भवेत्पूरे्मनीररता | 

सप्तमी शुद्धपूर्ातस्र्ादेवं सप्तववधा स्मतृा ||२०|| 

Seven types of Pūriyās are as follows –  

1. Pūrvikā 2. Pūriyā Hindola when Lalitā is combined 3. Pūriyā Bhairava when Lalitā and 

Bhairava are combined 4. Pūriyā Bihaṅgaḍa when Lalitā and Vihaṅgaḍa combined 5. 

Dhanaśrī when associated with Pūriyā Dhanaśrī and Hindola, 6. Pūriyā manai with associated 

with Lalitā and Yamana 7. Śuddha Pūriyā.   

 

ववभशष्टलिणान्रे्षां रागाणां नैव चाब्रवीत ्| 

ग्रंिकारो र्िार्ोग्र्ं ववचार् ंतहद्वचिणै: ||२१|| 

The writer here did not mention the special features of these Rāgas, it should be thought over 

by learned.  

 

प्रवचनं पुनस्तेषां स्क्लष्टमेव भवेत ्सदा | 

अतस्तेन धतृं मौनं न म ेह्याश्चर्तकारणम ्||२२|| 

Repitition of these Rāgas are becoming always confusing. Therefore, they have remained quite, 

it’s not surprising.  

 

रागावर्वभूतानामुत्तमांशान ्वववतृ्र् ते | 

मुख्र्रागान ्पुरस्कृत्र् गार्ंतत लक्ष्र्वेहदन: ||२३|| 

Lakṣya singers describe by expanding (द्वववतृ्य) the main points of types of Rāgas (avayava) by 

adopting main Rāgas.  
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वराटी 
मारवामेलके प्रोक्ता वराटी र्बुधसंमता | 

आरोिेऽप्र्वरोिे च संपूणात पररकीतततता ||२४|| 

Rāgiṇī known as Varāṭī originated from Māravā Mela, is Sampūrṇa in Āroha and Avaroha.  

 

गांधारोंऽगीकृतो वादी धैवतोऽमात्र्संतनभिः | 

सांदोलनं मतं गानं प्रदोषे सुखदं सताम ्||२५|| 

In this Rāgiṇī Gāndhāra is Vādi, Dhaivata is Saṃvādi, and Sā is swinging and its singing in 

the evening is very pleasant.  

 

प्राचुर्ातन्मारवांगस्र् क्वगचत्तच्छंकनं भवेत ्| 

मारवार्ां तु पोनत्वभमतत तस्र्ािः स्फुटा भभदा ||२६|| 

In this Rāga there is predominance of Aṅga of Māravā. So it appears resembling Māravā, but 

in Māravā Pañcama is Varjita hence the difference becomes clear.  

 

केगचदपुहदशंत्र्त्र कोमलत्वं तु धैवते | 

वाहदत्वमवप तत्रस्िं न तिातत सुसंगतम ्||२७|| 

Some scholars consider here Dhaivata as Komala, but Vāditva of Dhaivata but is not 

appropriate here.  

 

मदृतु्वं धैवते तनष्ठं प्रदोषे नैव र्बागधतम ्| 
वाहदत्वं तत्स्वरे प्रापं्त रागिातनकरं स्फुटम ्||२८|| 

Mṛdu / Komala Dha does not harmful in the singing of the Rāga during evening time. But if 

that Svara becomes Vādi it is really harmful.   

 

गपर्ोिः संगततिः केगचस्न्नहदतशंतत ववचिणािः | 
न तद्दोषास्पदं भूर्ाद्दौर्बतल्र्ान्मध्र्मस्र् च ||२९|| 

Some scholars point out here the tuning of Ga and Pa. which is not harmful as due to feebleness 

of Madhyama.  

 

पूणात सांशा ररग्रिाऽवप पूवीमेले प्रकीतततता | 
सोमनािेन सा ग्रंिे रागर्बोधे पररस्फुटा ||३०|| 

In Rāga Vibodha Grantha Pandit Somnātha has narrated this Rāgiṇī having Sā as Aṃśa, Re as 

Graha, and which is Sampūrṇa in Pūrvī Mela.  

 

ग्रंिेषु र्बिवो भेदा वराट्र्ािः पररकीततततािः | 
हिदंसु्िानीर्पद्धत्र्ां न ते सवे जनवप्रर्ािः ||३१|| 
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Many types of Varāṭī are described in treatises but all are not popular in Hindusthānī Music 

system.  

 

वराट्र्ुपभेदािः 
“आद्या शुद्धवराटी स्र्ाहद्वतीर्ा कौन्तली मता | 

ततृीर्ा राववडी प्रोक्ता चतिुी सैन्धवी मता ||३२|| 
अपस्वरा पंचमी स्र्ात ्षष्ठी ितस्वरा पुनिः | 

प्रतापाद्या सप्तमी स्र्ादष्टमी तोक्तडकाहदका ||३३|| 
नागवराटी नवमी पुन्नागा दशमी स्मतृा | 

एकादशी तु शोकाद्या कल्र्ाणा द्वादशी मता ||३४|| 
There are twelve types of Varāṭī -1. Śuddha Varāṭī 2. Kauntalī 3. Drāviḍī  

4. Saindhavī 5. Apasvarā 6. Hatasvarā 7. Pratāpā Varāṭī 8. Toḍikā Varāṭī  

9. Nāga Varāṭī 10. Punnāga 11. Aśokā Varāṭī 12. Kalyāṇa.  

 

जने भेदा उपर्ुतक्तािः प्रचरंतत न लक्ष्र्के | 
अिोर्बलेन तनहदतष्टास्ते सवे पाररजातके ||३५|| 

The above mentioned types of Varāṭīs are not popular in Lakṣya style but Ahobala has narrated 

all these in his treatise Saṅgīta Pārijāta.  

 

रत्नाकरोक्तरूपाणण वादमूलातन र्न्मर्ा | 
तनरूपणं कृतं तेषामन्र्तै्रव र्िामतत ||३६|| 

The types of Rāgas which are disputable in Ratnākara are narrated by me elsewhere as per my 

knowledge.  

 

लभलता 
मारवामेलने गीता रागगणी लभलताऽधुना | 

आरोिे चावरोिेऽवप पञ्चमेन वववस्जतता ||३७|| 
The Rāgiṇī named Lalitā, having Pañcama Varjita in Āroha and Avaroha is originated from 

Māravā Mela.  

 

ववस्श्लष्टत्वं मध्र्मस्र् कस्र् नो रावरे्न्मनिः | 
संगततमतधर्ोतनतत्र्मपूवां रक्तक्तमाविेत ्||३८|| 

Who does not delight by the relaxed or free use of Ma. The tuning of Ma and Dha always very 

pleasant.  

 

शुद्धमध्र्मवाहदत्वं सवतत्र र्बिुसंमतम ्| 
अमात्र्त्वं भवेत ्षड्जे शास्त्रोक्ततनर्मागतम ्||३९|| 



374 
 

All have supported Śuddha Madhyama as Vādi and Ṣaḍja is Saṃvādi according to rules and 

regulations of Śāstras.   

 

उत्तरांगप्रधानत्वे तारषड्जववगचत्रता | 
अत्रावप स्र्ात ्सुप्रसक्ता रजन्र्ां प्रिरेंऽततमे ||४०|| 

Due predominance of Uttrāṅga There are variations in Tāra Ṣaḍja is also very pleasant here in 

the last Prahara of night.  

 

मध्र्रात्रत्रपरं ख्र्ातं लभलतांगं स्वतंत्रकम ्| 
पम्चमाद्यास्तु रागास्ते तदंगा गुणणसंमतािः ||४१|| 

Rāga Lalita sung in the last Prahara of night is independent. The Rāgas which starting with 

Pañcama are their Aṅga s accepted by learned.   

 

रागलक्ष्माभभधे ग्रंिे रागोऽर्ं पंचमोस्ज्झतिः | 
भैरवे मेलने प्रोक्तिः षड्जन्र्ासग्रिांशकिः ||४२|| 

In A book named Rāga Lakṣmī, this Rāga, in which Pañca is Varjita, and Ṣaḍja is Nyāsa Svara, 

Graha and Aṃśa Svara is said to be originated from Bhairava Mela.  

 

कोमलररधसंर्ुक्तो तीव्रगन्र्स्न्वतिः पुनिः | 
रामात्रे्न संप्रोक्तिः स्वरमेलकलातनधौ ||४३|| 

In Svaramelakalānidhi of Rāma Amātya, this Rāga is having Komala Re and Dha and Tīvra 

Ga and Ni. 

 

तिैवाि रागमेनं चतुदंक्तडप्रकाभशका | 
शुद्धरामक्रिर्ामेले सोमनािो वदत्र्मुम ्||४४|| 

In CaturadaṇḍīPrakāśikā this Rāga is naarrated in the same way. And according to Somnātha 

it is originated from Śuddha Rāmakriyā Mela.  

 

जेतिः (जर्न्तिः) 
मारवामेलने तत्र रागिः स्र्ाज्जेतनामकिः | 

आरोिे चावरोिेऽवप मतनवजो गुणणवप्रर्िः ||४५|| 
Jeta Rāga originated from Māravā Mela, which has Ma and Ni Varjita in Āroha and Avaroha. 

 

स्र्ाद्वादी पंचमो ह्यत्र संवादी षड्ज ईररतिः | 
गानमस्र् समीचीनं भवेत्सार्ं तनरंतरम ्||४६|| 

In this Rāga the Vādi Svara is Pañcama and Ṣaḍja is Saṃvādi it is proper to sing it at the 

evening time or the end of the day.  

 

रेवार्ां मतनवजतत्वं नूनं मर्ा पुरोहदतम ्| 
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तिैवावप ववभासे तहदतत स्र्ाच्छंकनम ्||४७|| 
Previously I have said that Ma and Ni are Varjita in Revā and Vibhāsa, sometimes there is a 

doubt that it may be the same here.  

 

वाहदभेदे रागभेदिः प्रस्फुटिः सवतसंमतिः | 
गीतवैगचत्र्र्मेवैतहदतत शंका तनरगितका ||४८|| 

IT is clear that when Vādi is different the Rāga is also different. It is useless to doubt that as 

the variety of singing.  

 

तिाप्र्त्र समाहदष्टं तीव्रमस्र् प्रर्ोजनम ्| 
अवरोिे भवेदे्यन सौकर् ंरागभेदने ||४९|| 

Even than here the purpose of Tīvra Ma in Avaroha is shown, which makes easy is to recognise 

the Rāga. 

 

मते केषांगचदप्र्ुक्तो जेतिः कल्र्ाणमेलजिः | 
कोमलत्वं ररस्वरस्र् भातत मे र्ुक्तक्तसंगतम ्||५०|| 

According to some Rāga Jeta is originated from Kalyāṇa Mela, as Svara Re is Komala a here 

I think it is appropriate.   

 

संत्र्न्रे् ते मते रे्षां जेतो धैवतवस्जततिः | 
पूवीमेलेऽवप तद्गानं तनर्ुकं्त तैिः सुरक्तक्तदम ्| 

According to some other Jeta Rāga having Dhaivata Varjita is originated from Pūrvī Mela. Its 

singing is also pleasant.  

 

ररवजतने भवेत्पूव्र्ां टंक्रककार्ािः समुिविः | 
त इत्र्ािुरनार्ासं ववचार् ंतन्मनीवषभभिः ||५२|| 

When Re is Varjita in Pūrvī it naturally becomes Taṅkīkā. Scholars should think over it.  

 

रागभेदव्र्ंजकत्वं र्न्मते स्र्ात्पररस्फुटम ्| 
न तस्र् ग्रिणे दोषिः शास्त्राभावे सतां मते ||५३|| 

According to learned there is nothing wrong in accepting Rāgas having clear expression even 

if they are not mentioned in treatises.  

 

भहट्टिारिः 
गमनश्रममेलोत्िो भहट्टिारिः प्रकीततततिः | 

संपूणो मध्र्मांशोऽसौ चरमांगववभूवषतिः ||५४|| 
Rāga Bhaṭṭihāra originated from GamanashRāma Mela is Sampūrṇa, having Madhyama as 

Aṃśa and adorn with Carama (Uttara) Aṅga.  
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मध्र्मोऽत्र भवेन्मुक्तस्ततै्रव न्र्सनं वप्रर्म ्| 
ववधानं लक्ष्र्ववज्ञानांभातत मे तत्सुसंगतम ्||५५|| 

In this Rāga Madhyama is used freely and Nyāsa on it is also pleasant. The statement of Lakṣya 

scholars I find appropriate.  

 

अनुलोमे तीव्रमस्र् प्रर्ोगो रात्रत्रसूचकिः | 
पातो मे धैवतान्नूनं सवेषां हृदरे्न्मतिः ||५६|| 

The use of Tīvra Ma in Āroha indicates the night time. Little touch on Dha is indeed delights 

everyone.  

 

लभलतश्च कभलगंश्च परजोऽवप ततृीर्किः | 
अवर्वा भवंत्र्स्र् नैतन्मतं तनराश्रर्म ्||५७|| 

The opinion that Lalita, Kaliṅga, and Parajā three become the part of this Rāga  is not 

supportless.  

 

उत्तरांगप्रसकं्त स्र्ात ्क्वगचन्माडाख्र्रूपकम ्| 
ररस्तु तत्र भवेत्तीव्रो ह्यत्राऽसौ कोमलिः सदा ||५८|| 

Sometimes this becomes the formation of Mand Rāga having predominant Uttrāṅga, there Re 

is Tīvra where as Re is always Komala.  

 

केगचदािुररमं रागं भतृतिररववतनभमततम ्| 
अस्तु तत्संमतं लोके रूपमेतद्गणुणवप्रर्म ्||५९|| 

According to some this Rāga is composed by Bhartṛhari. This formation is liked by learned in 

modern times too.  

 

गपर्ोमतधर्ोश्चात्र संगततर्बतिुसंमता | 
अनुलोमे तनदौर्बतल्र्ं ववलोमे विता शुभा ||६०|| 

All have agreed the tuning of Ga and Pa and Ma and Dha in Āroha Ni is feeble and in Avaroha 

Ni is Vakra or crooked.  

 

भंखारिः 
मारवामेलके प्रोक्तो रागो भंखारनामकिः | 

आधुतनकं वदंतीमं केगचल्लक्ष्र्ववचिणािः ||६१|| 
According to some Lakṣya scholars Bhaṅkhāra Rāga, is modern Rāga, which is originated 

from Māravā Mela.  

 

संपूणतिः पंचमांशिः स्र्ादतु्तरांगप्रधानकिः | 
र्ामे ततृीर्के रात्र्र्ां गानमस्र् सुखप्रदम ्||६२|| 
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This Rāga is Sampūrṇa, Pañcama is Aṃśa, and the Uttrāṅga is predominant, its singing in 

third Prahara of night is very delightful.  

 

समावेशास्न्नमर्ोश्च ववभासो मालवोस्त्ितिः | 
भभन्नत्वमाप्नुर्ात्स्पष्टभमतत तत्र न शंकनम ्||६३|| 

As Vibhāsa originated from Mālava includes Ni and Ma clearly becomes different from 

Bhaṅkhāra a Rāga. There is no doubt.  

 

ईषत्स्पशो भवेहदष्टिः शुद्धमस्र्ाभभव्र्क्तरे् | 
रागस्र्ास्र् समुद्धारे प्रवदंतत मनीवषणिः ||६४|| 

Scholars believe that for nicely expressing this Rāga, little touch of Śuddha Ma is Deśīrable.   

 

ततरोभावे मुक्तमस्र् किं पुनिः समुिवेत ्| 
तत्स्वरांशर्ुतो रागो भहट्टिारिः सुलिणिः ||६५|| 

In this Rāga there is absence or disappearance of Mukta Ma so how can it be quality of 

Bhaṭṭihāra Rāga which has this Svara (Madhyama) as Aṃśa.  

 

पंचमिः 
मारवामेलके जातिः पंचमो लोकववशु्रतिः | 

संपूणो मध्र्मांशोऽवप नकं्त र्ामे ततोंऽततमे ||६६|| 
Very popular Rāga Pañcama, which is Sampūrṇa, having Madhyama Aṃśa and sung in the 

last Prahara of night, is originated Māravā Mela.  

 

उत्तरांगप्रधानोऽर्ं हद्वमध्र्मववभूवषतिः | 
परजानंतरं गीतो ह्यवश्र्ं रंजरे्न्मनिः ||६७|| 

This Rāga is having predomant Uttrāṅga, is adorn with two Madhyamas. Singing of it after 

Parajā always delights the mind.  

 

मुक्तत्वान्मध्र्मस्र्ात्र लभलतांगं पररस्फुटम ्| 
प्रकृततभतहट्टिारस्र् धाररे्न्नैव संशर्िः ||६८|| 

The free use of Madhyama clearly declares the Aṅga of Lalita. Undoubtedly it possesses the 

nature of Bhaṭṭihāra. 

 

 
केगचदस्स्मन्वजतर्ंतत ररषभं वाऽि पंचमम ्| 

भवेल्लक्ष्र्ववरुद्धं तन्न वर्ं लक्ष्र्रोगधनिः ||६९|| 
According to some in this Rāga Ṛṣabha or Pañcama is Varjita, but it is against Lakṣya style so 

we do not agree.  
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ररषभस्र् वजतने स्र्ािहट्टिारप्रभेदनम ्| 
अनार्ासं परंत्वत्र र्बुधिः कुर्ातद्यिोगचतम ्||७०|| 

If Ṛṣabha is Varjita it will naturaly become the type of Rāga Bhaṭṭihāra so scholar should take 

their own decision.  

 

लभलतांगप्रधानोऽन्र्ो रागो लभलतपंचमिः | 
धकोमलो मर्ा प्रोक्तो भैरवे मेलने पुरा ||७१|| 

Another Rāga, having Lalita Aṅga predominant is Lalita Pañcama, having Dha Komala is 

already narrated by me in Bhairava mela.  

 

सोिन्र्ंगास्न्वतं केगचत ्पंचमं पंक्तडता ववदिुः | 
पररकं्त शुद्धमत्र्कं्त न तन्मे रोचते मतम ्||७२|| 

According to some Pandits this Pañcama Rāga, having Pa and Śuddha Ma Varjita is an Aṅga 

of Sohanī but I disagree with their opinion.  

 

सोमनािमते रागिः पंचमो ररषभोस्ज्झतिः | 
भैरवे मेलके प्रोक्तिः पंचमांशेन भूवषतिः ||७३|| 

According to Somnātha Pañcama Rāga adorn with Pañcama as Aṃśa and Re Varjita is 

narrated in Bhairava Mela.  

 

रात्रत्रगेर्ो र्तस्तस्स्मन ्कदागचत्पंक्तडतैिः कृतम ्| 
तीव्रमेण तिा तीव्रधेनावप पररवततनम ्||७४|| 

As this Rāga is sung at night, learned must have made change in it with Tīvra Ma and Tīvra 

Dha. 

 

पूणतपंचमकोऽप्र्न्र्ो भैरवे मेलने मतिः | 
तनषादो वस्जततस्तत्र भवेत्तस्र् भभदा स्फुटा ||७५|| 

In Bhirava Mela, there is also an another Pūrṇa Pañcama Rāga. But Niṣāda is Varjita there so 

the difference become clear.  

 

सोिनी 
मारवामेलसंजाता सोिनी लक्ष्र्संमता | 

आरोिे चावरोिेऽवप पररक्ता कीत्र्तते सदा ||७६|| 
Lakṣya scholars have agreed that Rāgiṇī Sohanī having Pa Varjita in Āroha and Avaroha is 

originated from Māravā Mela.   

 

उत्तरांगप्रधानत्वे वाहदत्वं धैवते भवेत ्| 
अमात्र्संतनभो गिः स्र्ाद्गार्नं शेषर्ामके ||७७|| 
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In this Rāgiṇī there is predominance of Uttrāṅga, Dhaivata is Vādi, Ga is Saṃvādi, and is sung 

in the last Prahara.  

 

प्रर्ोगो र्दश्र्ते शुद्धमध्र्मस्र् क्वगचत ्कृतिः | 
संगततधतगर्ोतनतत्र्ं रूपं प्रस्फुटमाहदशेत ्||७८|| 

Sometimes the use of Śuddha Ma is seen. The tuning of Dha and Ga makes its formation clear.  

 

अंत्र्र्ामप्रगेर्त्वात्तारषड्ज ेववगचत्रता | 
संभवेत्तत्र संगीतकेन्रस्िानं िमागतम ्||७९|| 

As it is sung in the last Prahara of night variations occurs in Tāra Ṣaḍja. And this Svara only 

becomes the center of gradual expansion of this Rāga. 

 

मन्रमध्र्स्वरैिः पूर्ात सोिन्र्प्र्ुत्तरैिः स्वरैिः | 
इतत संगीतवैगचत्र्र्मितूं हृदर्ंगमम ्||८०|| 

Rāgiṇī Pūriyā is sung in Madra and Madhya Svaras whereas Rāgiṇī Sohanī is sung in Uttara 

Svara (Tāra Svaras). This is very wonderful and attractive secret of music.  

 

सुप्रभसद्धेषु ग्रंिेषु रागगणीर्ं न लक्षिता | 
आधुतनका मता तस्माल्लक्ष्र्मागतववचिणैिः ||८१|| 

This Rāga is not found in ancient popular Granthas hence the scholars of Lakṣya music 

consider it as a modern Rāga.  

 

वदंतत धैवतं केगचत्कोमलमत्र रूपके | 
न मे भातत सुर्ुकं्त तद्बधुिः कुर्ातत्स्वतनणतर्म ्||८२|| 

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.  

 

मारवामेल्कोत्पन्नो ववभासिः शू्रर्ते क्वगचत ्| 
संपूणो गीर्ते प्रातरंततमांगप्रधानकिः ||८३|| 

The Sampūrṇa Rāga Vibhāsa, originated from Māravā Mela, is sung in the morning and is 

having predominant Uttrāṅga.  

 

धैवतस्र्ात्र वाहदत्वं संवाहदत्वं तु गस्र् तत ्| 
गपर्ोमतधर्ोश्चावप संगती रक्तक्तकारणम ्||८४|| 

In this Rāga Dhaivata is Vādi and Gāndhāra is Saṃvādi, and tuning of Ga and Pa and Ma and 

Dha is very delightful.  

 

न्र्सनं पंचमे तनत्र्ं गांभीर् ंदशतरे्न्मित ्| 
ववलंत्रर्बतलरे् गीते रागेऽस्स्मन ्ववगधसंर्ुते ||८५|| 
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The Nyāsa on Pañcama expresses its depth / expresses its Gambhīra Nature, when it is sung 

in Vilambita Laya, it is very melodious.  

 

ग्रंिेषु वणणततं नूनं रोिणे मतनवजतनम ्| 
गपर्ोिः संगततिः शे्रष्ठा सुग्राह्यं भातत तन्मतम ्||८६|| 

In treatises Ma and Ni are Varjita in the Āroha of this Rāga. And the best type of tuning of Ga 

and Pa. I agree with them.  

 

पूवांगे लक्षिता गौरी ह्युत्तरांगे ततिः पुनिः | 
देभशकारो भवेदेतल्लक्ष्रे् कैस्श्चत्समथ्र्तते ||८७|| 

According to some of the Lakṣya scholars agree that in the Pūrvāṅga and Uttrāṅga of this Rāga 

there is combination of Gaurī and Deśīkāra.  

 

मालीगौरा 
मारवामेलजन्र्ोक्ता मालीगौरा मनीवषभभिः | 

संपूणात ररग्रिांशाऽसौ संध्र्ाकालोगचता सदा ||८८|| 
Rāgiṇī Mālīgaurā which is Sampūrṇa, having Re as Graha and Aṃśa and which is always sung 

in the evening, is said to be originated from Māravā Mela by scholars.  

 

पूररर्ाश्रीभमश्रणेन रूपमेतत्समुिवेत ्| 
मंरमध्र्स्वरैरेषा प्रार्ो लक्ष्रे् समीररता ||८९|| 

This Rāga is formatted by the combination of Pūriyā and Śrī Rāga. In Lakṣya it is generally 

sung by Mandra - Madhya Svaras.  

 

अि वक्ष्रे् लक्ष्र्गतभेदान्र्िार्िम ्| 
स्जज्ञासूनां र्तोऽवप स्र्ारागतनणतर्साधनम ्||९०|| 

Now I narrate the difference of opinions of Lakṣya Saṅgīta (regarding this Rāgiṇī) as it is. 

Because it a mean in taking decision regarding Rāga for learned.   

 

केगचदत्र वणतर्ंतत वववाहदत्वं तु धैवते | 
रे्न स्र्ाहद्वशदो भेद एतस्र्ा लक्ष्र्वत्मततन ||९१|| 

Some of the Lakṣya scholars describe here Dhaivata as Vivādi, by which the type of this Rāga 

ini will become clear.  

 

अन्रे् पुनिः संगगरंतत हद्वधैवतप्रर्ोजनम ्| 
गौर्गंेनर्तुं गानमािुस्ते व्र्ंशकं शुभम ्||९२||  

Some singers re using both of Dhaivata in this. According to them the singing of this Rāgiṇī 

having Gaurī Aṅga is delightful.  
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पूररर्ार्ां प्रववष्टशे्चत्पंचमो ह्यपरे जगुिः | 
अवश्र्ं तत्र जारे्त गौरारूपा न संशर्िः ||९३|| 

According to some others if Pañcama Svara is used in Pūriyā then certainly it becomes 

Mālīgaurā.  

 

साजगगरी 
मारवामेलने ख्र्ाता साजगगरी जनवप्रर्ा | 

आधुतनका मता तज्जै्ञिः संपूणात गांशमंक्तडतािः ||९४|| 
The scholars have considered the popular Rāgiṇī Sājagirī originated from Māravā Mela, which 

is Sampūrṇa and adorn with Ga as Aṃśa is said to be the modern formation by the scholars.  

 

धैवतदं्वद्वमत्रािुिः संगतततनतमर्ोिः शुभा | 
गानं गुणणसमाहदष्टं सार्ंकालेऽततशोभनम ्||९५|| 

In this Rāgiṇī 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.  

 

ईषत्स्पशतिः शुद्धमस्र् नैव स्र्ारक्तक्तघातकिः | 
पूर्ातर्ािः पूववतकार्ाश्च तेन स्र्ात्प्रस्फुटा भभदा ||९६|| 

The little of Śuddha Ma makes this Rāgiṇī very delightful and by it this Rāga clearly becomes 

separate from Pūrvī and Pūriyā.  

 

पूररर्ांगभूवषतेर्ं रागगणी र्त्सुसंमता | 
मंरमध्र्स्वरैगातनमवश्र्ं सुखमाविेत ्||९७|| 

All have accepted this Rāgiṇ is possessing Aṅga of Pūriyā Rāga its singing by Mandra – 

Madhya Svara is indeed very delightful.  

 

पूवीपूर्ातभमश्रणेन साजगगर्ात जतनिः स्मतृा | 
रूपमेतन्मतं प्रार्ो ववरलं लक्ष्र्वत्मततन ||९८|| 

Generally, Sājagirī is formed by the combination of Rāgas Pūrvī and Pūriyā, this formation is 

rarely used in Lakṣya style.  

 

केषांगचत्त ुमते तत्र तीव्रधो नैव संमतिः | 
ररवजतनमवप प्रािुस्ते तन्नास्तीि लक्ष्र्के ||९९|| 

According to some the use of Tīvra Dha is not there. They also consider Re as Varjita. But that 

is not found in Lakṣya style.  

 

हटप्पणी 
एवं च मारवामेले रागा द्वादश लक्षितािः | 
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सार्ंगेर्ा भवेर्ुिः षट् प्रातगेर्ािः षडीररतािः ||१००|| 
Thus, above mentioned twelve Rāgas are formed originated from Māravā Mela, in which six 

of them are sung in the evening and six are in the morning.  

 

पूररर्ा मारवाजेता गौरा साजगगरी तिा | 
वराटीसहिता रागािः सार्ंगेर्ा र्बुधैमततािः ||१०१|| 

According to learned Pūriyā, Māravā, Jaita, Mālīgaurā, Sājagirī and Varāṭī are sung in the 

evening.  

 

लभलतश्च पंचमश्च भहट्टर्ारो ववभांशुकिः | 
भंखारिः सोिनी चेतत रागािः प्रातमतता र्बुधैिः ||१०२|| 

Where Lalita Pañcama, Bhaṭṭihāra, Vibhāsa, Bhaṅkhāra and Sohanī are said to be sung in the 

morning.  

 

गौर्गंा पूररर्ांगाश्च सार्ंगरे्ा व्र्वस्स्ितािः | 
लभलतांगास्तिा चोक्तािः सोिन्र्ंगािः प्रभातगािः ||१०३|| 

The Rāgas originated from Māravā Mela and sung in the evening are sung with the Aṅga of 

Gaurī and Pūriyā. And the Rāgas sung in morning are possessing the Aṅga of Lalita and Sohanī 

Rāga.  

 

सार्ंगेरे्षु पूवांगं प्रर्बलं गतुनसंमतम ्| 
प्रातगेरे्षुप्रार्बल्र्ं ह्युत्तरांगस्र् तनस्श्चतम ्||१०४|| 

According to learned in Rāgas sung in the evening, Pūrvāṅga is Prabala, whereas in morning 

Rāgas Uttrāṅga is Prabala.  

 

स्िूलर्दष्ट्र्ा मता एते तनर्मा मागतदशतकािः | 
ववशेषास्तु तत्र तत्र रष्टव्र्ा ममतवेहदभभिः ||१०५|| 

These rules are physically (externally) helpful but the learned should also see the special rules 

for this Rāga. 

 

मतांतरे सार्ंगरे्रागतनणतर्सुलभोपार्िः, 
Simple way to decide Rāgas sung in the evening, when there are difference of opinions. 

 

संपूणात पूववतका ख्र्ाता ररवजात तत्र टंक्रकका | 
श्रीरागे लंघनं गस्र् त्रत्रवणात मस्वरोस्ज्झता ||१०६|| 

Pūrvī ka is said to be Sampūrṇa, in Taṅkī Re is Varjita, and Śrī Rāga Ga is Varjita and in 

Trivarṇa Svara Ma is Varjita.  

  

अपंचमा भवेद्गौरी धैवतत्र्क्तजेतकिः | 
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मालवी लक्षिता तज्ज्ञैतनतिीना प्रिरेंऽततमे ||१०७|| 
Gaurī is devoid of Pañcama, Jeta is without Dhaivata, and Mālavī devoid of Ni are said to be 

sung in last Prahara.  

 

तनर्मा मुख्र्तस्त्वेते संगता रोिणे सदा | 
भवेर्ुनतव्र्भशिागितवगतस्र्ाप्र्ुपकाररणिः ||१०८|| 

This principle rules will always be helpful to new learners in their progress.   

 

िरवप्रर्ाख्र्मेलोऽसौ लक्ष्रे् काफीतत संक्षज्ञतिः | 
काफीरागस्तदतु्ििः स्र्ाहदतत लक्ष्र्ववदां मतम ्||१|| 

Mela Harapriya itself is known as Kāfi Mela in modern Lakṣya Saṅgīta. According to Lakṣya 

scholars Rāga Kāfi is originated from this Rāga.  

 

पंचमोऽत्र मतो वादी संवादी षड्जनामकिः | 
केगचद्गांधारमािुस्ते वाहदनं गानकोववदािः ||२|| 

In Kāfi Rāga Pañcama Svara is Vādi and Ṣaḍja Svara is Saṃvādi. Few singers consider 

Gāndhāra as Vādi in this Rāga.  

 

मध्र्रात्र्र्ुगचतो मेलो र्िाऽर्ं गतनकोमलिः | 
मध्र्ािाितस्तिैवेतत को न जानातत ममतववद् ||३|| 

As Ga and Ni are Komala, Kāfi Mela is can be sung at night as well as in the afternoon, which 

scholar does not know this fact.   

 

दरर्बाराहदकान्नकं्त गीत्वा धैवतकोमलान ्| 
तीव्रधैवतसंर्ुक्तान ्गार्ंतत गार्कािः िमात ्||४|| 

At night after singing Rāgas Darbārī Kānaḍā etc. having Komala Dha, the singers gradually 

sing the Rāgas having Tīvra Dha.  

 

आसावर्ातदीकान ्गीत्वा हदवसे तान ्धकोमलान ्| 
लोके सारंगधनाश्री प्रमुखान ्िमशो जगुिः ||५|| 

In the same way during the day after singing Rāgas Āsāvarī etc. having Komala Dha the Rāgas 

Sāraṅga etc. Having Tīvra Dha are sung.  

 

अपवादा भवेर्ुस्ते संतत वा लक्ष्र्वत्मततन | 
साधारणो मर्ा प्रोक्तो तनर्मस्तत्ववेहदनाम ्||६|| 

Even though its options are always there in Lakṣya Saṅgīta yet for wise scholars I have narrated 

this common rule.  

 

काफीमेले (संपुणो)र्तो र्दष्टमारोिे चावरोिणे | 
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सरलत्वं ततोऽसौ स्र्ात्तन्मेलोत्िसमाश्रर्िः ||७|| 
Kāfi Rāga is Sampūrṇa and Sarala a in Āroha and Avaroha both, it is said to be the Ashraya 

Rāga of Kāfi Mela.  

 

काफीत्र्ाधुतनकं नाम र्ावतनकं पररस्फुटम ्| 
अंगीकृतं र्तिः शासे्त्र नैवास्माभभरूपेक्षितम ्||८|| 

It is clear that the name Kāfi is a modern Yavana name. As this name is accepted by ancient 

Grantha writers, we have not ignored this name.  

 

केगचदािुररमं मेलं श्रीरागाख्र्ं मनीवषणिः | 
ग्रंिेषु लभ्र्ते र्स्मारागोऽसौ तत्र लक्षितिः ||९|| 

According to some scholars this Mela is found in Granthas by the name Śrī Rāga from which 

this Rāga is originated. *   

 

दाक्षिणात्र्मतेऽद्यावप काफीमेलसमुिविः | 
श्रीरागो गीर्ते लोके स्मरणीर्ं सदैव तत ्||१०|| 

According to the southern music style Śrī Rāga originated from Kāfi Mela is sung even today 

it should always be remembered.   

 

हिन्दसु्िानीर्पद्धत्र्ां स रागिः पूववतकागतिः | 
इतत मर्ा समाख्र्ातं पूवतमेव सववस्तरम ्||११|| 

I have already mentioned previously that Śrī Rāga which is popular in HindustānīSaṅgita is 

originated from Pūrvī Mela.  

 

न्र्ासिः पंचमके काफर्ां केवलं रागवाचकिः | 
श्रोतारोऽवप सुखं तत्र कुवतस्न्त रागतनणतर्म ्||१२|| 

In Kāfi Rāga the Nyāsa on Pañcama clearly defines the Rāga and on that basis the listeners 

also very easily recognise the Rāga.  

 

आरोिणे भवेत ्िम्र्िः प्रर्ोगस्तीव्रनेमतनाक् | 
काफीमेलोत्िरागेषु गानसौकर्तिेतवे ||१३|| 

From the cofort point of view the little use of Tīvra Ma in Avaroha in Rāgas originated from 

Kāfi Mela, is pardonable.  

 

िुरगीताितता काफर्ािः सवतत्र संमता भवेत ्| 
शृंगाररसभूतर्ष्ठां केगचतां पंक्तडता ववदिुः ||१४|| 

All have accepted the fact that Rāga Kāfi is suitable for Kṣudra Gītas (Thumari etc.), learned 

consider it favorable for Śṛṅgārā Rasa. 
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धानी 
िरवप्रर्ाख्र्मेलाच्च रागगणी र्बिुसंमता | 

धानीसंज्ञा सुर्बोधाऽसौ सुरसा सावतकाभलका ||१५|| 
Rāgiṇī Dhānī which is very easy, sentimental which can be sung at any time, is originated from 

Harapriya Mela.  

 

आरोिे चावरोिेऽवप ररधर्ोरेव वजतनम ्| 
गांधारो तनर्तो वादी तनषादोऽमात्र्संतनभिः ||१६|| 

Re and Dha are Varjita in Āroha and Avaroha. And its Vādi Svara is Gāndhāra  and Saṃvādi 

is Niṣāda. 
 

औडवधन्नाभसकेर्ं वणणतता पाररजातके | 
शुद्धधन्नाभसकेत्र्ािुिः केगचदन्रे् ववपस्श्चतिः ||१७|| 

In Pārijātaka it is named as Audava Dhannāsika. According to some other scholars Śuddha 

Dhannāsika.  

 

धनाश्रीभेदभसद्ध्र्ि ंकदागचल्लक्ष्र्कोववदैिः | 
अंगीकारिः कृतो धानीनाम्नो नैतहद्वसंगतम ्||१८|| 

Perhaps Lakṣya scholars have named it as Dhānī in order to separate itv from Dhanaśrī, so 

there is nothing wrong.  

 

वादमूले तिाप्र्त्र ववषरे् तत्वदभशतभभिः | 
लक्ष्र्गतमनुल्लंघ्र् कार् ंतनत्र्ं प्रवततनम ्||१९|| 

Even though on this disputable matter scholars should practise Rāga without 
ignoring the opinions of Lakṣya style.  

समपानां दरु्बतलत्वे ह्यभावे ररधर्ोरवप | 
कुतो गांभीर्तसंप्रातप्तभतवेन्नैव सतां मते ||२०|| 

As Ṣaḍja, Madhyama, Pañcama are feeble and Ṛṣabha and Dhaivata are Varjita, how can it 

has Gambhīra Prakṛti. According to learned Gambhīra Prakṛti can never be possible in Dhānī 

.  

 

सैन्धवी 
काफीमेलसमुत्पन्ना सैन्धवी कीत्र्तते जने | 
आरोिणे गतनत्र्क्ता संपूणातप्र्वरोिणे ||२१|| 

Rāga Saindhavī is originated from Kāfi Mela. In its Āroha Ga and Ni are Varjita and its 

Avaroha is Sampūrṇa.  
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सपर्ोरेव संवादिः कैस्श्चत्तरुरधर्ोमततिः | 
गानं गुणणसमाहदष्टं कथ्र्ते सावतकाभलकम ्||२२|| 

In this Rāgiṇī Sā is Vādi and Pañcama is Saṃvādi. According to some scholars Re is Vādi and 

Dha is Saṃvādi. And generally it can be sung at any time.   

 

मतैक्र्ं नैव लक्ष्रे् र्स्न्नषादपररवजतने | 
प्रर्ोगस्तत्स्वरस्रे्ि िम्र्ते रोिणे मनाक् ||२३|| 

In this Rāga there are difference ofopinion regarding Varjatva of Svara Niṣāda, Littele use of 

Ni in Āroha is pardonable.   

 

अगतनिः सैन्धवी प्रोक्ता सोमनािेन सूररणा | 
ववलोमे पूणतता तस्र्ा अिोर्बलसुसंमता ||२४|| 

Somanātha Sūri has described Saindhavī devoid of Ga and Ni. Ahobala  agrees that it is 

Sampūrṇa in Avaroha.  

 

प्रत्र्िे गार्नािः प्रार्िः काफीभमगश्रतरूपकम ्| 
सदैवास्र्ा दशतर्स्न्त लोकरंजनवांतछनिः ||२५|| 

In Lakṣya Saṅgīta the singers desiring to entertain people present Saindhavī   combined with 

Kāfi.  

 

भसधंोडानाभमकासैव सैन्धवीतत प्रकीततततम ्| 
सुव्र्कं्त रागर्बोधे तहद्वचार्ं तत्वशोधकैिः ||२६|| 

In Rāga vibodha it is clearly said that the Rāgiṇī named Sindhoḍā itself is Saindhavī. The 

learned should also keep in mind that.  

 

र्द्यप्र्ासावरी प्रोक्ता गतनवजात पुरामर्ा | 
भेदमिेदसौ र्स्मात्तत्र धिः कोमलो मतिः ||२७|| 

Eventhough I have formarly narrated Āsāvarī in which Ga and Ni are Varjita, Dha is Komala, 

this type of Saindhavī is separated from it.  

 

अत्रोक्तदशमेलेषु तनगर्ोिः पररवजतनात ्| 
आरोिे भभन्नरागाणामुत्पवत्तिः संभवेत्स्फुटा ||२८|| 

Thus it is clear that different Rāgas are originated due to Varjatva of Ni and Ga in Āroha in ten 

Melas narrated here.  

 

धनाश्रीिः (second) 
काफीमेलसमुितूा धनाश्रीिः कगितािः पुनिः | 

आरोिे रीधिीनाऽसौ संपूणात प्रततलोमके ||२९|| 
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Dhanāśrī, originared from Kāfi Mela is having Re and Dha Varjita in Āroha and Sampūrṇa in 

Avaroha.  

 

पंचमिः संमतो वादी मंत्री षड्जिः समीररतिः | 
लक्ष्र्ाध्वतन मतं गानं ततृीर्प्रिरे हदने ||३०|| 

Its Vādi Svara is Pañcama and Saṃvādi Ṣaḍja, according to Lakṣya Saṅgīta it is sung in the 

Third Prahara of the day.  

 

ग्रििः प्रार्ो तनषादेन भवेन्न्र्ासस्तु पंचमे | 
पगर्ोिः संगततभमतष्टा ववलोमे ववर्बुधैमतता ||३१|| 

In this Rāga Niṣāda is said to be Graha Svara and Pañcama is considered as Nyāsa, according 

to learned the tuning of Pa and Ga in Avaroha is Desirable.  

 

मध्र्मस्र्ैव वाहदत्वे लसेिीमपलाभसका | 
आरोिणे ररधत्र्क्ता मध्र्मांशसमस्न्वता ||३२|| 

Due to Vāditva of Madhyama Svara, in this Rāga there is a glimpse of Bhīmapalāsikā which 

has Re and Dha Varjita in Āroha and having Madhyama as Aṃśa Svara.  

 

ततृीर्र्ामगरेे्षु प्रार्ो रागषेु र्दश्र्ते | 
दौर्बतल्र्ं स्वरर्ोधतव्र्ोरारोिे तहद्वदो ववदिुः ||३३|| 

According to learned the Rāgas sung in the third Prahara are generally having Re and Dha 

feeble in Āroha. 

 

दरु्बतलत्वात्तर्ोरेव समपािः प्रभवस्न्त ते | 
पवाहदत्वे धनाश्रीिः स्र्ान्मवाहदत्वे पलाभशका ||३४|| 

Due to feebleness of Re and Dha, the Sā, Ma, and Pa become predominant in these Rāgas, 

hence in Dhanāśrī Pa becomes Vādi and in Bhīmapalāsikā Ma becomes Vādi.  

 

काफीमलेे ररधत्र्क्तमारोिेऽिोर्बलस्तिा | 
रागमेनं र्िान्र्ार्माहददेश जनवप्रर्म ्||३५|| 

Ahobala, having described Re and Dha Varjita in Āroha in Kāfi Mela, has done justice with 

this favourite Rāga.  

 

व्र्क्ता सारामतृे ग्रंिे धनाचर्ाख्र्ा सदौडवा | 
प्रातगेर्ा ररधत्र्क्ता काफीमेले प्रकीततततािः ||३६|| 

In Granth Sārāmṛta in Kāfi Mela, Dhanāśrī is narrated as having Re and Dha Varjita, it is 

Oḍava and it is sung in the morning.   

 

केगचन्ममतववदिः प्रािुिः पूवीमेले ररधोस्ज्झतम ्| 
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रागमेनं ववलोमे तत ्स्मरणािं मतं पुनिः ||३७|| 
According to some scholars this Rāga is said to be originated from Pūrvī Mela in which Re and 

Dha are Varjita ain Avaroha.  

 

तनत्र्ं पमुहरता प्रोक्ता ररधोना सांभशका तिा | 
धनाश्री धवलाद्यासौ सोमनािेन सूररणा ||३८|| 

Somanātha Sūri has narrated this Dhavala Dhanāśrī is always having Svara Pa as sign (seal - 

mudrā), in which Re and Dha are Varjita and Sā as Aṃśa.  

 

भीमपलासी 
काफीमेलसुसंजाता मता भीमपलाभसका | 

आरोिे ररधिीनं स्र्ादवरोिे समग्रकम ्||३९|| 
Rāga Bhīmapalāsikā originated from Kāfi Mela is having Re and Dha Varjita ain Āroha and is 

Sampūrṇa in Avaroha.  

 

मध्र्मांशग्रिन्र्ासा मुक्तमध्र्ममंक्तडता | 
अपराहे्ण समीचीनं गानमस्र्ािः सुतनस्श्चतम ्||४०|| 

In tis Rāga Svara Ma is Graha, Aṃśa and Nyāsa and it is also adorn with free use of 

Madhyama, afternoon time is suitable for its singing.   

 

मध्र्मस्र्ैव वाहदत्वाद्धनाश्रीनैव संभवेत ्| 
प्रततलोमे र्तिः पूणात धानी शंका कुतो भवेत ्||४१|| 

As Madhya is Vādi here it can never be Dhanāśrī, and Avaroha is Sampūrṇa so how can there 

be glimpse of Dhānī? 

 

एकैकशु्रत्र्पकृष्टौ क्वगचहरधौ समीररतौ | 
अन्रे् ररवजतनं प्रािुिः समूलं रागभेदकम ्||४२|| 

At some places this Rāga is narrated as having Re and Dha one Śruti less, some else where it 

is said devoid of Re, it totally discriminates Rāga.   

 

संमतं शु्रततभभन्नत्वे रक्तक्तभभन्नत्वमंजसा | 
मते मे वाहदभभन्नत्वं पर्ातपं्त लक्ष्म भेदकम ्||४३|| 

It is agrred to all that when Śrutis is different Naturaly its sentiment is also different. Only 

difference in Vādi is enough for pointing out different in characteristics.  

 

ग्रंिेषु रागभेदास्ते शु्रत्र्ार्त्ता न लक्षितािः | 
न चावश्र्कं तहद्वधानं रागभेदोपलभ्र्ते ||४४|| 

We don’t find any where in Grantha the limits of Śruti or number if Śrutis as a proof for 

difining Rāgas. Hence this statement is not worth for the knowledge of Rāgas.  
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दाक्षिणात्र् मते प्रोक्ता धनाश्री ररधकोमलािः | 
मर्ोक्ताऽसौ ववस्तरेण भैरवीमेलने पुरा ||४५|| 

According to sourthen Music system Dhanāśrī is having Re and Dha Komala. This I have 

previously discussed this in detail in Bhairavī Mela.  

 

धानी धनागश्रका चैव मूलतानी पलाभसका | 
प्रदीपकी मता एता रागगण्र्ा ररधदरु्बतलािः ||४६|| 

The Rāgiṇī s Dhānī, Dhanāśrikā, Mūlatānī, Palasika, and PraDīpakai, are believed to be 

having Re and Dha Durbal.  

 
िंसकंकणी 

कणातटस्र्ैव मेले सा रागगणी िंसकंकणी | 
लक्ष्र्ाध्वतन र्बुधैगीता ततृीर्प्रिरोगचता ||४७|| 

The Haṃsakaṅkaṇī Rāga, originated from Karṇāṭa (Kāfi) Mela, is sung during the third 

Prahara (of day) by Lakṣya scholar.   

 

ररधिीना मतारोिे संपूणात च ववलोमके | 
धनाचर्ंगप्रगीताऽसौ सवतरक्तक्तप्रदातर्का ||४८|| 

This Rāgiṇī having Re and Dha Varjita in Āroha and Sampūrṇa in Avaroh, when sung with 

Aṅga of Dhanaśrī is very pleasant.  

 

गांधारद्वर्र्ोगोऽत्र कौशल्रे्न सुसागधतिः | 
रोिणे तीव्रगिः स्पषृ्टो ववलोमे कोमलाह्वर्िः ||४९|| 

Both Gāndhāra are used here very skillfully – Tīvra Gāndhāra isused in Āroha and Komala 

Gāndhāra in Avaroha.  

 

ततृीर्प्रिरोक्तानां रागाणां प्रकृततमतता | 
संततं ररधदौर्बतल्र्ं मित्वं समपेषु तत ्||५०|| 

As Rāgas sung in the third Prahara are naturally having Re and Dha feeble, Sā, Ma and Pa are 

always dominant there.  

 

शंकराभरणाख्र्स्र् कणातटाभभधमेलके | 
भमश्रणाहददमुितूं स्वरूपभमतत कथ्र्ते ||५१|| 

It is said that the formation of this Rāgiṇī is a creation of combination of Śaṅkarābharaṇa and 

Karṇāṭa Mela.  

 

पंचमस्र्ैव वाहदत्वं र्ोग्र्मते्रतत मे मतम ्| 
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धनाचर्ंगप्रधानत्वं र्ावल्लोकवप्रर्ं भवेत ्||५२|| 
According to me here the Vāditva of Pañcama is suitable. As it is sung with the Aṅga of 

Dhanaśrī it is very popular among people.  

 

अप्रभसद्धं रूपमेतहद्वगचत्रमववशंक्रकतम ्| 
गीर्ते लक्ष्र्मागेऽवप केवलं गार्कोत्तमैिः ||५३|| 

This Rāga formation is indeed having many variations and not very popular. Only best singers 

can sing it even in Lakṣya style.  

 

पटमंजरी 
िरवप्रर्ाह्वरे् मेले मंजरी पटपूववतका | 

रागगणी शू्रर्ते गीता ववरला गुणणसंमता ||५४|| 
Rāgiṇī Paṭamañjarī is originated from Harapriya Mela, (Kāfi ). It is believed by scholar that 

this Rāgiṇī is rarely sung.  

 

आरोिे धगदौर्बतल्र्ं भवेत्सारंगसंतनभम ्| 
सारंगे लंघनं प्रोकं्त समूलं स्वरर्ोस्तर्ोिः ||५५|| 

As Dha and Ga are Durbal in Āroha, there glitters the Aṅga of Sāraṅga. But in Sāraṅga both 

the Svaras Dha and Ga are totally Varjita.  

 

वाहदत्वं षड्जके तनष्ठं संवाहदत्वं तु पंचमे | 
सारंगानंतरं गानं भवेदस्र्ािः सुसंमतम ्||५६|| 

In this Rāga Ṣaḍja is Vādi and Pañcama is Saṃvādi. Its singing after Sāraṅga    is agreed by 

all.  

 

दलुतभं रूपमेतद्यदवश्र्ं संभवेत ्ततिः | 
लक्ष्र्ाध्वतन मतानैक्र्ं र्बधुिः कुर्ातद्यिोगचतम ्||५७|| 

This type of Rāga formation is indeed very rare, in Lakṣya style there are different of opinions 

regarding this Rāga so wise should practice it and taking their own decision.  

 

मते केषांगचदप्र्त्र हद्वगांधारप्रर्ोजनम ्| 
पंचमस्र्ैव वाहदत्वं न तन्मे भातत संगतम ्||५८|| 

According to some scholars this Rāga posseses both types of Gāndhāra, and Pañcama 

becomes Vādi in it but I don’t find this opinion fair.  

 

मेले शुद्धस्वराणां तां केगचदन्रे् ववदो ववदिुः | 
लक्ष्र्र्दष्ट्र्ा न मे भातत तन्मतं चावप संगतम ्||५९|| 

Some other scholars has narrated this Rāga having Svaras of Śuddha Mela (Bilāvala), 

According to Lakṣya style, this also is not found fair by me.  
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शुद्धस्वरगतं रूपं रात्रत्रगतं भवेस्त्प्रर्म ्| 
मर्ा प्रपंगचतं भूर्ा ततृीर्प्रिरे हदने ||६०|| 

The formation of Rāgas having Śuddha Svaras and sung at night are very delightful. But I have 

narrated this formation worthy to be sung in the third Prahara of the day.  

 

प्रदीपकी 
स्र्ात्काफीमेलसंजाता प्रदीपकी सुसंमता | 
आरोिे ररधिीनं स्र्ादवरोिे समग्रकम ्||६१|| 

All have agreed that Rāga Pradīpakī, having Ṛṣabha and Dhaivata Varjita in Āroha, and 

Sampūrṇa in Avaroha, is originated from Kāfi Mela.  

 

मंजरीं रागगणीं गीत्वा र्दैषारंभ्र्ते पुनिः | 
क्रकंगचदवणतनीर्ं तदै्वगचत्र्र्ं चानुभूर्ते ||६२|| 

After singing Paṭamañjarī, when this Rāga (Pradīpakī) is sung then one feels indescribable 

variations.  

 

मन्रमध्र्स्वरैिः सैव पलाभशकां प्रसूचरे्त ्| 
मांभशकाऽसौ सदैवेर्ं सांभशकेतत भभदा स्फुटा ||६३|| 

By expanding Mandra and Madhya Svaras in this Rāga there glitters Bhīmapalāsikā. But in 

Bhīmapalāsikā Vādi is Madhyama whereas here in this Rāga Vādi is Ṣaḍja.  

 

र्द्यप्र्त्रावरोिे नो ररषभो वस्जततस्वरिः | 
असत्प्रार्स्तु लक्ष्रे्ऽसौ धनाचर्ां तहद्वरुध्र्ते ||६४|| 

Evenif Varjita Svara Ṛṣabha in Avaroha is as if nothing, yet it is different from Dhanaśrī in 

Lakṣya Saṅgīta.  

 

ईषन्मदृ ूसमाहदष्टौ कैस्श्चदत्र ररधौ स्वरौ | 
एतन्ममतपररज्ञानं केवलं ववदषुां भवेत ्||६५|| 

According to some Re and Dha are played or taken in little low position from Śuddha Sthāna. 

This secret is known only to learned.  

 

क्वगचल्लक्ष्रे्ऽनुलोमे स्र्ात्तीव्रगस्र् र्ुजेक्षिता | 
ववस्श्लष्टो मो भवेत्तत्र कंकणीभेददशतकिः ||६६|| 

In Lakṣya some times Tīvra Gāndhāra in Āroha is played very skillfully. The use of Madhyama 

freely clarifies that it is different from Haṃsakaṅkaṇī.  

 

र्बािारिः 
िरवप्रर्ाख्र्मेलाच्च जातो रागिः सुसंमतिः | 
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आधुतनको र्बिाराख्र्शं्चचलप्रकृततिः सदा ||६७|| 
BāhāraRāga, which is popular among musicians is originated from Harapriya Mela. This is 

ine of the Modern Rāga having Cancala Nature.   

 

समर्ोरेव संवादिः स्वीकृतोऽत्र ववचिणैिः | 
वसंततौ मतं गानं संगत्र्ा मध्र्ोभृतशम ्||६८|| 

In this Rāga Madhyama is Vādi and Ṣaḍja is Saṃvādi. And singing of these with the tuning 

Ma and Dha is very melodious during spring season.  

 

आरोिणे ररिीनत्वं प्रततलोमे धलोपनम ्| 
इतत ममतववदामेतन्मतं भातत सुसंगतम ्||६९|| 

In Āroha Re is Varjita and in Avaroha Dha is Varjita. (in this Rāga) this opinion of scholars 

appears very suitable.  

 

आरोिे मधसंगत्र्ा वागीश्वर्गंमाश्ररे्त ्| 
अवरोिे धलुप्तत्वादडाणांगं प्रदशतरे्त ्||७०|| 

The tuning of Ma and Dha in Āroha forms the Aṅga of Vāgīśvarī, but in Avaroha Dha is Varjita 

so it becomes the Aṅga of Aḍāṇa.  

 

अदाणाख्रे् तु रे् केगचत्संतत धैवतवाहदनिः | 
कोमलत्वं तिाल्पत्वं तत्स्वरे संगगरंतत ते ||७१|| 

Some people who say that Dhaivata is Vādi in Aḍāṇa, they also consider the Komala tva and 

Alpatva of the same Svara.   

 

समागमो र्बिारस्र् नानारूपेषु र्ुज्र्ते | 
समासंजं्ञ र्बुधिः कुर्ातत्तत्र लक्ष्र्स्र् तनणतर्म ्||७२|| 

The combination of Bāhāra is found with many Rāgas. In such Rāgas learned should decide 

considering the name of the Rāgas.    

 

नीलांर्बरी 
काफीमेलोिवा ख्र्ाता नीलांर्बरी गुणणवप्रर्ा | 
संपूणात पंचमांशाऽसौ चपलप्रकृततिः पुनिः ||७३|| 

A very popular Rāga Nīlāmbarī originated from Kāfi Mela is Sampūrṇa, having 

Pañcama as Aṃśa and of feeble nature.  

 

 सपर्ोिः संगततिः प्रोक्ता गांधारे कंपनं मतम ्|  
धैवतोनाऽनुलोमे स्र्ाहदतत तज्ज्ञा वदस्न्त ते ||७४|| 

In this Rāga there is tuning of Sā and Pa. learned believe that Ga vibrates in Āroha due to 

Dhaivata.  
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तीव्रगस्र् समाहदष्टिः प्रर्ोगो रोिणे क्वगचत ्| 
सपाटवं तनववष्टौऽसौ न रक्तक्तघ्नोऽवप मे मते ||७५|| 

Sometimes Tīvra Ga in Āroha is also used. Covering all its features. It is not unpleasing. 

According to me.   

 

मध्र्माहदस्तिा भीमपलासी ह्यत्र भमगश्रते | 
इतत र्न्मन्र्ते लोके तन्न भातत ववसंगतम ्||७६|| 

 The opinion that here Rāga Bhīmapalāsikā and the Rāga Madhyamādi are combined is not 

contradictory.  

 

ग्रंिेषु केषुगचत्प्रोक्ता कांर्बोजीमेलनोिवा | 
लभ्र्ते न र्तो लक्ष्रे् तरपूं भातत र्बागधतम ्||७७|| 

In some of the ancient Granthas, this is said to be originated from Kāmbojī Mela. But as this 

formation is not found in Lakṣya style it is not accepted or contradictory.  

 

पीलुिः 
काफीमेले संप्रर्ुक्तिः पीलुरागस्ततिः पुनिः | 

आधुतनको भवेल्लक्ष्रे् र्ावतनकोऽवप तनस्श्चतम ्||७८|| 
`Pīlu the favourite Rāga of Musicians, which is originated from Kāfi Mela, is considered as 

modern as well as Yavana Rāga.  

 

संपूणो गांशकिः प्रोक्तो भमश्रमेलसमुस्त्ितिः | 
गानं तस्र् समीचीनं सुवप्रर्ं सावतकाभलकम ्||७९|| 

This Rāga  is said to be Sampūrṇa, Ga as Aṃśa, originated from Miśra  Mela, its melodious 

singing is favourable for all time.  

 

तीव्राश्च कोमलािः सवे स्वरा रूपेऽत्र र्ोस्जतािः | 
संकीण ंरूपभमत्रे्वं सवेषां सुखदार्कम ्||८०|| 

All Tīvra and Komala Svara are used in the formation of this Rāga. This intermingled 

formation is very delightful to all.  

 

गौरी भीमपलासी च भैरव्र्वप ततृीर्का | 
गार्नेऽस्र् भमलंतरे्ते र्िार्ोगं सतां मते ||८१|| 

According to learned Gaurī, Bhīmapalāsikā and Bhairavī these three are proposnately mixed 

in its singing.  

 

आरोिे तीव्रसंज्ञानां स्वराणां स्र्ात्प्रर्ोजनम ्| 
ववलोमे कोमलानां तस्न्नर्म इतत भातत मे ||८२|| 
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I think that they have followed the rule that Tīvra Svaras in Āroha and Komala Svaras in 

Avaroha should be used.  

 

िुरगीताितताप्र्स्र् लक्ष्र्ाध्वतन र्बुधैमतता | 
झहटत्रे्व समाकषेत ्श्रोतगृणस्र् मानसम ्||८३|| 

According to scholars of Lakṣya style, though this Rāga is said to be suitable for Kṣudra Gīta, 

it quickly attracts the mind of audience.  

 

भावभट्टववरगचतेसंगीतानूपांकुशेग्रंिे,In a treatise Saṅgitānūpaṅkūśa by Bhāvabhaṭṭa  

 
कणातटभेदािः 

शुद्धकणातटरागश्च कणातटो नार्की ततिः | 
वागीश्वर्ातहदकणातटिः कणातटोऽड्डाणपूवतकिः ||८४|| 

ततिः सािानाकणातटिः पूर्ातहदकस्तिैव च | 
ततो मुहरककणातटो गाराकणातटकिः पुनिः ||८५|| 

िुसेनीपूवतकणातटिः काफीकणातटकिः पुनिः | 
सोरटीपूवतकशै्चव खंर्बावत्र्ाहदकस्ततिः || 

ततिः कणातटगौडिः स्र्ात ्कणातटीतत चतुदतश ||८६|| 
 

According to Bhāvabhaṭṭa there are 14 types of Karṇāṭa Rāga 1. Śuddha Karṇāṭa 2 . Nāyakī 

Karṇāṭa 3. Vāgīśvarī  Karṇāṭa 4. Aḍḍāṇa Karṇāṭa 5. Sāhānā Karṇāṭa 6. Pūriyā Karṇāṭa 7. 

Mudrikā Karṇāṭa 8. Gārā Karṇāṭa 9. Husenī Karṇāṭa 10. Kāfi Karṇāṭa 11. Soraṭī Karṇāṭa 12. 

Khambāvatī Karṇāṭa 13. Karṇāṭa Gauḍa 14. Karṇāṭa.  

 

वागीश्वरी 
िरवप्रर्ाख्र्मेलाच्च वागीश्वरी मता र्बुधैिः | 

आरोिणे पिीनं स्र्ात ्प्रततलोमे समग्रकम ्||८७|| 
According to learned Vāgīśvarī which is originated from Kāfi Mela is having Pañcama Varjita 

and Āroha and Sampūrṇa in Avaroha.  

 

मध्र्मो तनस्श्चतो वादी संवादी षड्ज ईररतिः | 
अल्पत्वं पंचमे प्रोकं्त ववलोमे तहद्वदां मते ||८८|| 

Madhyama is its Vādi Svara and Ṣaḍja is Saṃvādi. According to learned Pañcama is rarely 

used in Avaroha.  

 

लंघनं पंचमस्र्ैव कैस्श्चल्लक्ष्रे् समगिततम ्| 
संर्ोगतो र्तस्तस्र् धनाचर्ंगस्र् संभविः ||८९|| 
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In Current music, Pañcama is seen completely Varjita at some places. Hence, it is said to be 

mixed with Aṅga of Dhanaśrī.  

 

त्र्के्त तु पंचमे सद्यो ग्रंिोक्ता रागगणी भवेत ्| 
पवस्जतता मध्र्मांशा श्रीरंजनीततनाभमका ||९०|| 

When Pañcama is Varjita, it immediately becomes Vāgīśvarī as said in treatises. When Pa is 

Varjita and Madhyama is Aṃśa it becomes Śrī Rañjanī.  

 

दाक्षिणात्र्मते त्वेषा रीततगौडाव्िर्ा स्वर्म ्| 
वागीश्वरी मते तेषां मुखारीमेलसंभवा ||९१|| 

According to southern music this is known as Rītigauḍa, according to them Vāgīśvarī is 

originated from Mukhārī Mela.  

 

ग्रंिेषु केषुगचद् र्दष्टा वागीश्वरी हद्वगा पुनिः | 
अनुलोमे गतीव्रैव प्रततलोमे गकोमला ||९२|| 

In some treatises Vāgīśvarī having both the Gas, Tīvra Ga in Āroha and Komala Ga in Avaroha 

is found.  

 

अद्यावप तनपुणा लक्ष्रे् तीव्रगस्र् लवं क्वगचत ्| 
प्रच्छन्नं दशतर्ंतस्ते लक्षिता नैव संशर्िः ||९३|| 

There is no doubt that in Lakṣya little touch of Tīvra Ga is taken by expert musicians even 

today.  

 

धनाश्रीकानडार्ोगाद्वागीश्वरी सुकीतततता | 
रागतरंगगणीग्रंिे लक्ष्रे् तिातत संगतम ्||९४|| 

In Rāga Taraṅgiṇī Grantha Vāgīśvarī is said to be originated by the combination of Dhanaśrī 

and Kānaḍā that is also accepted in Lakṣya.  

 

हटप्पणी 
र्बिुषु कानडाख्रे्षु भेदेषु तेषु तनस्श्चतम ्| 

मतानैक्र् सदा र्दष्टं ववतंडामूलकं भशृम ्||९५|| 
According to learned to see similarity in all these types of Kānaḍā s is seem to be a root or 

cause of controversy.  

 

प्रार्िः धगौ स्वरावेव सवतत्र वादकारणम ्| 
केवलं लक्ष्र्मार्दत्र् भवेत्तत्र प्रवततनम ्||९६|| 

Generally Svaras Dha and Ga are the cause of dispute everywhere, only by taking the support 

of Lakṣya style it is become popular.  
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तनरिरा गार्कास्ते रागव्र्ाख्र्ातनरुपणे | 
अवश्र्मेव नो शक्तािः सवतसंभ्रमकारकािः ||९७|| 

The singers not aware of Śāstras may certainly not be able to remove all the doubts in the 

narration of definition of Rāgas.  

 

त्रत्रश्वंगेषु ववभक्तास्ते रागािः काफीसमुिवािः | 
स्िूलर्दष्ट्र्ा ववभागस्ते भवेर्ुर्ुतक्तक्तसंगतािः ||९८|| 

The Rāgas originated from Kāfi, and divided in three parts. And these divisions are appropriate 

from physical point of view.   

 

काफर्ंगं प्रिमं तत्र कानडांगं हद्वतीर्कम ्| 
सारंगांगं ततृीर्ं स्र्ाहदतत मततमतां मतम ्||९९|| 

The learned are of opinion that the first division has Kāfi, second Kānaḍā and third Sāraṅga as 

Aṅga. 

 

काफी धानी सैन्धवी च धनाश्रीश्च पलाभसका | 
वपल्वाख्र्ाद्या मतास्तज्ज्ञै रागािः काफर्ंगमंक्तडतािः ||१००|| 

According to learned the Rāgas Kāfi, Dhānī ,Saindhavī ,Dhanaśrī , Bhīmapalāsikā, Pīlu  etc. 

are having Kāfi  as Aṅga Mela. 

 

अडाणिः सािना सूिा सुघ्रार्ीस्र्ाद्धुसेतनका | 
सारंगस्र्ोपभेदाश्च सारंगांगववभूवषतािः ||१०१|| 

Aḍāṇa, Sāhānā, Sūhā, Sughrāyī, Husenīkā and subdivision of Sāraṅga are adorn with Aṅga of 

Sāraṅga.  

 

 कानडांगा मतािः केगचन्मल्लारस्र्ोपभेदकािः |  
सारंगांगािः केगचदन्रे् रे् तदंगेन शोभभतािः ||१०२|| 

According to some the subdivisions of Mallāra are having Kānaḍā Aṅga, and according to 

some others they are having Sāraṅga Aṅga.  

 

अड्डाणिः 
काफीमेलसमुितूो रागो अड्डाणो मतिः पुनिः | 

तारषड्जांशकन्र्ासो मध्र्रात्र्र्ुगचतस्तिा ||१०३|| 
Rāga Aḍḍāṇa, having Tāra Ṣaḍja as Aṃśa Svara and Nyāsa Svara, and sung at mid night, is 

originated from Kāfi Mela. 

 

कणातटस्र्ववशेषोऽर्ं प्रार्ो लक्ष्रे् समीररतिः | 
तारस्िानववगचत्रिः संन्नूनं रक्तक्तप्रदो नणृाम ्||१०४|| 
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Generally, In Lakṣya Saṅgīta this Rāga is narrated as a speciality or peculiarity of Karṇāṭa. 

The varieties of Tāra Saptaka Svaras entertain the people.  

 

दौर्बतल्रे् धगर्ोरत्र सारंगे भ्रास्न्तरुिवेत ्| 
गांधारस्र् समावेशे तदंगं दरूतां व्रजेत ्||१०५|| 

As Dha and Ga are feeble here, it creates the impression of Sāraṅga. But as Gāndhāra is used 

here that Aṅga is also removed.  

 

व्र्स्तत्वं मध्र्मे तनष्ठं भवेत्सूिाप्रदशतकम ्| 
तत्र कणातटपूवांगं सुव्र्कं्त नात्र तत्पुनिः ||१०६|| 

Profound use of Ma exhibit Sūhā Rāga. But in that (Sūhā) the Pūrvāṅga of Karṇāṭa is nicely 

presented, which is not found here (Aḍḍāṇa). 

 

गांधारस्र् समार्ोगे सूरदास्र्प्र्संभवा | 
न सारंगो न कोऽप्र्न्र् एतल्लक्शणलक्षितिः ||१०७|| 

When Gāndhāra is connected Rāgiṇī Sūradāsī is also not possible. Neither Sāraṅga nor any 

other Rāga is found having this characteristic.  

As this Rāga include.  

 

मेघश्च मध्र्माहदश्च रूपकेऽस्स्मस्न्नर्ोस्जतौ | 
इतत केगचत्तकत र्ंतत लक्ष्र्लिणकोववदािः ||१०८|| 

Some scholars of Lakṣya style, suspect that in this formation Rāga Meghaa and Rāga 

Madhyamādi with Ma are used.  

 

िुसेनीसंतनभं रूपमेतिातत र्तो जने | 
अडाणे स्र्ान्मतं कैस्श्चत्कोमलत्वं नु धैवते ||१०९|| 

As Komala Dha is used in Aḍḍāṇa some people find it as a formation near to Husenī.  

 

सािाना 
िरवप्रर्ाह्वमलेाच्च सािानोत्पवत्तरीररता | 

आधुतनकं रूपमेतत्पांशकं गुणणसंमतम ्||११०|| 
Sāhānā is said to be originate from Harapriya Mela, according to learned this modern form is 

having Pa as Aṃśa.   

 

रात्रत्रगेर्ा रागीणीर्ं मन्र्ते लक्ष्र्वत्मततन | 
अडाणाख्र्स्र् सामीप्र्मप्र्स्र्ा र्बिुसंमतम ्||१११|| 

In Lakṣya style this Rāgiṇī is believe to be sung at night. And many have agreed its near to 

Aḍḍāṇa. 
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धैवतस्र् प्रर्ोगोऽत्र ववलोमे िम्र्ते मनाक् | 
तेन व्र्क्ता भवेत्तस्र्ा अडाणाख्र्ात्पुनभभतदा ||११२|| 

Little use of Dhaivata in Avaroha (is pardonable), in this Rāgiṇī which expresses that it is 

different from Aḍḍāṇa.  

 

उपस्स्ित्र्ा गस्वरस्र् किं सारंगसंभविः | 
आरोिणे त्र्क्तधेन काफर्ाहदका तनवाररतािः ||११३|| 

As Gāndhāra is used here how can it be Sāraṅga? Kāfi etc. can also not be as Dhaivata is 

Varjita in Āroha.  

 

प्रततरूपं हदवा तस्र्ािः सुघ्राईनाभमका भवेत ्| 
गीतवैगचत्र्र्मेवैतहद्वदग्धप्रततपाहदतम ्||११४|| 

During the day Sughrāī is said to be the image of this Rāga. Scholars have considered it as a 

variety of song.   

 

कानडार्ािः प्रभेदोऽर्मंगीकृतो र्तो र्बुधैिः | 
प्रर्ोगो गधर्ोश्चावप नैवोदे्वगकरो भवेत ्||११५|| 

As this is accepted as the type of Kānaḍā by scholars, the use of Ga and Dha is not harmful 

here.  

 

दरर्बारमेघर्ोश्च संभमश्रणाहदर्ं भवेत ्| 
उितूा रागगणीत्र्ािुिः केगचद्गानववशारदािः ||११६|| 

According to some scholar musicians, this Rāgiṇī is has occurred by the combination of 

Darabāra and Megha.  

 

िुसेनी 
काफीमेले मता तज्जै्ञिुतसनेी रागगणी स्वर्म ्| 
सािाद्यावतनकं रूपं प्रभसद्धं लक्ष्र्वत्मततन ||११७|| 

Rāgiṇī Husenī is said to be originated from Kāfi Mela by learned. In Lakṣya style it is popular 

as an actual Yavana form.  

 

उत्िानं स्र्ान्मध्र्मेन र्िाड्डाणे पुरोहदतम ्| 
प्राचुर्ातत्कानडांगस्र्ह्यडाणािेदमितरे्त ्||११८|| 

As it is previously said in Aḍḍāṇa it starts with Madhyama, but due to predominance of Aṅga 

of Kānaḍā, it is proper to separate it with Aḍḍāṇa.  

 

अडाणो मेघराजश्च िुसेनी सािना सुिा | 
सुघ्रार्ीसूरमल्लारौ सारंगांगा इमे मतािः ||११९|| 
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Rāgas Aḍḍāṇa, Megha, Husenī, Sāhānā, Sūhā, Sughrāyī, and Sūramallāra are possessing or 

having the Aṅga of Sāraṅga.  

 

तारषड्जस्र् वैगचत्र्र्ं र्बिुशे्वतेषु लक्षितम ्| 
प्रामाण्र्ं गधर्ोर्ुतक्त केवलं भेददशतकम ्||१२०|| 

Many scholars have found the varieties of Tāra Ṣaḍja in these Rāgas. Only the evidence of 

tuning of Ga and Dha shows the difference.  

 

ग्रंिे सारामतृे पूणात िुसेनी सार्मीररता | 
काफीमेले प्रगेर्ा तहद्वचार्ं सुववचिणैिः ||१२१|| 

In Sārāmṛta Gārā nth sung in Kāfi Mela Rāgiṇī Husenī is said to be Sampūrṇa, and should be 

sung in the evening. It should be thought over by learned.  

 

तुरुष्काद्या मता तोडी िुसेनी सोमसूररणा | 
भैरवी मेलजा पूणात संगवे गांशमंहदता ||१२२|| 
काफीमेलोस्त्िता जे्ञर्ा िुसेनीकानडा स्वर्म ्| 

िुसेनीतोक्तडकाप्रे्कस्तोडीभेद इतत स्फुटम ्||१२३|| 
Husenī Kānaḍā should be known as originated from Kāfi Mela, Husenī Toḍika is also one type 

of Toḍi.  

 

िुसेनीकानडा ख्र्ाता रात्रत्रगेर्ा सदा र्बुधैिः | 
िुसेनीतोक्तडकाप्र्ुक्ताप्रातगेर्ा सुतनस्श्चतम ्||१२४|| 

According to Learned Husenī Kānaḍā is sung at night where as Husenī Toḍika is sung in the 

morning.  

 

रागलक्ष्माभभधे ग्रंिे िुसेनी कीतततता पुनिः | 
आरोिणे सुसंपूणातप्र्वरोिे तनवस्जतता ||१२५|| 

In a book Rāga Lakṣma, Husenī whichis Sampūrṇa in Āroha and having Ni Varjita in Avaroha 

is also narrated.  

 

नार्कीकानडिः 
काफीमेलसमुत्पन्नो नार्कीकानडो मतिः | 

षाडवो धैवतत्र्क्तो लक्ष्र्ाध्वतन समीक्षितिः ||१२६|| 
In Lakṣya style, Nāyakī Kanad of Śāḍava type, and having Dhaivata Varjita, is originated from 

Kāfi Mela.  

 

पूवांगे स्र्ात्सुिार्ोगिः सारंगस्र्ोत्तरांगके | 
मध्र्मो तनस्श्चतो वादी षड्जोऽमात्र्तनभिः स्वर्म ्||१२७|| 
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There is combination of Sūhā in Pūrvāṅga and Sāraṅga in Uttrāṅga. Madhyama is Vādi and 

Ṣaḍja is Saṃvādi.  

 

देवशाखस्तिा सूिा कौभशको नार्की ततिः | 
सारंगांगा र्तो ग्राह्या अवश्र्ं गल्पका उत ||१२८|| 

Devaśākha, Sūhā, Kauśika and Nāyakī, are considered as Aṅga of Sāraṅga    because Ga is 

rarely used.  

 

धकोमलं सुसंपूण ंविरूपं तिैव च | 
अप्रे्नं तनहदतशंत्रे्के न तल्लक्ष्रे्ऽत्र र्ुज्र्ते ||१२९|| 

Some also point out this Rāga as Sampūrṇa having Vakra formation and Dha as Komala but 

none of these characteristics are not used in Lakṣya.   

 

वागीश्वरी तिा कौंसी भमभलतेऽस्स्मन्र्िोगचतम ्| 
इतत केगचस्न्नणरं्ंतत गीतशास्त्रववशारदािः ||१३०|| 

Some scholar musicians’ singers are of opinion that in this Rāga Vāgīśvarī and Kauṃsī are 

proposenately combined.  

 

कौभशककानडिः 
िरवप्रर्ाख्र्मेले स्र्ात ्कणातटिः कौवषकाभभधिः | 
संपूणो मध्र्मांशश्च मुक्तमध्र्ममंक्तडतिः ||१३१|| 

A Karṇāṭa Rāga named Kauśika is originated from Harapriya Mela, it is Sampūrṇa adorn by 

Mukta Madhyama, and has Madhyama as Aṃśa.  

 

रागस्र्ास्र्ापरं रूपं पूवतमेव मर्ोहदतम ्| 
इतत तत्किनं चात्र केवलं स्र्ास्न्नरितकम ्||१३२|| 

Another form of this Rāga is already narrated by me previously hence it is useless to narrate it 

again here.  

 

संगततमतधर्ोिः प्रार्ो ववगचत्रा रागदभशतनी | 
ततै्रव स्र्ास्न्नश्चरे्न मल्लार्गंतनवारणम ्||१३३|| 

Generally, the tuning of Ma and Dha creates varieties of Rāga and certainly discriminates 

Mallāra.  

 

कानडार्ा ववशेषोऽर्ं र्तिः सवतसुसंमतिः | 
तदंगतो भवेद्गानं नूनं नैव ववसंगतम ्||१३४|| 

As this is accepted as the varity of Kānaḍā, it is not unharmonious to sing it using it as a its 

part.  
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सुिा 
मेलात्कणातहटकाख्र्ाच्च सुिोत्पवत्तिः प्रकीततततािः | 
आरोिे चावरोिेऽवप धैवतो वस्जततस्वरिः ||१३५|| 

The popular Rāga Sūhā is originated from Karṇāṭa Mela (Kāfi) which has Dha Varjita in both 

Āroha  and Avaroha.  

 

मध्र्मिः संमतो वादी संवादी षड्जनामकिः | 
गानं समीररतं लोके हद्वतीर्प्रिरेहदने ||१३६|| 

In this Rāga Madhdhyama is Vādi and Saṃvādi is Ṣaḍja, its singing time is second Prahara of 

the day.  

 

र्द्यप्र्ुत्तरभागे स्र्ारपूं सारंगसंतनभम ्| 
पूवांगे व्र्क्तगांधारिः कुर्ातत्तस्र् तनवारणम ्||१३७|| 

Even though the formation of Uttrāṅga of This Rāga is similar to Sāraṅga, but as Gāndhāra 

is used in Pūrvāṅga, it removes Sāraṅga.  

 

ववस्श्लष्टत्वं मध्र्मस्र् नूनं स्र्ारक्तक्तदार्कम ्| 
तनपर्ोिः संगततन्र्ातसिः समीचीनो हि मस्वरे ||१३८|| 

The variety of Ma in this Rāga is indeed very pleasant and the tuning of Ni and Pa, and Nyāsa 

on Madhyama are also suitable.  

 

दरर्बारमेघर्ोश्च भमश्रणाहदर्मुिवेत ्| 
वदस्न्त पंक्तडतािः केगचल्लक्ष्र्लिणकोववदािः ||१३९|| 

According to some Lakṣya scholars this Rāga is originated from the combination of Darabāra 

and Megha.  

 

र्िाड्डाणो मतो रात्र्र्ां तिैवेषा मता हदवा | 
अत्र सारंगपूवांगं तत्र चांत्र्ं सुलक्षितम ्||१४०|| 

As Aḍḍāṇa is sung at night, similarly Sūhā is sung during the day. In Aḍḍāṇa Pūrvāṅga of 

Sāraṅga is there whereas in Sūhā, Uttrāṅga is seen.   

 

सारंगस्र् प्रकारेषु भवेद्गस्र् वववजतनम ्| 
न तत्कणातटभेदेषु ततस्ततित्पररस्फुटा ||१४१|| 

In the varieties of Sāraṅga, Gāndhāra is always Varjita, but in Karṇāṭa it is not the same. 

Hence the difference between Aṅga of Sāraṅga and Karṇāṭa becomes clear.  

 

सुघरार्ी (सुघराई) 
िरवप्रर्ाख्र्मेले च सुघरार्ीसमाह्वर्ा | 
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आरोिेधैवतोनाऽसौ हद्वतीर्प्रिरे हदने ||१४२|| 
Sugharāyī is originated from Harapriya Mela, in its Āroha Dha is Varjita and is sung during 

the second Prahara of day.  

 

स्र्ातां संवाहदनावत्र स्वरौ सपौ सतां मते | 
कणाततस्र्ैव भेदोऽर्ं सारंगांगववभूवषतिः ||१४३|| 

In this Rāga Sā is Vādi and Pa is Saṃvādi. This Rāga having the Aṅga of Sāraṅga is one type 

of Karṇāṭa.  

 

सािाना रात्रत्रगेर्ोक्ता गेर्ैषा तनत्र्शो हदवा | 
र्िाऽड्डाणो मतो रात्र्र्ां हदनगेर्ा पुनिः सुिा ||१४४|| 

As Sāhānā is said to be sung at night, and this (Sugharāyī) is sung during the day. Similarly, 

Aḍḍāṇa  is sung at night and Sūhā is sung during the day.  

 

वागीश्वरीमध्र्माहदमेलनेऽस्र्ा भवेज्जनुिः | 
इतत केगचद्वदंतीि लक्ष्र्लिणकोववदािः ||१४५|| 

Some scholars of Lakṣya Saṅgīta say that this Rāga is originated from the Rāgas Madhyamādi 

and Vāgīśvarī.   

 

अड्डाणिः कानडश्चावप वनृ्दावनस्तिैव च | 
भमलन्त्र्त्र र्िान्र्ार्मपरेषां मतं स्त्वदम ्||१४६|| 

According to some scholars Rāga Aḍāṇa, Kānaḍā, and Vṛndāvana are joined or used at proper 

place when needed.  

 

प्राचीनं रूपमप्रे्तदवश्र्ं रक्तक्तदार्कम ्| 
तरंगगण्र्ाहदषु व्र्कं्त र्दश्र्ते लिणास्न्वतम ्||१४७|| 

In Rāga Taraṅgiṇī the ancient or original and pleasant formation of this Rāga possessing the 

all the characteristics or same features is seen.    

 

सूिार्ां धैवताभावो वनृ्दावने न गस्वरिः | 
तारषड्जववगचत्रिः सन्नडाणोऽवप धकोमलिः ||४८|| 

In Sūā Dhaivata is Varjita awhereas in Vṛndāvana Gāndhāra is Varjita. Eventhough Aḍḍāṇa 

has a variety of Tāra Ṣaḍja, Dha is Komala.  

 

देशाख्र्िः (देवशाखिः) 
िरवप्रर्ाख्र्मेलाच्च जातस्तत्र सुनामकिः | 

देशाख्र् इतत ववख्र्ातो रागिः सवतजनवप्रर्िः ||१४९|| 
Deśākhya, the popular and favourite Rāga of musicians is originated from Kāfi Mela.  
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समर्ोरेव संवादो दौर्बतल्र् धगर्ोस्तिा | 
कानडामेघसंर्ुकं्त स्वरूपं र्बुधसंमतम ्||१५०|| 

In this Rāga Sā is Vādi and Ma is Saṃvādi, and Dha and Ga are rarely used. The combined 

formation of Kānaḍā and Megha is accepted by learned.  

 

धैवतस्र् पररत्र्ागं केगचदािुिः समूलकम ्| 
प्रच्छादनं तत्स्वरस्र् ववभशष्टरक्तक्तदार्कम ्||१५१|| 

According to some Dhaivata is totally discarded here and disappearance of this Svara is indeed 

pleasant.  

 

आंदोलनं गस्वरे स्र्ान्न्र्ासो मे रुगचरिः पुनिः | 
काररे्त्सवतश्रोतणृां सूिार्ािः शंकनं स्वर्म ्||१५२|| 

Swing on Ga Svara and Nyāsa on Ma is very charming which itself removes the doubt of 

audience regarding Sūhā.  

 

देवशाख इतत ख्र्ातो गीर्ते लक्ष्र्वत्मततन | 
प्रातिःकाले सदा प्रज्ञैिः सारंगांगेन मंक्तडतिः ||१५३|| 

In Lakṣya style this Rāga is known by name Devaśākha and it is always sung in the morning 

with the Aṅga of Sāraṅga by the learned.  

 

ग्रंिे सारामतृे तत्र हद्वगांधारप्रर्ोजनम ्| 
तिा ररवजतनं भशष्टं न तल्लक्ष्रे्त्र संमतम ्||१५४|| 

In Sārāmṛta Grantha this Rāga is having both Gāndhāra and Ṛṣabha is Varjita but this type 

of formationnis not found in current style.  

 

हटप्पणी 
सवेष्वेतेषु रूपेषु मपर्ोिः पररवजतनम ्| 

न चानुमोहदतं नैव स्मरणाितभमदं सदा ||१५५|| 
In all these formations the absence of Ma and Pa is not approved or accepted or nor even 

remembered.  

 

तनपर्ोिः संगततिः प्रार्िः सवतगतोत्तरंगके | 
तिैव मगर्ोिः प्रोक्ता र्त्र शक्र्ा तु पूवतके ||१५६|| 

Generally the tuning of Ni and Pa is shown in the Uttrāṅga of all Rāgas. similarly, the tuning 

of Ma and Ga is said  in the Pūrvāṅga where ever it is possible.  

 

गौणत्वं धैवते र्दष्टं रात्रत्रगेरे्षु मुख्र्शिः | 
गांधारांदोलनं तनत्र्ं ववलोमे मररसंगततिः ||१५७|| 
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Generally in Rāgas sung during night there is minority or rare use of Dha, always having swing 

on Ga and tuning of Ma and Re in Avaroha. 

 

अडाणिः सािना नकं्त िुसेनी नार्की र्हद | 
सुिा सुग्रातर्का कौंसी देवशाखस्तिा हदवा ||१५८|| 

As Aḍḍāṇa, Sāhānā, Husenī and Nāyakī are Rāgas sung at night, similarly Sūhā, Sugharāyī, 

Kauṃsī and Devaśākha during the day.  

 

र्िोगचतप्रमाणेन धगर्ोस्तत्र तनणतर्िः | 
इतत तत्वं सुप्रभसद्धं स्मरणीर्मितनतशम ्||१५९|| 

There use of Dha and Ga should be decided as per rule, this well-known fact should be always 

remembered.  

 

गररसेतत समासेन प्रत्र्ििः कानरो भवेत ्| 
तस्न्नवतृ्त्र्ितमािुस्ते गमररसेतत संगततिः ||१६०|| 

By combining Ga Re and Sā it practicaly becomes Kānaḍā. To avoid it the tuning of Ga Ma 

and Re is used.  

 

िरवप्रर्ाख्र्मेलाच्च मेघमल्लारनामकिः | 
सुधीभभतनतस्श्चतो तनत्र्ं षाडविः सांशकिः पुनिः ||१६१|| 

The Rāga named Meghamallāra is originated from Harapriya Mela, which is always of 

Śāḍava type, and having Sā as Aṃśa as decided by learned.  
आरोिे चावरोिे स्र्ाद्गांधारस्र् सुगोपनम ्| 

आन्दोलनं समाहदष्टं ररषभे रक्तक्तदार्कम ्||१६२|| 
There is absence of Gāndhāra in Āroha and Avaroha and the swing taken on Ṛṣabha is very 

melodious.  

 

केचुदपुहदशंत्र्त्र धगर्ोिः पररवजतनम ्| 
रे्न स्र्ात्प्रकटं सद्यिः सूरदासीप्रभेदनम ्||१६३|| 

According to some scholars Dha and Ga are Varjita here, which clearly distinguishes it from 

Sūradāsī.   

 

सूरदासी प्रेर्सी र्त ्सारंगांगा ववशेषतिः | 
सुर्ुकं्त मे मते नूनं ततै्रव धगलंघनम ्||१६४|| 

In the Rāgiṇī Sūradāsī and Preyasī specialy having Aṅga of Sāraṅga, Dha and Ga should be 

Varjita according to me.  

 

प्रभसद्धो धगवजोऽवप रागो लक्ष्रे् न संशर्िः | 
तते्रषद्धस्र् र्ोगेन सूरदासी ववभभद्यते ||१६५|| 
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No doubt the Rāgas devoid of Dha and Ga is also popular. There with the little touch of Dha 

Sūradāsī is differciated.   

 

मध्र्मार्दषभे पातो मेघे स्र्ारागवाचकिः | 
अवश्र्ं भशिणीर्ोऽसौ नव्र्भशिागितभभिः सदा ||१६६|| 

The Pāta on Ṛṣabha from Madhyama in Megha identifies the Rāga. This must be known by 

the new learners.  

 

गम्भीरप्रकृती रागो ववलंत्रर्बतलर्ोद्धृतिः | 
उत्तालस्वरसंगीतो वषातसु जनरे्त्सुखम ्||१६७|| 

This Rāga having Gambhīra Nature and Vilambita Laya, when sung with Tāla and Svara 

during rainy season creates delightful atmosphere. 

 

सूरमल्लारिः 
काफीमेलसमुत्पन्निः सूरमल्लारनामकिः | 

तनभमततिः सूरदासेनेत्र्ािुलतक्ष्र्ववदो जनािः ||१६८|| 
Rāga Sūramallāra originated from Kāfi Mela is said to be composed by Sūradāsa according 

to Lakṣya scholars.  

 

आरोिे चावरोिेऽवप धगर्ोगोपनं मतम ्| 
समर्ोरेव संवादिः व्र्स्तत्वं मद्यमस्र् तत ्||१६९|| 

In this Rāga Dha and Ga are supposed to be lost in both Āroha and Avaroha. Sā is Vādi and 

Ma is Saṃvādi and is freely used here.  

 

दौर्बतल्र्ाद्धगर्ोनूतनं सारंगांगस्र् संभविः | 
अतिः स्पशो मतो धस्र् र्बाधको न पुनमतनाक ||१७०|| 

There is a possibility of Aṅga Sāraṅga in this Rāga as Dha and Ga are rarely used. Hence the 

little touch of Dha is not harmful.  

 

मध्र्मार्दषभे पातिः सोरटीं दशतरे्द्यहद | 
अभावो धैवतस्र्ैव तदंगं दरूतां नरे्त ्||१७१|| 

If Pāta on Ṛṣabha from Madhyama shows resemblance to Soraṭī Rāga. Then the absence of 

Dha removes this confusion also.  

 

सुिानाम्न्र्ां तिाऽड्डाणे गांधारस्र् र्तो ववगधिः | 
तरपूर्ोिः प्रभभन्नत्वे नो स्र्ात्कस्र्ावप संशर्िः ||१७२|| 

As per rule, one should not have any doubt regarding the difference of formation of Gāndhāra 

in Sūhānā and Aḍḍāṇa.  
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मल्लारो मध्र्माहदश्च भमगश्रतावत्र रूपके | 
इतत लक्ष्र्ववदां तावन्मतं भातत सुसंगतम ्||१७३|| 

The opinion of Lakṣya scholars that in this formation Mallāra, and Madhyamādi are combined 

seems to be appropriate.  

 

मीर्ांमल्लार 
िरवप्रर्ाभभधे मेले जार्ते ववर्बुधवप्रर्िः | 

मीर्ांमल्लारनामाऽसौ वषातसु सुखदार्किः ||१७४|| 
Mīyāṃ Mallāraa the favourite Rāga of Musicians is originated from Kāfi Mela, its singing in 

rainy season is very charming.  

 

संवाहदनौ सपौ प्रोक्तौ गांधारे दोलनं शुभम ्| 
तनधर्ोरेव संर्ोगािवेरागस्र् मंडनम ्||१७५|| 

Sā and Pa are Vādi and Saṃvādi, swing on Gāndhāra is very charming, and this Rāga is 

adorned by the tuning of Ni and Dha.  

 

मंरस्िानगतं गानं सवेषां हृदर्ंगमम ्| 
ववलस्म्र्बतलर्ालापो नूनमाकषतरे्न्मनिः ||१७६|| 

Singing of this Rāga in Mandra Svara is very ravishing and who is not delighted by the Ālāpa 

taken in Vilambita Laya.  

 

तनषादद्वर्संर्ोगिः स्वतंत्रो रागवाचकिः | 
प्रच्छन्नधैवतिः कुर्ातद्बािारस्र्ापवारणम ्||१७७|| 

The use of both Niṣāda independently identifies this Rāga. Possibility of Bāhāra is removed 

by hiding Dhaivata. 

 

कंप्रगांधारके स्पष्टिः कणातटो व्र्ंस्जतो भवेत ्| 
मध्र्मार्दषभे पातो मल्लार्गंं सुतनणतरे्त ्||१७८|| 

The Aṅga of Kānaḍā is expressed by vibrating Gāndhāra, Pāta on Ṛṣabha   from Madhyama 

clarifies the Aṅga of Mallārī.  

 

कणातटगौडसंर्ोगाद्यदर्मुस्त्ितो मतिः | 
प्रशस्तो मध्र्मो व्र्स्तो तनपर्ोिः संगततिः सदा ||१७९|| 

If it is believed to be originated by the combination of Karṇāṭa Gauḍa then the free use of Ma 

and tuning of Ni and Pa is always favourable.  

 

मध्र्माहदिः (मध्र्मावती) 
काफीमेलसमुत्पन्ना मध्र्माहदिः प्रकीततततािः | 
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व्र्विारे मता तनत्र्मौडवा धगवस्जतता ||१८०|| 
Rāga Madhyamādi is originated from Kāfi Mela. It is always of Oḍava Jāti   and Dha and Ga 

are Varjita when it practicaly used.  

 

स्वीकृतो ह्युपभेदोऽर्ं सारंगस्र्ैव सवतिा | 
गानं चाभभमतं नूनं मध्र्ािे सवतरक्तक्तदम ्||१८१|| 

This is accepted as the type of Sāraṅga in all the way and its singing during afternoon is very 

pleasant.  

 

ऋषभस्र्ात्र वाहदत्वं लक्ष्रे् लोकसुसंमतम ्| 
तनषादस्र्ावप तत्प्रोक्तमिोर्बलमनीवषणा ||१८२|| 

In Lakṣya the Vāditatva of Ṛṣabha is accepted here according Paṇḍita  Ahobala  over and above 

this Niṣāda  is also Vādi here.  

 

र्बिुलत्वं ररस्वरस्र् ज्ञात्वा हदनेऽपवादकम ्| 
ववकल्पेन तनषादस्र् कदागचत्स्र्ात ्प्रसूगचतम ्||१८३|| 

On knowing the predominance of Re Svara during the day he might have indicated the 

exception of Niṣāda optionaly.  

 

उत्तरांगे समाहदष्टा तनपर्ोिः संगततिः वप्रर्ा | 
मध्र्रात्रत्रप्रगेरे्षु कणातटेष्वप्र्सौ तिा ||१८४|| 

The tuning of Ni and Pa in Uttrāṅga is said to be charming. In Rāga Karṇāṭa which are sung 

during night it is also the same.  

 

प्रकारा र्बिवो लक्ष्रे् सारंगस्र् समीररतािः | 
तत्रावप सुप्रभसद्धा रे् संगिृीता मर्ाऽत्र ते ||१८५|| 

In Lakṣya style many types of Sāraṅga are narrated but I have narrated only those which are 

popular.  

 

संवादीत्व ंतु भभन्नेषु स्वरेषु पररकल्पनात ्| 
तनभमतततरभभन्नरूपाणां संभवेहदतत मे मततिः ||१८६|| 

According to me the creation of different formation may be possible due to the setting of 

Saṃvāditva in different Svaras.  

 

हटप्पणी 
मध्र्ािे मध्र्रात्र्र्ां च सारंगांगं स्वतंत्रकम ्| 
तत्कालगेर्रूपेषु मिदै्वगचत्र्र्कारणम ्||१८७|| 

The independent formation of Sāraṅga, creates many varieties in the Rāgas sung during 

afternoon and at midnight.  
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सुिासुघ्रीमुखािः प्रोक्ता हदनगेर्ास्तदंगजािः | 
सािानाड्डाणकाद्यास्ते रात्रत्रगेर्ास्तिैव च ||१८८|| 

Sūhā and Sughrimukha sung during the day are said to be its Aṅga. Similarly Sāhānā and 

Aḍḍāṇa which are sung during night.  

 

वनृ्दावनी मध्र्माहदिः सारंगिः शुद्धपूवतकिः | 
सामंतो र्बडिंसश्च मीर्ांसारंगनामकिः | 

तिालंकादिनाख्र् एते भेदा र्बिुशु्रतािः ||१८९|| 
Many types like Vṛndāvanī, Madhyamādi, Śuddha Sāraṅga, Sāmanta, Baḍahaṃsa, Mīyāṃ 

Sāraṅga, etc. are also there.  

 

शुद्धसारंगिः 
िरवप्रर्ाह्ववमेले स्र्ाच्छुद्धसारंगसंभविः | 

आरोिे चावरोिेऽवप गांधारो वस्जततस्वरिः ||१९०|| 
Śuddha Sāraṅga originated from Harapriya Mela is having Gāndhāra Varjita in both Āroha 

and Avaroa.  

 

ररषभोऽत्र मतो वादी संवादी पंचमो भवेत ्| 
हद्वतीर्प्रिरे गानं सवतराक्तक्तप्रदं भवेत ्||१९१|| 

In this Rāga Ṛṣabha is Vādi and Pañcama is Saṃvādi. Singing of this Rāga during the second 

Prahara of the day is very delightful.  

 

धैवतस्र् प्रर्ोगोऽस्स्मन ्व्र्क्तो र्त्पररकीततततिः | 
मध्र्मादेिः प्रभभन्नत्वं स्फुटमेव न संशर्िः ||१९२|| 

As Dhaivata is clearly used here Śuddha Sāraṅga seems indeed different then Madhyamādi 

Sāraṅga.  

 

ग्रंिेषु दाक्षिणात्र्ानां गमौ तीव्रौ समीररतौ | 
न तल्लक्ष्रे् सुप्रतीतं र्तो न मे सुसंमतम ्||१९३|| 

In souther treatises Ga and Ma are said to be Tīvra, but it is not found in Lakṣya so I don’t 

agree with it.  

 

मध्र्मौ द्वौ तनषादो द्वौ पाररजाते समीररतौ | 
तदवप न र्तो र्दष्टं लक्ष्रे् न स्र्ात ्सुसंगत ||१९४|| 

In Saṅgīta Pārijāta, use of both Madhyama and both Niṣāda, may not be suitable hence is not 

found in Lakṣya style.  

 

केगचदत्र मतीव्रत्वं प्रकल्प्र् गानकोववदािः | 
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कामोदसंतनभं रूपं स्वतंतं्र मेतनरे धु्रवम ्||१९५|| 
Considering Ma as Tīvra some of the expert singer scholars think here that it is an independent 

formation like Kāmoda.  

 

तीव्रमध्र्मसंर्ुकं्त धगस्वरवववस्जततम ्| 
सूरसारंगनामानं केगचदन्रे् पुनजतगुिः ||१९६|| 

Moreover, according to some other scholar this is Rāga named Sūra Sāraṅga, having Dha and 

Ga Varjita and having Tīvra Ma.  

 

एवं मर्ा समाख्र्ाता मतभेदा अमार्र्ा | 
र्िार्ोग्र्ं ववमशृ्र्ैतान ्र्बधैुिः कार्तिः स्वतनणतर्िः ||१९७|| 

Thus I have honestly narrated here the types of Rāgas. Having ponder over it learned should 

take their decision.  

 

हटप्पणी 
सारंगे गधवजतत्वं मतं सामान्र्लिणम ्| 

तिावप च गवजतत्वं रागव्र्ंजनमीररतम ्||१९८|| 
Though it is a common principle that Ga and Dha are Varjita in Sāraṅga yet the Rāgas having 

Ga Varjita are presented here.  

 

तानसेनवप्रर्ा रागािः कानडांगेन मंक्तडतािः | 
शू्रर्न्ते र्ल्लिणं तत ्सारंगेऽवप सुसंगतम ्||१९९|| 

Rāgas adorn with the Aṅga of Kānaḍā are said to be favourite of Tānasena. This statement is 

suitable for Sāraṅga also.  

 

कनातटस्र्ैव मेलाच्च वनृ्दावन इतीररतिः | 
सारंगिः शोभनो रागिः सवतत्र गुणणसंमतिः ||२००|| 

Another Rāga called Vṛndāvana Sāraṅga, originared from Karṇāṭa Mela, is accepted by 

learned as a melodious Rāga.  

 

गधर्ोिः स्र्ात्पररत्र्ाग आरोिे र्बिुसंमतिः | 
धैवतस्र्ावरोिेऽसावीषत्स्पशो न र्बाधकिः ||२०१|| 

All have agreed that Ga and Dha are Varjita in Āroha and the little touch of Dhaivata in 

Avaroha is not harmful.  

 

ऋषभो तनर्तो वादी संवादी पञ्चमो भवेत ्| 
मध्र्मादौ तनषादे स्र्ादमात्र्त्वं सुसंगतम ्||२०२|| 

केगचद्वनृ्दावनेऽप्र्ािुतनतषादं तीव्रसंक्षज्ञतम ्| 



410 
 

र्तस्तस्र् सदैव स्र्ाल्लोके व्र्क्ता सुखं भभदा ||२०३|| 
In this Rāga Ṛṣabha is Vādi and Pañcama is Saṃvādi hence it’s singing is always melodious. 

In Madhyamādi Niṣāda is Saṃvādi according to some in Vṛndāvana Niṣāda is Tīvra.  

 

गधर्ोगोपनं लक्ष्रे् मुख्र्ं सारंगलिणम ्| 
र्िार्ोग्र्प्रमाणेन प्रार्िः सवतत्र लक्षितम ्||२०४|| 

In Lakṣya style the absence of Ga and Dha is said to be the main feature of Sāraṅga that is 

propossnately seen everywhere.  

 

मीर्ांकृतसारंगिः 
िरवप्रर्ाह्वरे् मेले मीर्ांसारंग उच्र्ते | 

अस्न्वष्टस्तानसेनेनेत्र्ािुलतक्ष्रे् ववचिणािः ||२०५|| 
In Lakṣya Saṅgīta, Rāga Mīyāṃ Sāraṅga, originated from Harapriya Mela, is composed or 

invented by Tānasen according to learned. 

 

र्तिः सारंगभेदोऽर्ं मित्व ंररस्वरे स्फुटम ्| 
मंरमध्र्स्वरैगीतो रके्तिः कुर्ातहद्ववधतनम ्||२०६|| 

Predominance of Re Svara clearly declares that it is a type of Sāraṅga. It is sung by Mandra 

and Madhya Svaras which makes it more pleasant.  

 

ईषद्धन्र्ोिः संगततिः स्र्ान्मंरे रागोपल्धरे् | 
मीर्ांमल्लाररकाच्छार्ा ततै्रव स्र्ात ्सुलक्षिता ||२०७|| 

For composing this Rāga little tuning of Dha and Ni in Mandra Saptaka is taken.This 

clearly shows that there is little impression of Mīyāṃ Mallāra.  

 

कानडिः सुवप्रर्ो रागस्तानसेनस्र् ववशु्रतिः | 
अत्रावप संगततस्तस्र् केषांगचत्संमता धु्रवम ्||२०८|| 

It is popular that Tānasena loved Kānaḍā Rāga very much. According to some scholars here 

also the tuning of Kānaḍā is accepted.  

 

र्ावतनकेषु रूपेषु हे्यतार्दशेषु तनत्र्शिः | 
केवलं लक्ष्र्मार्दत्र् सत्कार् ंतत्र वततनम ्||२०९|| 

 In such type of Yavana formations one should always act supporting only Lakṣya style.  

 

वनृ्दावने कोमलस्र् तनषादस्र्ैव लंघनात ्| 
प्रत्र्ििः संभवेिेदिः सुर्बोधोऽवप सतां मते ||२१०|| 

In Vṛndāvana there is varjana of Komala Niṣāda it clearly shows difference in Rāga according 

to learned.  
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धैवतस्र् समार्ोगे शुद्धसारंग नामकिः | 
सुभभन्नमाप्नुर्ारपूं तनदौर्बतल्र्ात्तिैव च ||२११|| 

By adding Dhaivata and feebleness of Ni another different formation named Śuddha Sāraṅga 

is obtained.  

 

कामोदांगेन ववख्र्ातिः सूरसारंगसंक्षज्ञतिः | 
न भेदं दशतरे्त्तीव्रमध्र्मेन स्वरेण क्रकम ्||२१२|| 

Does Rāga named Sūra Sāraṅga, which is popular by the Aṅga of Kāmoda not show the 

difference by the use of Tīvra Madhyama Svara.  

 

मध्र्मादौ ररधौ नस्त आरोिे चावरोिणे | 
पूणतिः स्र्ाल्लूमसारंग एवं भेदािः पररस्फुटािः ||२१३|| 

Thus, all types are narrated here and (Lūma) Sāraṅga is completed or clear here. In 

Madhyamādi Rāga Re and Dha are absent in Āroha and Avaroha.  

 

सुगार्नलिणम ्
रत्नाकरे, 

हृद्यश्दिः सुशारीरो ग्रिमोिववचिणिः | 
रागरागंगभाषांगक्रिर्ांगोपागंकोववदिः ||१|| 
प्रर्बन्धगानतनष्णातो ववववधालतप्ततत्वववत ्| 
सवतस्िानोच्चगमकेष्वनार्ासलसद्गततिः ||२|| 
आर्त्तकंठस्तालज्ञिः सावधानो स्जतश्रमिः | 

शुद्धच्छार्ालगाभभज्ञिः सवतकाकुववशेषववत ्||३|| 
अपारस्िार्संचारिः सवतदोषवववस्जततिः | 

क्रिर्ापरोऽजस्रलर्िः सुघटो धारणास्न्वतिः ||४|| 
स्फूजतस्न्नजतवनो िारररििःकृिजनोद्धुरिः | 

सुसंप्रदार्ो गीतजै्ञगीर्ते गार्नाग्रणीिः ||५|| 
 

According to learned the best singeres (गीतज्ञैगीयतेगायनाग्रणीोः) is that who is having sweet 

voice(हृद्यशब्दोः), can Naturally express the Rāga (सुशारीरो), Who knows the ten characteristics like 

Graha, Aṃśa etc. very well (ग्रिमोक्षद्ववचक्षणोः), who is well versed with Rāgāṅga, Bhashāṅga, 

Kriyāṅga, Upāṅga (रागरागंगभाषांगद्वक्रयांगोपांगकोद्ववदोः), who is expert in singing both ancient and current 

Rāgas (प्रबन्धगानद्वनष्ट्णातो), well versed in Ālapti (द्ववद्ववधालद्वप्ततत्वद्ववत्), who can easily sing Gamaka in all 

the three Saptakas, (सवपस्थानोच्चगमकेष्ट्वनायासलसद्गद्वतोः), having full control over his voice, knower of Tāla 

(आयिकंठस्तालज्ञोः), who can sing with concentration (सावधानो) who is beyond mental and physical 

fatigue (द्वजतश्रमोः), who is the knower of the types of Śuddha, Chāyālaga and Saṅkīrṇa 
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(शदु्धच्छायालगाद्वभज्ञोः), expert in expressing six types of Kāku (सवपकाकुद्ववशेषद्ववत्), expert in using 

innumerable variations of Sthāyī (अपारस्थायसंचारोः), who is faultless (सवपदोषद्वववद्वजपतोः), always engrossed 

in practice (द्वक्रयापरो), who can clearly express Laya (ऽजस्रलयोः), who can equally express Svara, 

Varṇa and Tāla (सुघटो), having deep knowdge of Rāgas (धारणाद्वन्वतोः), who can skilfully sing a 

Sthāyī  type named Nirjavana (स्फूजपद्वन्नजपवनो), who is always engrossed in beautiful or melodious 

singing with concentration (िारररिोःकृद्भजनोदु्धरोः), who has obtained knowledge from revered Pandits 

(सुसंप्रदायो). 

 

सदोषगार्नलिणम ्
संदष्टोदघुष्टसूत्काररभीतशंक्रकतकस्म्पतािः | 

कराली ववकलिः काकी ववतालकरभोद्वडािः ||६|| 
झोंर्बकस्तुंर्बकी विी प्रसारी ववतनमीलकिः | 
ववरसापस्वराव्र्क्तस्िानभ्रष्टाव्र्वस्स्ितािः ||७|| 
भमश्रकोऽनवधानश्च तिाऽन्र्िः सानुनाभसकिः | 
पंचववशंततररत्रे्ते गार्ना तनस्न्दता मतािः ||८|| 

Following 25 types of singers / singings are blamed. Singing with compressive teeth (संदष्टो), 

singing in harsh voice (उदघषु्ट), singing with nasal sound like su. (सूत्कारर), singing with fear of 

stage (भीत), singing with confusion (शंद्वकत), singing with shiver voice (कद्वम्पताोः), singing with 

extreme loud voice (कराली), singing with using more or less Śrutis  then expects (द्ववकलोः), singing 

with harsh voice (काकी), singing without Laya and Tāla (द्ववताल), singing with uplifting face and 

neck (करभोिडाोः), singing with sore throat (झोंबक), singing with blowing mouth (तुंबकी), singing with 

crooked mouth and neck (वक्री), singing with movements of hand and leg (प्रसारी), with closed 

eyes (द्ववद्वनमीलकोः), singing without sentiment द्ववरसा, singing using Varjya Svara (अपस्वरा), singing 

with unclear presentation (अर्वयक्त), not following the rules (स्थानभ्रष्टा), not in proper order 

(अर्वयवद्वस्थताोः), combining other Rāgas (द्वमश्रको), without attention (अनवधान), nasal tones (सानुनाद्वसकोः).  

 

सुशारीरलिणम ्
रागाभभव्र्क्तक्तशक्तत्वमनभ्र्ासेऽवपर्द्वनेिः (dhvaneh)| 

तच्छारीरभमतत प्रोकं्त शरीरेण सिोिवात ्||९|| 
The Natural ability to express Dhvani in different Rāgas is said to be a physical character as it 

is embodied with body.   

 

तारानुध्वतनमाधुर्तरक्तक्तगाम्भीर्तमादतवैिः | 
घनतास्स्न्नग्धताकांततप्राचुर्ातहदगुणैर्ुततम ्||१०|| 

तत्सुशारीरभमत्र्ुकं्त लक्ष्र्लिणकोववदैिः | 
अनुध्वानवविीनत्वं रुित्वं त्र्क्तरक्तक्तता ||११|| 
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तनिःसारता ववस्वरता काक्रकत्वं स्िानववच्र्ुततिः | 
काश्र् ंकाकत श्र्भमत्र्ाद्यैिः कुशारीरं कुदषूणैिः ||१२|| 

Sweetness in singing Tāra Saptaka, softness and defth of melody, density, tenderness, lustre, 

richness of sound is said to be the healthy characteristics by Lakṣya 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 (काश्यं) or harshness (काकप श्य) etc. are called evil qualities. 

 

प्रस्तुतसंगीतस्स्ितत 
अस्मत्संगीतं स्वार्त्तीकृतमभशक्षितैजतनैिः | 

अतोऽत्र दोषर्बािुल्र्ं स्वभावादपुलभ्र्ते ||१३|| 
Our music is autonomise or authorised by illiterate people hence Naturally many faults are 

found here.  

 

संगीतस्र् सुभशक्षितभशिकाभावतोऽधुना | 
तारतम्र्पररज्ञानसाधनं नवै ववद्यते ||१४|| 

Due to scarcity of literate professionals of music, no means or tool is found in the direction of 

knowing hierarchy.  

 

सम्र्क्तर्ाऽन्र्िा वैतदत एवाभभमन्र्ते | 
संगीतं मोहिनीरूपभमत्र्ािुिः सत्र्मेव तत ्||१५|| 

Otherwise, the opinion that music is very fascinating is correctly said. 

 

र्ोग्र्रसभावभाषारागप्रभतृतसाधनैिः | 
गार्किः श्रोतमृनभस तनर्तं जनरे्त्फलम ्||१६|| 

using the means like suitable sentiment, emotions, language, tune, etc. the singer generates / 

gets the Desired result in the mind of audience.   

 

अस्मदीरे्ष्वाधुतनकगार्केषु समंततिः | 
र्िोक्ततनर्मान ्ज्ञात्वा गार्न्तो ववरला जनािः ||१७|| 

Amongst modern singers like us there are very few singers who are singing according to 

appropriate rules in all the ways.  

 

भाषाऽव्र्क्ता िावभावािः प्रतीर्न्ते ववसंगतािः | 
व्र्स्ताशे्चस्टास्तिाऽऽिोशािः केवलं ककत शा मतािः ||१८|| 

The unexpressed emotions and gestures in language are seems to be inharmonious. Worst 

efforts and loud singing are said to be harsh.  

 

एतार्दग्गार्नान्न स्र्ात्पररणामो ह्यभीस्प्सतिः | 



414 
 

ततो िास्र्रसस्र्ैव केवलं स्र्ात ्समुिविः ||१९|| 
One does not get Desired result by such type of singing. Hence Hāsya sentiment is created 

(used).  

 

अि ंववना िावभावा वीररसस्र् रे् सदा | 
र्दश्र्न्ते गार्के तेभ्र्िः किं स्र्ादतु्तमं फलम ्||२०|| 

How can the singing of Vīra Rasa in which useless expressions and sentiments are seen, can 

give best result. 

 

अनुसतृ्र्ैव श्दाि ंध्वनेिः संिमणं भवेत ्| 
गार्कास्तार्दशा र्दष्टािः स्वपद्याि ंन रे् ववदिुः ||२१|| 

किमेते ववजानीर्ू रसभावरिस्र्कम ्| 
तिैव ते किं ववद्युिः संगीतस्वरसंिमम ्||२२|| 

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! 

 

उपसंिारिः 
भभद्यतेऽनेकधादेशी संगीतभमतत ववशु्रतम ्| 

र्र्ोिः कर्ोरवप भवेद्ग्रंिर्ोनैकवाक्र्ता ||२३|| 
 It is well known that Deśī Saṅgīta is different in various ways. Similarity is not found in any 

of these two treatises.  

 

अत एवाततकहठनं तार्दग्ग्रिंस्र् लेखनम ्| 
र्िः सवतत्रोपर्ुज्रे्त समभावेन केवलम ्||२४|| 

Hence, it is very difficult to right that type of book which can be equally used anywhere.  

 

नैव रव्र्ाजतनोदे्दशिः शंकनीर्ोऽत्र कश्चन | 
संगीतेष्टाध्वभशिाि ंर्त्नस्त्वेव मर्ा कृतिः ||२५|| 

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.  

 

नूनं पद्धत्र्नुगुणभशिणाभ्र्ासतिः सताम ्| 
आवश्र्कतर्ा तार्दग्ग्रंिापिेाऽवप ववद्यते ||२६|| 

For the methodical study of music such type of treatise is needed for learned.  

 

कीर्दग्ग्रंिा इष्टा इतत प्रतीरे्त सतां र्दा | 



415 
 

तदावप स्र्ान्मदार्ाससाफल्र्भमतत मे मततिः ||२७|| 
When learned realise what types of Treatises are worth then only this effort will be successful.  

 

नूत्नभशष्र्ा पेिर्ादौ स्र्ुररष्टा र्ोग्र्भशिकािः | 
अध्र्ापतर्ष्र्स्न्त तेऽमुं ववषर्ं सम्र्गेव हि ||२८|| 

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.  

 

ग्रन्िस्र्ोदे्दश आदौ स्र्ादस्र् भशिकतनभमतततिः | 
भशष्र्ानध्र्ापतर्ष्र्स्न्त तार्दशािः भशिकास्ततिः ||२९|| 

The first and foremost purpose of this treatise is to prepare such teachers. then such type of 

teachers will teach students.  

 

इतत श्रीलक्ष्र्संगीतहद्वतीर्ाध्र्ार् ईररतिः | 
चतुराख्रे्न भरतपूवतखंडतनवाभसना ||३०|| 

Thus, the native of north India Catura Pandit has written the second (Rāgādhyaya) Adhyāya of 

Śrīmallakṣya Saṅgītam.   

 
एवं श्रीमल्लक्ष्र्संगीतनामा | 
र्तै्ननूतत्नो तनभमततोऽर्ं प्रर्बंधिः | 
प्राचीनावातचीनसंगीतभक्त – 

प्रीत्र्ै र्ातिः पूणततामत्र सद्यिः ||३१|| 
Thus, this new division named Śrīmallakṣya Saṅgīta, composed for the devotee of ancient and 

modern music, ends here.  

 

|| इतत श्रीमल्लक्ष्र्संगीतं संपूणतम ्|| 
 

 

 

 


