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Introduction: 

The detailed study of SLS is given in third chapter. From 11th centuary A.D. 

to 19th century A.D. the treatises which were written in Sanskrit are similar 

in some matters. They are different, too. Comparision of these treatises 

considering some major topics, help to understand the theory in an easy way. 

Hense, the comparision of major points including the references like Saṅgīta 

Ratnākara, Saṅgīta Pārijāta, Saṅgītopaniṣātsaroddhar, Saṅgīta Cuḍamaṇi, 

Saṅgīta Makaranda etc. are given.  

The purpose of Comparison  

Music is heart of India. All the available arts are also important but music 

has its own charm. When the topic, ‘musical terms’ is ancient and much 

important to the people now a days, one should clear his or her mind from 

all the doubts. Hence, Comparison of the available material is necessary. 

Some scholars have done their work in an amazing way. So here avoiding 

the repetition comparisons of main points of श्रीमल्लक्ष्यसंगीतम ्is given. They are 

compared here. The table of available texts is mentioned there in chapter 1.  

 

 The ancient treatises 

Indian Music is based on the Sanskrit treatises and modern texts of all the 

languages. When we are talking about the history and the base of music, we 

must note the opinions of Panditas or authors of Sanskrit – music treatises. 

Some of them are noteworthy. With the help of available important text, 

major points are discussed here.  

 

Comparison - similarities and differences 

Basic definitions of music given in almost all the treatises are similar 

or same. Like संगीत, श्रदु्वत, श्रदु्वतनामाद्वन, स्वर, श्रदु्वतवीणादण्डे, शदु्धस्वरस्थापनम,् ग्राम, मछूपनाोः, 

जाद्वत, रागोत्पद्वि, राग, मले etc. Comparison of them is mentioned here. Rāgas 
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are the backbone of Indian Music system. Many of them are similar 

but some are with differences like name of राग, मले, स्वर, गायनसमय, स्वरूप, 

प्रकृद्वत, रसप्रस्थापन etc. The terms related to रागs are also discussed here.  

 

 

 

1. मङ्गलाचरणम ्

Śrīmallakṣyasaṅgītam (SLS) 

प्रणम्य द्वशरसा दवंे गौरीपतु्रं द्ववनायकम ्| 

सवपद्ववघ्नोपशान्त्यथं लक्ष्यसङ्गीतमारभे ||1.1|| 

श्रीब्रह्माद्यैरद्वचपता या सरेुन्र-ैभपद्वक्तश्रद्धाभावयकैु्तोः सदवै | 

प्राचीनावापचीनसंगीततत्त्वस्फूत्यै ता ंश्रीशारदां नौम्यभीष्टाम ्

||1.2|| 

Saṅgīta Ratnākara (SR) 

कणापलद्वम्बतकम्बलाश्वतरयोगीतामतृास्वादना- 

दान्दोलीकृतमौद्वलद्वनझपरनदीतारङ्गपाटद्वश्रयोः | 

नतृ्यच्चन्रकलाकलापररलसदब््रह्माण्डखन्डान्िरं  

तं तूयपत्रयपोषरूपवपषंुवन्द ेभवानी पद्वतम ्||1.1|| 

Saṅgīta Pārijāta (SP) 

सङ्गीतेन वशी करोद्वत वरद ंच्माजाघवं राघवम ् 

यश्चामीकरचारुगात्रसषुमुा ंद्ववस्तारयत्यदू्भताम ्| 

नाना तालकलाकलापद्वनपणुो कौशल्यवद्गीयते  

सोः प्रीणातु प्रशस्तगानरद्वसकर्वयामोद्वदशाखामगृोः 

||1.1|| 

Saṅgītopaniṣātsaroddhara 

(SUS)  

द्ववश्वस्य संशयमयज्वलनोग्रिदे्वत  

द्वनवापपणाय द्वकल या विते करेण | 

प्रौढ ंकमण्डलमुिो अमतृाद्वभपणंू  

सा भारती भवत ुवोः श्रतुदानवीरा ||1.2|| 

Saṅgīta Cuḍamaṇi (SC) 

दवेोः स द्विरदाननोsस्तु भवताद्वमश्टाथपसंद्वसद्धये 

द्वनोःसाधारणभद्वक्तयकु्तमनसां द्ववघ्नौघशाद्वन्तप्रदोः | 

यस्याSSभाद्वत द्ववलोलकणपयगुलत्रस्ता 

कलङ्काद्वणनी 

भङ्ृगाली मदद्वडद्वण्डमध्वद्वनररव र्वयापारयन्ती परुोः 

||1.1|| 

Saṅgīta Makaranda (SM)  

प्रणम्य द्वशरसा दवंे शङ्करं लोकशङ्करम ्| 

सङ्गीतशास्त्रम ्संगहृ्य वक्ष्य ेलोकमनोिरम ्||1.1||  
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Observations:  

In Sanskrit, almost all the poets and authors follow the tradition of 

invocation in the beginning of the treatise or text. Sanskrit music texts follow 

the same. Three or four verses are given.  

Verses are given for सरस्वती, गणपद्वत, द्वशव, द्ववष्ट्ण,ु मारुत, आद्वद. The purpose of मङ्गलाचरणम ्

is different like- making a good treatise, to remove confusion or ignorance 

or obstacles etc.   

 

 

2. संगीतम ्- दशेी मागी च 

SLS 

गीतं वादं्य तथा नतृ्यं- 

त्रयं संगीतमचु्यते| 

मागपदशेीद्ववभागेन संगीतं द्विद्ववधं मतम ्

||1.10|| 

 

SR 

मागो दशेीद्वत तिेधा तत्र मागपोः स उच्यते | 

यो माद्वगपतो द्ववररन्च्याद्यैोः प्रयकु्तो भरताद्वदद्वभोः|| 

दवेस्य परुतोः शंभोद्वनपयताभयदुयप्रदोः||1.1.22|| 

दशेे दशेे जनानां यरुच्या हृदयरञ्जकम ्| 

गान ंच वादनं नतृ्यं तिेशीत्यद्वभधीयते ||1.1.23|| 

SUS 

दशेे दशेे च यद्वत्सदं्ध  

नपृाणामद्वपमद्वन्दरे| 

गीतं वादं्य च नतृ्यं च 

दशेीद्वत प्रोच्यते बुधैोः ||1.9||  

SP 

गीतवाद्वदत्रनतृ्याना ंत्रयं संगीतमचु्यते | 

गानस्यात्रप्रधानत्वाित्सङ्गीतद्वमतीररतम ्||1.20||  

मागीदशेीयभेदने िेधासंगीतमचु्यते | 

िेधा मागापख्यसंगीतं भरतया ब्रवीत्स्वयम ्||||1.21||  

SM 

गीतं वादं्य च नतृ्यं च त्रयं संगीतमचु्यते 

| 

नारदने कृतं शास्त्रम ्मकरन्दाख्यमिुमम ्

||1.3|| 

SC 

दशेेष ुदशेेष ुनरेश्वराणां कुयापज्जनानामद्वप वतपते या | 

गीत ंवादं्य च तथा च निंृ दशेीद्वत नाम्ना पररकीद्वतपता सा||1.3||  
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Observations:  

Music is threefold. Singing, playing instruments and dancing. मागप and दशेी, two 

types are mention in SLS as well as almost all the treatises. दशेी is related to general 

people and मागी belongs to proper training. It can be taught from ancient treatises. 

According to SLS, 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. 

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. (अधनुा लक्ष्यमाग े

यत् स्वरूप ंपररिश्यते | तत्सवं ददे्वशसंज्ञ ंस्याद्वदत्यािलुपक्ष्यवेद्वदनोः ||1.12|| SLS) According to SR, Singing, 

Playing Instrument and Dancing, which is for the entertainment of the people of 

different places as per their tastes, is called Deśī Music. Further it says, The 

Music, (song) which is sung as Deśīred with love by women, children, and the 

kings at their places, is known as ‘Deśī’. 

 

3 लक्ष्यसङ्गीतम ्

 

संगीतं ग्रन्थग ंलक्ष्यगं भाद्ववगद्वमद्वत द्वत्रधा | 

ग्रन्थगेंतगपतं ह्यस्मत्कृत ंभाषान्तरं पथृक् ||1.75|| SLS 

Observations:  

Pt. Bhatkhande writes that Music is three-fold. ग्रन्थग, लक्ष्यग and भाद्ववग. And 

the Music available beyond treatise is separately translated by us. Here 

in SLS one can find all the matters starting from Nāṭyaśāstra to till date. 

The word ‘लक्ष्य’ is selected for the title श्रीमल्लक्ष्यसंगीतम,् because its meaning 

is ‘Current’ according to Pandit V. N. Bhatkhande. SR and all the 

treatises are available but the contain given in them is of ancient time 
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or of particularly that time or both. But here Panditji wrote that in 

present time students and learners want to know ancient treatises about 

music as well as current music. So, this is not given in all the treatises.  

 

Observations:  

According to the text सङ्गीत-दपपण, from sound the letter, from letter the 

word, from word a sentence and from sentence conversation (dialogue) 

4 गीतप्रशद्वस्त 

SLS 

अद्वखलस्यास्य शास्त्रस्य  

नादो द्वि जीद्ववतोपमोः | 

तस्य िाद्ववंशद्वतभेदाोः  

संगीते श्रतुयो मताोः ||1.83|| 

SR 

अज्ञातद्ववषयास्वादो बालोपयंद्वककागतोः | 

रुदन्गीतामतृ ंपीत्वा िषोत्कषं प्रपद्यते ||1.26|| 

वनेचरस्तणृािारद्वश्चत्रं मगृद्वशशोुः पशोुः | 

लबु्धो लबु्धकसंगीते गीते त्यजद्वत जीद्ववतम ्||1.29|| 

तस्य गीतस्य मामािात्म्यं के प्रशंद्वसतुमीशत े|| 

धमापथपकाममोक्षाणाद्वमदमेवैकसाधनम ्||1.30|| 

SUS 

 तद्गीत ंस्तमुि ेयस्माद ्

रावणोsद्वप द्वनशाचरोः | 

त्र्यैलोक्क्षयद्ववजयी जातो  

िरात् प्राप्य वरं शभुम ्||1.5||  

SP 

दोलाया ंशाद्वयतो बालो रुदन्नास्ते यदा क्क्षवद्वचत ्| 

तदा गीतामतृ ंपीत्वा िषोत्कष ंप्रपद्यते ||1.12|| 

दवेस्य मानवो गान ंवादं्य नतृ्यमतद्वन्रतोः | 

कुयापद्विष्ट्णोोः प्रसादाथपद्वमद्वत शासे्त्र प्रकीद्वतपतम ्||1.15|| 

SM 

सरस्वत्याश्च वीणायां 

 षड्जाद्वदस्वरसंयतुम|् 

पाठयामास सवेषां  

हृदं्य श्रदु्वतमनोिरम ्||1.16|| 

SC 

योगध्यानाद्वदकं यस्मात् सवपलोकानरुञ्जनम ्| 

तस्मादनन्तफलद ंगीतं स्याद ्भदु्वक्तमदु्वक्तदम ्||1.11|| 

संसारे सारभतू ंयच्रवणामतृमिुमम ्| 

न वेद्वि गीत ंयो मढूस्तस्य जन्म द्वनरथपकम ्||1.12|| 
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emerges (origins). Really, the whole world is controlled by sound. A 

crying child, who is unaware of sensual pleasure and lying-in cradle 

gets delight on interesting nature like song, said the author of SR. 

Almost all the Deities, who have musical instruments in their hands, 

become happy and give blessings by devotional music. Child who is 

crying, become happy and play with the sound of songs immediately. 

Animals also like sweet songs or music. Deer, birds, cow, snake etc. 

are good examples. A path followed by a साधकभक्त is full of happiness 

and devotion with the help of sound. It is said properly that - कद्वलयगु ेकीतपनम ्

| it is said by श्रीकृष्ट्ण that नाऽि ंवसाद्वम वैकुण्ठे योद्वगना ंहृदय ेन च | मद्भक्ता यत्र गायद्वन्त तत्र द्वतष्ठाद्वम 

नारदोः || Even, music is the medicine which can cure the diseases of mind 

as well as body. experiments upon the same is done and still research 

works are going on. 

5. श्रदु्वत 

SLS 

तीव्रा कुमिुती मंदा छंदोवत्यस्त ुषड्जगाोः 

दयावती तुरेज्ञेया रंजनी रद्वक्तकेत्यमोूः ||1.90||  

रौरी क्रोधीद्वत गान्धारे वद्विकाथ प्रसाररणी | 

प्रीद्वतश्च माजपनीत्यतेाोः श्रतुयो मध्यमाद्वश्रताोः 

||1.91|| 

द्वक्षद्वत रक्ता च संदीद्वपन्यालाद्वपन्याद्वप पञ्चमे | 

मदतंी रोद्विणी रम्येत्येताद्वस्तस्त्रस्तु धैवते | 

उग्रा च क्षोद्वभणीद्वत िे द्वनषाद ेवसतोः श्रतुी ||1.92|| 

SR 

तीव्रा कुमिुती मंदा छंदोवत्यस्त ुषड्जगाोः | 

दयावती रंजनी च रद्वक्तका चषपभे द्वस्थता 

||1.3.37|| 

रौरी क्रोधीद्वत गान्धारे वद्विकाथ प्रसाररणी | 

प्रीद्वतश्च माजपनीत्यतेाोः श्रतुयो 

मध्यमाद्वश्रताोः||1.3.38|| 

द्वक्षद्वत रक्ता च संदीद्वपन्यालाद्वपन्याद्वप पञ्चमे | 

मदतंी रोद्विणी रम्येत्येताद्वस्तस्त्रस्तु धैवते | 

उग्रा च क्षोद्वभणीद्वत िे द्वनषाद ेवसतोः श्रतुी 

||1.3.39||  
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SUS 

नादान्ता द्वनष्ट्कला गढूा सकला मधरुा तथा | 

कामन्गा मधरुा श्यामा तारा चन्रानना शभुा 

||1.67|| 

असंपणूाप वरा पणूाप रद्वञ्जका वाद्वतका परा | 

प्रसन्नमदना वामा बाला मधमुती तथा ||68|| 

िाद्ववंशद्वतश्च श्रतुय एता ज्ञेयाोः स्वरानुगाोः | 

श्रदु्वतद्वभोः द्वकयतीद्वभस्तु यकु्तास्ते च स्वराोः क्रमात ्

||1.69|| 

SM 1.78 TO 84 

द्वसद्धा प्रभावती कान्ता सपु्रभा च मनोिरा | 

साधयद्वन्त श्रदु्वतोः ? षड्जे प्रजापद्वतमखुोद्गताोः || 

द्वशखा दीद्वप्तमद्वत चैव उग्रा चाद्वग्नसमदु्भवा | 

श्रतुयोः साधयन्त्येनमषृभं नामतोः स्वरम ्|| 

ह्लारीच द्वनद्ववपरी चैव श्रतुी र्वयाहृद्वतसम्भवे | 

गान्धारं च साधयतोः यथाथे गणुसंश्रये || 

द्वदरा सपपसिा क्षाद्वन्तद्ववपभदू्वत स्तदनन्तरम ्| 

मध्यमं साधयन्त्येताोः श्रतुयोः पदृ्वथवीभवाोः || 

माद्वलनी चपला बाला सवपरत्ना प्रभावती | 

श्रतुयोः सोमपतु्रस्तु साधद्वयष्ट्यद्वन्त पञ्चमम ्|| 

शान्ता द्ववकद्वलनी चैव हृदयोन्मद्वलनी तथा | 

धैवत ंसाधयन्त्येता यक्षराजद्ववद्वनद्वमपताोः || 

द्ववसाररणी प्रसनूा च द्वनषादने समदु्वत्थतम ्| 

श्रदु्वतोः साध्यते द्वनत्यं यमराजमखुोद्भवा ||1.84|| 

RK 

तीव्रा कुमिुती मंदा छंदोवत्यद्वप षड्जगाोः 

दयावती रद्वञ्जनी च रद्वक्तका ऋषभाद्वश्रता  

||1.43||  

रौरी क्रोधा तु  गान्धारे वद्विका च प्रसाररणी | 

प्रीद्वतश्च माजपनी चैव  श्रतुयो मध्यमाद्वश्रताोः 

||1.44|| 

द्वक्षद्वत रक्ता च संदीद्वपन्यालाद्वपन्यथ पञ्चमे | 

मदन्ती रोद्विणी रम्या धैवतस्वरसंश्रया | 

SP 

Same as SLS and SR 1.43 to 1.45 

 



160 
 

 

 

 

Observations:  

श्रदु्वत - ‘श्र’ु धात(ुconsidering meaning - to listen) by applying ‘द्वस्त्रयांद्वक्तन्’ सतू्र, 

makes ‘द्वक्त’ प्रत्यय, The sounds which one like to hear is श्रदु्वत  and the major 

seven स्वराोः are the part of it. Here SLS, SR, SP, RK etc. have given the 

names of Śrutis similarly but some treatises have given it differently 

like SUS, SM etc. All the treatises giving the same theory for Śrutis 

and Svaras. Among the ancients Pt. Bhatkhande found Bharatamuni’s 

NS. as the most categorical and elaborate. In fact, the principal writer 

on music in the ancient period was Bharatamuni who wrote NS.  In 

about A.D.200. like his predecessors he divided the gamut into 22 -

minute audible sound division called Śrutis and placed the Svaras on 

them. It is interesting to note the method of Bharata’s determining the 

sound gap between the Śrutis. In HSP (Part 2) Bhatkhande went at 

length to explain how with the help of VīṇāBharatamuni fixed his 22 

Śruti and divided them on the seven principal notes. In this process he 

extensively quoted Sanskrit couplets from NS. One can understand that 

Bharatamuni four Vīṇās identical in shape and size, which he tuned 

uniformly. There were nine strings on वीणा at that time. He turned seven 

strings to the seven principal notes and the other two strings were tuned 

to अन्तरगान्धार and काकलीद्वनषाद. Two displaced notes prevalent at his time. He 

divided the entire gamut into 22 Śrutis and placed the Svaras on them 

in the manner indicated below:  

 

उग्रा च क्षोद्वभणीद्वत धीरैद्वनपषाद ेपररकीद्वतपते  

||1.45|| 
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6. श्रदु्वतद्ववभाजनम्  

SLS 

चतुश्चतुश्चतुशै्चव षड्जमध्यमपञ्चमाोः | 

िे िे द्वनषादगांधारौ द्वत्रस्त्री ररषभधैवतौ ||1.89||  

SR 

ब्रमूस्तुयापततृीयाद्वदोः श्रदु्वतोः पवूापद्वभकाङ्क्षया | 

द्वनधापयपतsेतोः श्रतुयोः पवूाप अप्यत्र ितेवोः 

||1.3.28|| -  

RV 

चतोुः श्रदु्वतसमायकु्ताोः स्वराोः स्योुः स-म-पा द्वभधाोः 

| 

गनीश्रदु्वतियोपतेौ ररधौ द्वत्रश्रदु्वतकौ मतौ ||31|| 

SM 

चतुश्चतुश्चतुशै्चव षड्जमध्यमपञ्चमाोः | 

िे िे द्वनषादगांधारौ द्वत्रस्त्री ररषभधैवतौ|| 1.85|| 

 

Observations:  

The rule for Śruti distribution is mentioned similarly in all the treatises. 

It is practically difficult to use the 22 Śruti, therefore 22 of them are 

mainly put in one Saptaka.  

स्वर श्रदु्वत 

षड्ज 4th  

ऋषभ 7th  

गान्धार 9th  

मध्यम 13th  

पञ्चम  17th  

धैवत 20th  

द्वनषाद 22nd  

 

This pattern on deriving Svaras from 22 Śrutis ware later followed by 

all other scholars of Indian ancient and middle period. One of the Vīṇās, 

tuned in the above-mentioned method, was called अचल or ध्रवुवीणा of 
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षड्जग्राम. It contained strings tuned to the seven notes, which were left 

undisturbed. The other three Vīṇās which were also tuned in the same 

way were called चलवीणाs. Now the string tuned to the पञ्चम of one of the 

three चलवीणाs was lowered by one Śruti while the strings tuned to the 

other notes, viz. सा रे ग म ध and द्वन remained undisturbed. The Vīṇāwith 

the lowered Pa was now to be called as मध्यमग्रामवीणा.  

The sound of the पञ्चम of अचलवीणा or ध्रवुवीणा and of षड्जग्राम and the sound 

of the पञ्चम of the disturbed चलवीणा would be different. According to 

Bharatamuni this was the sound gap between the two Śrutis. He further 

instructed that all other notes of the second चलवीणा might be lowered 

down by one Śruti each as follows:  

 

स्वर श्रदु्वत 

षड्ज 3 

ऋषभ 6 

गान्धार 8 

मध्यम 12 

पञ्चम  16 

धैवत 19 

द्वनषाद 21 

   

The पाञ्चाल of the third चलवीणा should again be lowered down compared 

to the second चलवीणा mentioned above by another Śruti and in the same 

way the other six notes should also be lowered down by one Śruti, so 

that the notes would be placed as follows:  
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स्वर श्रदु्वत 

षड्ज 2 

ऋषभ 5 

गान्धार 7 

मध्यम 11 

पञ्चम  15 

धैवत 18 

द्वनषाद 20  

 

The गान्धार and द्वनषाद of last-mentioned चलवीणा which are placed on 7th and 20th 

Śrutis would coincide with रे, ध of ध्रवुवीणा which are placed on 7th and 20th 

Śrutis respectively. The process of deriving the notes of the three चलवीणाs 

from those of the अचलवीणा described above, is named as सारणाचतषु्टयी.  

Thus,  

1. The gaps between the Śrutis were taken as uniform so that the notes 

coincide with one another when their pitch was lowered by one Śruti.  

2. The definition of Śruti did not have any mathematical measurement. The 

measurement of the sound gap of Śruti depended on the establishment of 

the two पञ्चमs of षड्जग्राम and मध्यम on the two Vīṇās.  

3. The theory of ‘चतुश्चतु...’ was obtained by this method of lowering and 

coinciding the Śrutis.  

4. One had to depend largely on one's power of hearing to ascertain the fine 

gap between the two above mentioned Śrutis. The capacity, however, 

differed from individual to individual. It is assumed that the people's ear 

was trained to catch the differences of the two Pañcamas of the two ग्रामs in 

the period of Bharata. This is not possible in the present day. Perhaps it 
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would not be wrong to surmise that firstly the Svaras were established and 

the imaginary division into Śrutis was done later. 

Bharata's Svaras on ध्रवुवीणा, which were called षड्जग्राम, depended on the hearing 

association of सा and प and सा and म relationship. Again, in the absence of 

definition, it was left to the human power of hearing, which could have been 

faulty. However, we arrive at the assumed relationship of the प/सा which is 3/2, 

म/सा which is 4/3, and ग/सा which is 5/4. The language of NS was such that the 

meaning could be stretched to opposite sides also, which made its theory more 

complicated. Therefore, the confusion remained and, one can find that the 

scholars, although having accepted the theory of Bharata in general, put a 

question mark regarding the difference in sound gap between the two Śruti.  

बिृिेशी of मतङ्ग, a work of A.D. 5th century is an important book as in it the world of 

music come across the word 'राग' which was slowly coming into vogue. The 

technical definition of Śruti was necessary to be deciphered properly on which 

depended the success of establishing षड्जग्राम and मध्यमग्राम. It appears that the gap 

between the Śrutis was even then confusing. This fact was apparent from his 

writings (Commentary is made by Shingabhupala). Matanga discussed in detail 

about the Grāma Rāgas. When he came to the subject of Śruti he put the question: 

What is the measurement of Śruti Then, in answer to that, he said: Everybody 

recognises the Pañcama of Ṣaḍja Grāma and Madhyama Grāma. The gap 

obtained by the difference of the two Pañcamas of these two above-mentioned 

Grāmas is the sound measurement of a Śruti." 

From this statement again it is apparent that the ear-training and capacity for 

differentiating the two Śrutis, viz., Pañcama of Ṣaḍja Grāma and the Pañcama of 

Madhyani Grāma, were very common in those days. 
After Bharata till the 10th century very tew worthwhile books were written. Pt. 

Bhatkhande mentioned about नारदीयद्वशक्षा and SM written in this period. These 

books, while they were largely influenced by Bharata's writing, were also full of 
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fanciful descriptions of Rāgas depicting them as husband and wife, and having a 

family of Rāgas. However, descriptions might be considered as the precursor of 

the classification of Rāgas of later age. 

In the 11th century the Muslim invaders conquered and settled in North India. The 

ancient music was subjected to gradual change from that period due to its fusion 

with the music of the invaders. The treatises, as the Muslims were unable to 

understand Sanskrit. However, under Mulism rule the practical art of music 

thrived and musicians were provided with the patronage of the rulers. The 

onslaught of the Muslim invaders did not reach South India at that time. Devagiri 

of the South was flourishing kingdom in the 13th century where शाङ्पगदवे lived as a 

Court Musician. He wrote a treatise named SR which is regarded as an important 

book on theory by the scholars of all times. According to Pt. Bhatkhande, शाङ्पगदवे’s 

writings were more accurate. In placing the notes on the gamut, he followed the 

method of Bharata and accepted the two facts: 1) The gamut was divided into 22 

Śrutis. In place of Bharat’ s सारणाचतुष्टय, शाङ्तगदेव introduced two Vīṇās with 22 strings 

tuned to 22 Śrutis respectively.  

Practically to give shape to this process he further instructed that out of the 

twenty-two wires in the Vīṇāhe first wire should be tuned to the lowest pitch, then 

the second should be slightly higher and the third and the fourth will also be 

higher in pitch in the same way and in the same ratio. He also observed that this 

process of obtaining slightly higher pitch in geometrical progression was 

established in three registers -Mandra, Madhya and Tāra.' He has discussed this 

in detail in Bhatkhande Sangīta Śastra (4th part) In SR the svaras were placed 

on them after Bharata; namely, Ṣaḍja, Ṛṣabha, Gāndhāra, Madhyam; on the 4th , 

7th, 9th, 3rd Śruti respectively and so on. The gap between two Śrutis was accepted 

as uniform in ascension and descension. The Śuddha svaras he placed on the last 

Śruti like Brarata’s. His Sudha Svaras presumably consisted of Komala Ga and 
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Ni resembling our काफीथाट. The point of his deviation from Bharata was the number 

of Vikṛta notes obtained from one gamut.  

After ascertaining the Svaras and Śrutis of the ancients, Bhatkhande tried to 

explore the type of songs existing at that time.  

At the time of Bharata, Grāma Rāgas were prevalent. But at the time of शाङ्तगदेव, 

जाततगार्न was the principal classical type of Songs. Pt. Bhatkhande observed that 

in the seventh chapter of the Svarādhyaya of the SR, two varieties of Jātis were 

described, Śuddha and Vikṛta. Under the title Upānga, many Rāgas, whose names 

we are now acquainted with, were mentioned. शाङ्तगदेव recognised the number of 

his Śuddha Jātis as seven. He named them according to the names of the principal 

seven notes: षाडजी, आष्ट्वी, गान्धारी etc. He further described the rules and signs of 

Śuddha Jāti as follows: “It should have Nyāsa, Apanyāsa, Aṃśa and Graha 

Svara, and it should always be Sampūrṇa, or employ seven notes in ascension 

and descension and will never perform Nyāsa in Tāra Saptak” If the Nyāsa rule 

is observed but the other rules arc changed then it would change into Vikṛta Jāti. 

In this way Ṣāḍji Jāti could have fifteen Vikṛta Jātis and आष्ट्वी, गांधारी and other six 

Śuddha Jātis have Twenty three Vikṛta Jātis each. In all, one hundred fifty-three 

Vikṛta Jātis were described. Bhatkhande realised that in the context of today's 

music he Jātis have no practical use as even now it could not be ascertained what 

was the exact note pattern of Jāti. Nor is it clear as to what was the Śuddha scale 

of शाङ्तगदेव, or how many strings he used to attach to his Vīṇāand in which notes 

he used to tune them. During Bhatkhande's study tour no scholar or musician 

could throw light on these points. 

At the time of the Authors of the Middle Period, there was a lot of change in the 

existing music. which commences from the 15th century. The mode of practical 

music changed inevitably in this century and the scholars experimented with the 

number of Svaras both Śuddha and Vikṛta, obtained from the gamut of the 

Saptaka. The scholars of this age did not bother much about the gap of the Śrutis, 
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which remained somewhat vague and imaginary, but attempted to pinpoint the 

Svaras on the gamut. In this regard a revolutionary step was taken by Ahobal in 

the 17th century. His book SP was an important step forward for scientific and 

categorical fixture of Svaras. In this book he introduced the method of placing 

the notes (Svaras) on the wire by measuring the length in a very clear manner. 

His notes were twelve in number on the gamut. His Śuddha scale was equivalent 

to the present day kafi scale. Although like his predecessors he divided the gamut 

into 22 Śrutis and placed his Svaras on the last Śruti, he minimised the importance 

of Śruti by comparing the Svaras and Śrutis with snake and his coil which 

indicated that they were really one but appeared different in their outward forms 

only, depending on the hearing capacity of a human being. 

श्रतुयोः स्योुः स्वरोः द्वभन्नाोः श्रावणत्वेन ितेुना | 

अद्वि कुण्डलवत ्भेदोद्वक्तोः शास्त्रसम्मताोः  ||1.38|| 

Ahobal's method had a great impact on posterity. On this हृदयनारायणदवे Wrote two 

books on theory – हृदयकौतुक and हृदयप्रकाश. Another important writer Bhavabhatta wrote 

अनुपसङ्गीतद्ववलास, अनुपांकुश and अनुपसङ्गीतरत्नाकर. Coming down to the 18th century we find 

that श्रीद्वनवास' s RTV was the most important work. He followed the theory of अिोबल 

and accepted twelve notes in a gamut and काफी Mela as the Śuddha Mela. It is 

interesting to note from some of his Sanskrit couplets the position of the notes on 

the wire. To establish the Sa of Madhya Saptaka and Tāra Saptaka, Shrinivas 

said: तत्र स्वरद्ववबोधाथ ंस्थानलक्षणमचु्यते | पवूापन्त्ययोश्च मेवोश्च मध्ये तारकसंद्वस्थद्वतोः ||1.36|| तदधेनाद्वततारस्य सस्वरस्य 

द्वस्थद्वतभपवेत ्| मध्यस्थानाद्वदमषड्जमारभयातारषड्जगम ्||1.37|| RTV 

It is but natural that after discovery of obtaining from the measurement of the 

string of the Vīṇā, utility of Śrutis for this purpose became less important, the 

division the Śrutis and their numbers existed in theory and their division among 

the Svaras remained also merely theoretical.  
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 7 स्वराोः 

SLS 

उपयुपकतस्वराणां च संज्ञा लक्ष्य े

प्रकीद्वतपताोः | 

सररगमपधनीद्वत ह्यपराोः सवपसंमताोः ||९५|| 

SR 

श्रदु्वतभयोः स्योुः स्वराोः षड्जषपभगान्धारमध्यमाोः | 

पञ्चमो धैवतश्चात्थ द्वनषाद इद्वत सप्त ते ||1.3.24|| 

 

Observations:  

The main seven (12) of the 22 Śrutis are called ‘Svara’, which are 

named - षड्ज, ऋषभ, गान्धार, मध्यम, पञ्चम, धैवत, द्वनषाद. to make it practically easy 

they are called सा रे ग म प ध द्वन.  

 

8 द्ववकृतस्वरद्वनणपयोः 

SLS 

स्वरस्तु प्रच्यतुोः श्रतु्या द्वनयताया यदा भवेत ्| 

तदा तस्य द्ववकृतत्वमंगीकुवपद्वन्त पद्वण्डताोः ||११०|| 

ररगमधनयोलक्ष्ये द्ववकृताोः संभवद्वन्त यत् | 

अथ तेषां द्ववकारांस्तान्वणपयाद्वम सद्ववस्तरम ्||१११|| 

 

RTV 

भागत्रयोद्वदते मध्य ेमरेोऋप षभसंद्वज्ञनोः | 

भागियोिरं मेरोोः कुयापत्कोमलररस्वरम ्||1.42||  

 

Observations:  

When the Svara slips away from its position by fixed Śrutis, the experts accept 

that change of state. In Lakṣya Sāṅgīta Re, Ga, Ma, Dha and Ni are likely to get 

changed. Therefore, Pandit Bhatkhande writes that he describes their changes in 

detail. Between Ṣaḍja and Ṛṣabha there is Komala Re and Komala Dha is also 

there between Pa and Dha; between Re and Ga there is Komala Ga whereas 

between Dha and Ni there is Komala Ni. Between Ma and Pa is called Tīvra 

Madhyama and it is the main base of all type’s varieties of Music. 
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In उिरद्विन्दसु्तानीसंगीतपद्धद्वत, Ga which is Komala, is considered as Śuddha in कणापटकी 

पद्धद्वत whereas here which is Tīvra Ga is described there distinctly. Our Tīvra Ni is 

known as Kakali Ni, whereas that which is Komala Ni in familiar treatises is 

known as Kaiśikī; Tīvra Ma. In Kaiśikī Vṛtti Varāḷī Ma and Prati Ma are Soft 

(Komala) in the fifth position.  

In SR Vikṛta Svaras are explained in two ways: When a Svara leaves its own 

original Śruti and either steps down or steps up by one Śruti from either the 

preceding or the succeeding Svara respectively. When a Svara remains steady in 

its original position, but as a result of the stepping up or stepping down of the 

immediate neighbouring Svara the displacement takes place, it is also called a 

Vikṛta Svara. 

According to शाङ्पगदवे Vikṛta Svaras are those which when displaced to the higher 

side or lower side, from their original position, number of Śrutis between the two-

time era is very different from the terminology of presentday music, Śuddha notes 

the scholars of the ancient and middle periods experimented with the number of 

displaced or Vikṛta notes and their positions. शाङ्पगदेव evolved as many as twelve 

Vikṛta notes from the gamut apart from the seven Śuddha notes obtained by the 

same method as of Bharata. According to him even सा and प could be displaced 

from their original Śruti which is confirmed as अचलस्वर or steady note in current 

Music. His predecessor Bharata mentioned only two Vikṛta Svara, Antar 

Gāndhāra and Kakli Niṣāda, which were related by Śrutis of Madhyama and 

Ṣaḍja respectively. Pandit शाङ्पगदवे has recognized twelve Vikṛta Svars of which 

there are seven Vikṛta places while 4 of the rest are placed with Śuddha Svars 

and one is placed with another Vikṛta Svara.  

 

9 मछूपनाोः 

SLS SR 
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क्रमात्स्वराणां सप्तानामारोिश्चावरोिणम ्|  

मछूपनेत्यचु्यते लक्ष्य े सैव स्यारागजन्मभोूः 

||1.243||   

ग्रन्थेष ुमछूपनाोः सप्त वद्वणपताोः |  

प्रद्वतग्रामसमासक्ता यामी रागाोः समदु्वत्थताोः 

||1.254||  

त्रैद्ववध्यं स्वीकृतं तत्र मछूपनाया मनीद्वषद्वभोः | 

संपणूपत्वं षाडवत्वमोडवत्वं तथैव च 

||1.259|| 

क्रमात्स्वराणा ं

सप्तानामारोिश्चावरोिणम ्|  

मछूपनेत्यचु्यत ेग्रामिये ताोः सप्त सप्त च 

||1.4.9|| - 

 

RTV 

मदू्वच्छपताोः स्योुः क्रमािेषां षड्जग्रामत्वयोग्यता | 

आरोिश्चावरोिश्च स्वराणां जायते यदा ||1.60|| 

SP 

आरोिश्चावरोिश्च स्वराणां जायते सदा | 

तां मचू्छपनां तदा लोके आिुग्रापमाश्रयं बुधाोः 

||मछूपना प्र.103|| 

 

Observations: 

Gradual ascending and descending order of seven Svaras is called 

Mūrcchanā and that only may be the origin of Rāga. Seven Mūrcchanā in 

both the Grāmas 

षड्जग्राम – उिरमन्रा, रजनी, उिरायता, शदु्धषड्जा, मत्सरीकृता, अश्वक्रान्ता, अद्वभरुद्गता 

मध्यमग्राम – सौवीरी, िाररणश्वा, कलोपनता, शदु्धमध्या, मागी, पौरवी, हृष्ट्यका 

All Rāgas are seen to be residing on Mūrcchanā, the three types of Rāgas 

are nicely indicated in Śāstras. The scholars following Lakṣya Sangīta are 

of the opinion that in music– seven Svaras are cause of Mela which is 

another name of Mūrcchanā, we know them as the word ‘Jāti’ in current 

music. 

72 types of Mūrcchanā, and from each of them these nine types are formed. 

Scholars also have accepted three types – Sampūrṇa, Śāḍava and Oḍava of 
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Murcchanā. Hence, all Rāgas are seen to be residing on Murcchanā, the three 

types of Rāgas are nicely indicated in Śāstras. The scholars following Lakṣya 

Saṅgīta are of the opinion that in music सा रे ग म प ध द्वन - seven Svaras are cause of 

Mela which is another name of Murcchanā.  

10 ग्राम 

SLS 

द्ववद्वशष्टश्रदु्वतद्ववन्यासो ग्राम इत्यद्वभधीयते | 

तद्गौरवं परुा चासीन्न ताविृश्यतऽेधनुा ||1.221|| 

षड्जमध्यमगान्धारास्त्रयोग्रामा द्वनरूद्वपताोः |परुाणैस्तत्र 

चांत्यस्य लोप्यत्वं पररकद्वल्पतम ्||1.222|| 

“भरतेनोद्वदते शासे्त्र ग्रामौ दौ षड्जमध्यमौ | 

षड्जग्रामोः पंचमे तु सप्तदश्या ंश्रतुौ द्वस्थते ||1.227|| 

स्वरेऽद्वस्मन् पंचमे द्वकंतु षोडशीं श्रदु्वतमाद्वस्थत े| 

तदवै मध्यमग्रामोः सोऽत्र लक्ष्य ेन दृश्यते ||1.228|| 

SP 

अथ ग्रामास्त्रयोः प्रोक्ताोः स्वरसन्दोिरूद्वपणोः | 

षड्जमध्यमगान्धारसंज्ञाद्वभस्ते समद्वन्वताोः || ग्राम 

प्र. 67|| 

SR 

ग्रामोः स्वरसमिूोः स्यान्मछूपनादोेः समाश्रयोः | 

तौ िौ धरातले तत्र स्यात्षड्जग्राम आद्वदमोः 

||5.1||  

षड्जोः प्रधान आद्यत्वादमात्याद्वधक्क्षयस्तथा | 

ग्रामे स्यादद्ववलोद्वपत्वान्मध्यमास्तु परुोःसरोः ||5.6|| 

RTV 

गान्धारमध्यमग्रामौ न तौ लक्षणगोवचरो | 

आरोिणावरोिाभया ंस्वरा ये सररगादयोः || 

 

Observations: 

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. In Purānas the 

three Grāmas namely Ṣaḍja, Madhyama and Gāndhāra are narrated. It is 

believed that the last one is lost. With the rise of Bharata NS, there were two 
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Grāmas, - Ṣaḍja and Madhyama. Where Ṣaḍja Grāma is resorted on 

seventeenth Śruti of Pañcama. 

But the Same resorted in the sixteenth Śrutis is only Madhyama Grāma but 

it is not seen in Lakṣya Sāṅgīta. 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. The three Grāmas namely Ṣaḍja, Madhyama and Gāndhāra are 

narrated. It is believed that the last one is lost. Previously Mela of every 

Rāga was based on Murcchanā. Indeed Grāma was the base of Murcchanā. 

Grama defined अन्तरस्वर.  

11 रागोः  

SLS 

योऽयं ध्वद्वनद्ववशेषस्तु स्वरवणपद्ववभदू्वषतोः | 

रंजको जनद्वचिानां स रागोः कथ्यत ेबुधैोः ||२|| 

औडवोः पचंद्वभोः प्रोक्तोः स्वरैोः षड्द्वभश्च षाडवोः | 

संपणंू सप्तद्वभज्ञेय एवं रागद्वस्त्रधा मतोः ||३|| 

 

SM 

श्रतु्यनन्तरभावी योः द्वस्नग्धोsनुरणनात्मकोः | 

स्वरो रञ्जयद्वत श्रोतदृ्वचिं स स्वर उच्यते ||3.1|| 

SC 

रम्यध्वद्वनद्ववशेषस्तु स्वरवणपद्ववराद्वजतोः | 

स रागो गीयते तज्ज्ञैजपगन्मानसरञ्जकोः ||2.5|| 

RTV 

रागा अथ द्वमताोः प्रोक्ता लक्ष्यलक्षणकोद्ववदोैः | 

यगुपद्धत्यद्ववद्वश्लष्टाोः स्वरयोरौडवा यद्वद || 

 

Observations: 

ध्वद्वन adorned by Svaras and which delights the minds of people is called 

‘Rāga’ by the learned – said Pandit Bhatakhande. Some particular type of 

ध्वद्वन adorned by Svaras and letters, which delights the minds of people, is 

called ‘Rāga’ by the scholars.   
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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.  

Five types of Gītis are mentioned. 30 Rāgas emerged from these Gītis. They 

are called Grāma Rāgas.  

शुद्धा -7  द्वभन्ना – 5  गौडी – 3  वेसरा- 8   साधारणी- 7  

Uparāgas are 8. Rāgas are 20. The Rāgas emerged from Rāgānga, 

Bhāśānga, Kriyānga and Upānga, which are basically from Gīti, Mūrcchanā 

and Mūrcchanā Prastāra.   

जनकमेल  →   जन्यराग | The method of classifying Rāgas under distinct melas 

must have been popular in the age of अिोबल and श्रीद्वनवास. According to some 

writers, the Rāgas are classified as Janya-janaka species, or as Rāga – 

Rāgini and their sons. Other writers, adopted the method of classifying 

Rāgas according to Melas or Thātas to which they belonged. The varieties 

of these Melas or Thātas are however not named in our text, but the principal 

of Oḍava, Śāḍava and Sampūrṇa Jātis is applied to them. अिोबल describes 

only 122 Rāgas, while श्रीद्वनवास describes only 104 Rāgas.    
In ancient treatises it is said that Rāgas which delight the mind are having 

ten characteristics. Now I narrate those characteristics. According to Lakṣya 

Sangīta, Rāgas emerged from the Melas. Pt. Bhatkhande accepts the opinion 

of Pt. 

Vyankateshvar, the founder of 72 Melas. Pt. Bhatkhande divided the Svaras 

in 10 major Melas.      

➢ Rāgas arranged by Pandit शाङ्पगदवे -   

According to SR five Gītis are mentioned in Rāgādhyāya – शदु्धा, द्वभन्ना, गौडी, ओिाटी, 

वेसरा, साधारणी. In the second Prakaraṇa of Rāgādhyāya, eight ancient Rāgāngas and 

thirteen modern Rāgāngas are given.  शाङ्पगदवे mentioned ancient Grāma Rāgas – 
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शदु्धराग, द्वभन्नराग, गौडराग, वेसराराग, साधारणराग. षड्जग्राम, शदु्धकैद्वशक, द्वभन्नकैद्वशकमध्यम, द्वभन्नतान, 

द्वभन्नकैद्वशक, गौडमध्यमकैद्वशक, गौडपञ्चम, गौडकैद्वशक, वेसरषाडव, बोि, मालवपञ्चम, रूपसाधारण, शक, 

भंम्माणपञ्चम, नतप, षड्जकैद्वशक – these all Grāma Rāgas are mentioned and description 

of them are also given in SR.    

Uparāgas are eight. Viz. - शकद्वतलक, टककसैन्धव, कोद्वकलापञ्चम, रेवगपु्त, पञ्चमषाडव, 

भावनापञ्चम, नागगान्धार, and नागपञ्चम.  Rāgas are twenty viz. - श्रीराग, नि, two types of 

बङ्गाल, भास, मध्यमषाडव, रक्तिसं, कोल्ििास, प्रसव, भैरव, ध्वद्वन, मेघराग, सोमराग, two types of 

कामोद, आम्रपञ्चम, कन्दपप, दशेाख्य, कैद्वशकककुभ and निनारायण.  ‘भाषाजनक’ Rāgas are fifteen 

viz. - सौवीर, ककुभ, टक्क्षक, पञ्चम, द्वभन्नपञ्चम, टक्क्षककैद्वशक, द्विन्दोल, बोि, मालवकैद्वशक, 

गान्धारपञ्चम, द्वभन्नषड्ज, वेसरषाडव, मालवपञ्चम, तान and पञ्चमषाडव.  

Modern Rāgāṅgas are also given- मध्यमग्राम, मालवकैद्वशक, मालवश्री, षाड़व, तोडी, बङ्गाल, 

द्वभन्नषड्ज, भैरव, द्वभन्नपञ्चम, वराटी, पञ्चमषाडव, गजुपरी, टक्क्षक, गौड, कोलािल, द्विन्दोल, वसन्त, 

शदु्धकैद्वशकमध्यम, धन्नासी, रेवगपु्त, देशी, गन्धारपञ्चम and दशेाख्या. Bhāṣāngas are mentioned 

as – त्रवणा, डोम्बकृद्वत, ककुभ, रगन्ती, सावरी, भोगवधपनी, वेलावली, प्रथममञ्जरी, बाङ्गाली, 

आद्वडकामोद्वदका, वेगरंजी, नागध्वाद्वन, सौवीर, सौवीरी, वराटी, द्वपञ्जरी, निा, and कणापटबङ्गाल. रामकृद्वत, 

गौडकृद्वत and दवेकृद्वत are mentioned as Kriyāṅgas. वराटी, तोडी, गजुपरी, वेलावली, भैरवी, द्वसंिली 

कामोदा, छायानिा, कोलािला, रामकृद्वत, छेवाटी, वल्लाता, शदु्धपञ्चम, दाद्वक्षणात्या, आन्धाद्वलका, मल्िारी, 

मल्िार and गौडराग are given as Upāṅga. Pandit शाङ्पगदवे has also given Deśī Rāgas – 

श्रीराग, प्रथमबङ्गाल, द्वितीयबङ्गाल, मध्यमषाडव, शदु्धभैरव, मेघराग, सोमराग, प्रथम कामोद, द्वितीयकामोद 

and आम्रपञ्चम.   

➢ Rāgas arranged in ten Melas by Chatur Pandit  

द्विसप्तद्वतमलेकेष ुत्यक्क्षत्वा ताननवश्यकान् | 
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द्वदङ्मात्रानेव स्वीकुमो लक्ष्यमागोपयोद्वगनोः ||४||(S.L.S.) 

Out of 12 Melas, narrated in Śāstras, Catur Pandit considered the famous or well 

reputed ten Melas in Lakṣya Sangīta leaving behind those which are not 

important/useful. 

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

facility. 

कल्याणीमेलकस्त्वाद्यो द्वबलावल्या द्वितीयकोः | 

खंमाजाख्यस्ततृीयोः स्याद्भैरवस्य चतुथपकोः ||१९|| 

पंचमो भरैवीनामा षष्ठस्त्वासावरीररतोः | 

सप्तमस्तोद्वडकाह्वोऽद्वप परू्वयपद्वभधोऽष्टमोः स्मतृोः ||२०|| 

नवमो मारवाद्वभज्ञो दशमोः काद्वफसंद्वज्ञतोः | 

इत्येते दश मलेास्ते रागोत्पादनितेवोः ||२१||47 

*** 

शदु्धस्वरसमदूु्भतो वेलावलस्य मलेकोः | 

शंकराभरणाख्योऽसौ पवूपसरूरद्ववद्वनद्वश्चतोः ||१०|| 

The Rāga which is produced from Śuddha Svaras is known as Bīlavala. The 

previous learned are used to call it Śaṅkarābharaṇa. In the same Mela if ‘Ma’ is 

understood / imagined as Tīvra Svara and the remaining are Śuddha, then it 

becomes Kalyāni Mela. The Mela in which Re and Dha are Komala, Ga and Ni 

are Tīvra and Ma is also Tīvra is known by name Pũrvī which is sung in the 

evening time.  In the above mentioned (Pũrvī) Mela if Madhyama becomes 

Śuddha then it will be called Bhairava Mela which is sung in the first Prahara. 

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

this Mela is be sung after sunrise.  In the Melas which are popular in Lakṣya 

Sangīta, the Mela which has Komala Re, Ga, and Dha and Tīvra Ma and Ni is 

 
47 Chatur Pandit, SrimallaksyaSaṅgītam, Nirnay Sagar Press, Mumbai, First Edition, 1910, pp. 55 
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called Todī.  The scholars of Lakṣya Sangīta have named the Mela, which has 

Komala Ni, Dha and Ga Svara and remaining Svaras are Śuddha, as Āsāvari 

Mela.  According to the Lakṣya scholars, in Kambhoji Mela, Svaras Sā, Re, Ga, 

Ma, Pa and Dha are Śuddha and Svara Ni is Komala.  

 

12 जाद्वत   

SP 

शदु्धाोः स्यजुापतयोः सप्त 

   ताोः षड्जाद्वदस्वराद्वभधाोः | 

आद्या षड्जा तु द्ववज्ञेया 

द्वितीया चाषपभी स्मतृा || 

जाद्वत प्रकरण 267|| 

SR 

शदु्धाोः स्योुः जातयोः सप्त ताोः षड्जाद्वदस्वराद्वभधाोः | 

षाडज्याषपभी च गान्धारी मध्यमा पञ्चमी तथा||7.1|| 

धैवती चाथ नैषादी शदु्धतालक्ष्म कथ्यते || 

 

 

Observations:  

Jātigāyana is not mentioned in SLS because the era of Jātigāyana was not 

popular at the time of SLS. There are seven Jātis with the names षड्जा, ऋषभी, 

गान्धारी, मध्यमा, पञ्चमी, धैवती, नैषादी. In SP the Jātis are called अंश of the राग.  

 शदु्धजाद्वत – षाड्जी, आषपद्वभ, गान्धारी, मध्यमा, पञ्चमी, धैवती, नैषादी 

११ द्ववकृतजाद्वत – षड्जकैद्वशकी, षड्जोदीच्यवा, षड्जमध्यमा, गान्धारोदीच्यवा, रक्तगान्धारी, कैद्वशकी, 

मध्यमोदीच्यवा, कामापरवी, गान्धारपञ्चमी, आन्ध्री, नंदयन्ती 

Some Common factors in both the treatises 

 

13 रागलक्षणम् – 

SLS 

रंजयंद्वत मनांसीद्वत रागास्ते दशलक्षणाोः | 

कीद्वतपताोः पवूपग्रन्थेष ुलक्षणाद्वन ब्रवेुऽधनुा ||1.320||(चतदुपण्डीप्रकाद्वशका) 
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ग्रि   अंश   न्यास अपन्यास  द्ववन्यास वादी  संवादी द्वववादी अनुवादी अल्पत्व बिुत्व तान अलंकार इत्याद्वदोः 

 

Observations:  

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

have mentioned ten characteristics as Graha, Aṃśa, Mandra, Tara, Nyāsa, 

Apanyāsa, Sannyāsa, Vinnyāsa, Bahutva and Alpatva. The Svara with which the 

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

as Aṃśa. The Svara which repeated again and again is known as अंश. The same 

अंश Svara is known as Jīva Svara. The song which is sung with low pitch is known 

as Mandra Svara. The song which is sung with high pitch is known as Tāra Svara. 

Nyāsa Svara is that with which the song ends or stops. 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. The Svara which ends with the first Charaṇa of the song is 

known as Sannyāsa. The last Svara of each Charaṇa in a song is known as 

Vinnyāsa. There are two types of Bahutva – Alamghanam Bahutva and Abhyāsa 

Bahutva. Alamghanam is that where one Svara is touched or not entirely and 

constantly. Abhyasa is that where the Svara is sung repeatedly due to 

intervention. Thus, it is of two types.  

14 वादी, संवादी, द्वववादी, अनवुादीस्वर 

SLS 

प्रद्वतरागे लद्वक्षतर्वयाश्चतुद्ववपधाोः स्वराोः बुधैोः | 

वाद्वदसंवाद्यनुवाद्वदद्वववाद्वदनश्च द्वनत्यशोः 

||1.342||वादीस्वरस्त्वेक एव संवाद्यद्वप तथैव च | 

शेषाणामनुवाद्वदत्वं द्वववादी वद्वजपतस्वरोः ||1.343|| 

 

 

SR 

चतुद्ववपधाोः स्वरा वादी संवादी च द्वववाद्यद्वप | 

अनुवादी च वादी तु प्रयोगे बिलुोः स्वरोः ||३४४|| 

संवादी त्वनुसाररत्वादस््या मात्योऽद्वभधीयते | 

द्वववादी द्ववपरीतत्वाद्धीरैरुक्तो ररपपूमोः | 

नपृामात्यानुसाररत्वादनुवादी त ुभतृ्यवत ्||३४७|| 
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SSS 

“सप्तस्वराणा ंमध्यऽेद्वप स्वरे यद्वस्मन्सरुागता | 

स जीवस्वरइत्यकु्तो हं्यशो वादीद्वत कथ्यते ||  

जीवस्वरस्य सदृशोः संवादीस्वर उच्यते | 

द्वववादी स्याद्विसदृशोः सोऽनुवादी त्रयात्मकोः || 

अनुवाद्वदद्वन संवाद्वदद्वन जीवस्वरके सदा कलाद्ववद्वद्भोः | 

बिुतमबिुतरबिवोः कायाप रागा द्ववलोमेन || 

सपु्रयोग ेद्वववाद्वद सोः स्वल्पोः कायोऽथवा पनुोः | 

प्रच्छादनीयो लोप्यो वा मनाक् स्पशपोः स्वरस्य योः || 

 

Observations: 

In every Rāga there are four types of Svaras found by the learned – Vādī, 

Samvādī, Anuvādī and Vivādī. Vādī Svara is only one. Samvādī is also one. The 

remaining are Anuvādī. The Vivādī Svaras are called Varjita Svaras. According 

to SR, there are four types of Svaras – Vādī, Samvādī, Vivādī and Anuvādī. 

Among these abundant uses of Vādī is seen. The two Svaras Ni and Ga, whose 

twelfth or eighth Śruti are internally influenced. They become Samvādī to each 

other and elsewhere they are Vivādī. Similarly, Re or Dha also become Vādī and 

Samvādī and the remain are Anuvādī. Here Vādī is said to be a King.  

15 मेलाोः 

दशमलेनामद्वनदशेोः 

कल्याणीमेलकस्त्वाद्यो द्वबलावल्या द्वितीयकोः | खंमाजाख्यस्ततृीयोः स्याद्भैरवस्य चतुथपकोः ||2.19|| 

पंचमो भरैवीनामा षष्ठस्त्वासावरीररतोः | सप्तमस्तोद्वडकाह्वोऽद्वप परू्वयपद्वभधोऽष्टमोः स्मतृोः ||2.20|| नवमो मारवाद्वभज्ञो दशमोः 

काद्वफसंद्वज्ञतोः | इत्येते दश मलेास्त ेरागोत्पादनितेवोः ||2.21|| 
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16. Ten main Melas with the Rāgas according to Pt. Bhatkhande  

 मेलाोः रागाोः 

१ कल्याण यमन, शदु्धकल्याण, भपूाली, िमीर, केदार, छायानट,  कामोद, 

श्याम, द्विन्दोल, गौडसारङ्ग, मालश्री, यमनी, चन्रकान्ता  

२ द्वबलावल द्वबलावल, द्वबिाग, दशेीकार, पािाद्वडका, ककुभा, शङ्करा, नि, 

माड, दवेद्वगरर, सपपदाप, गणुकली, नटद्वबलावली, शकु्क्षलद्वबलावली, 

िसंध्वद्वन, लच्छाशाख, गदु्वणद्वप्रया, कल्याण, िमेपवूाप, दगुाप, 

मलिुाकेदार, िमेकल्याण 

३ खमाज द्वझन्झोद्वट, खमाज, द्वतलद्वन्गका, खम्बावती, दगुाप, रागेश्वरी, 

सोरटी, द्वतलककामोद, जयावद्वन्त, गौडमल्िार, गारा, बडिसं, 

नारायणी, प्रतापवराळी, नागस्वरावद्वल 

४ भैरव भैरव, मेघरञ्जनी, गणुक्री, जोद्वगया, प्रभात, काद्वलङ्गडा, 

सौराष्ट्र, रामकली, द्ववभास, गौरी, लद्वलतापञ्चम, सावेरी, 

बङ्गाल, द्वशवमतभैरव, आनन्दभरैव, द्विजेज, आिीर 

५ भैरवी भैरवी,मालकौन्स, भपूाल, आसावरी, धनाश्री, द्वझलफ, मोटकी, 

शदु्धसामन्त, वसन्तमखुारी  

६ आसावरी आसावरी, जौनपरुी, दवेगान्धार, द्वसन्धभैरवी, दशेी, दरबार, 

अड्डाण, कौद्वशक, खट, द्वझल 

७ तोद्वडका तोडी, गजुपरीतोडी, द्वमयातोडी, मलुतानी 

८ पवूी पवूी, श्रीराग, गौरी, दीपक, रेवा, द्ववभास, मालवी, द्वत्रवेणी, 

टङ्द्वकरा,जेतश्री, परूरयाधनाश्री, परज, वसन्त  

९ मारवा मारवा, परूरया, वराटी, लद्वलता, जेत, भरििार, भङ्खार, पञ्चम, 

सोिनी, मालीगौरा, साजद्वगरर 
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Observations:  

Out of the शदु्ध and द्ववकृतस्वरs were produced the मेल or थाट as they were properly 

called then, and out of these Melas, by suitable permutation and combination 

of the Svaras comprising them, were produced the different Rāgas. मेल or थाट, 

as defined by authors, means only a series of notes capable of producing 

Rāgas.  

Pt. Vyankatamukhi classified his Rāgas under his nineteen Thāṭas: 

मखुारी, सामवराली,  भपूाल, वसन्तभैरवी, गौळ, आिरी, भरैवी, श्री, िजे्जजुी, काम्भोजी, शङ्कराभरण, सामन्त, 

दशेाक्षी, नाट, शदु्धवराली, पन्तुवराली, शदु्धरामद्वक्रया, द्वसंिराव, कल्याणी 

The author of the SS, gives 21 Thātas 

श्री, शदु्धनाट, मालवगौड, वलेावली, वराली, रामक्री, शङ्कराभरण, काम्बोजी, भरैवी, मखुारी, वगेवाद्विनी, 

द्वसन्धरुामक्री, िदे्वजद्वज्ज, सामवराली, वसन्तभैरवी, द्वभन्नषड्ज, दशेाक्षी, छायानट, सारङ्ग, तोडी, कल्याणी 

Lochana Pandita gives following twelve Thātas: 

भैरवी, तोडी, गौरी, कणापट, केदार, इमन, सारङ्ग, मेघ, धनाश्री, पवूाप, मखुारी, दीपक 

 

Comparison of Rāgas with different treatises and SLS 

Melas are ten in number. SLS and RTV and many treatises are having 

different characteristics. In this thesis the popular ten Rāgas according to 

their ten Thātas are given. Comparison between popular 10 Rāgas, their 

similarities and dissimilarities are given here: 

१० काफी काफी, धानी, सैन्धवी, धनाश्री, भीमपलासी, िसंकङ्कणी, 

पटमञ्जरी,  प्रदीपकी, बिारा, नीलाम्बरी, पील,ू कनापट, , 

वागीशवरी, अडाणा, सिाना,  िुसैनी, नायकीकानड, 

कौद्वशककानड, सिुा, सधुराई, दशे, मेघमल्िार, सरुमल्िार, 

द्वमयामल्िार, मध्यमावती, शदु्धसारङ् 
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Selected Rāgas 

 कल्याण - भपूाली 

SLS 

कल्याणीमेलसंजाता भपूाली बुधसंमता | 

आरोि ेचावरोिऽेद्वप मद्वनिीना भवेत् सदा ||२६|| 

 

RTV 

मद्वनवजाप तु भपूाली ररधौ यत्र च कोमलौ | 

गान्धारोदग््राि संयकु्ता ररन्यासा गाशंशोद्वभता || 

 

Observations:  

SLS - भपूाली - The Rāga which is produced from Kalyāni Mela and in whose Āroha 

and Avaroha, Ma and Ni are always Varjita, is said to be Bhũpāli by learned. The 

Vādī Svara of Bhũpāli is Gāndhāra and Samvādī is Niṣāda. Its formation is like 

that of Śuddha Kalyāna.  

As majority Svaras are of Purvānga, this Rāga is sung in the evening. Kalyāna is 

different than this because of Sampūrṇa Svaras in Avaroha. Instead, if the Svaras 

of Uttarānga are majority, then it became Deśīkāra. As Dhaivata is Vādī here, it 

is different from Bhũpāli.  

The Svaras Ni and Ma are Varjīta i.e. excluded. The harmony of Svara Ga and 

Pa becomes the carrier of pleasantness. This Rāga (Bhũpāli) which is known as 

Mohana in which Ma is Varjīta and which is sung at the evening time, is known 

by the same name in Karnātaki Paddhati then today. Somewhere Bhũpāli having 

Gāndhāra as Vādī and which is sung in the morning, is also narrated. Elsewhere 

other type of Bhũpāli is also shown which has Komala Re, Ga and Dha but I think 

they are not found in Lakṣya. The Ālāpa of this Rāga which possesses the Svaras 

beginning with Gāndhāra in different Sthāna (place) if properly sung pleases the 

mind. Similar description is given in RTV.  
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RK – Bhũpāli is produced from Vasanta mela. It is said to be Ma and Ni Varjit 

Rāga. Some says that it is having Re and Pa Varjita just like RS. It is used for 

Shānta Rasa.  

 

Selected Rāgas 

द्वबलावल – दवेद्वगरर 

SLS 

शदु्धस्वरसमायोगाज्जातो दवेद्वगररस्तथा | 

द्वबलावलप्रभदेोऽयं कल्याणांगेन मंद्वडत: ||३२|| 

 

RTV 

अवरोि ेगधौ नासतो धास्तु तीव्रतरो भवेत् | 

दवेद्वगरौ गनी तीव्रौ यत्र स्यात् षड्जमछूपना || 

 

Observations:  

According to SLS Devagiri is one type of Bilaval Rāga which is originated from 

the Śuddha Svaras i. e. Bilāval Thātas. And is possessed of Kalyāna Anga. Its 

Vādī Svara is Ṣaḍja and the use of Dha and Ga is very less in Avaroha. In Lakṣya 

Sangīta, Tīvra Ma is never used for a long time.   In the types of Bilāval there is 

a nice principle that its formation is always presented by the Svaras in descending 

order.  In this type of Bilāval, Komala Niṣāda is used with Dhaivata in Avaroha, 

it undoubtedly makes the formation of Bilavala clear. 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. According to Some, Pa is Varjita 

optionally, but it is difficult to agree with this, as it is not found in Lakṣya Sangīta. 

According to RTV, Ga and Dha are Varjit in Avaroha. Ga, Dha and Ni are said 

to be Tīvra.  
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Selected Rāgas 

खमाज – खम्बावती 

SLS 

खंमाजीमलेके प्रोक्ता खंबावत्याह्वया शभुा | 

खंमाजद्वनयमानां सा भवेन्नूनं द्ववपयपयात ्||१५|| 

RTV 

खम्बावती पिीना  स्यात्कोमलीकृतधैवता | 

गान्धारमछूपनायकु्ता ररणात्यक्ताsवरोद्विका ||17|| 

 

Observations:  

The auspicious Khambāvati is said to be originated from Khammāji Mela. Indeed, 

it is reverse (opposite) than the principle of Khamāja. The touch of Ṛṣabha in 

Āroha, the absence of Ṛṣabha in Avaroha and the touch of Ṣaḍja with Madhyama 

is melodious in every way.  Here, there is the harmony of Ma and Dha, in 

Avaroha, Pa is Vakra. By the Svaras used in Uttarārdha it can be the Anga of 

Vageśvari. How can it be the Anga of Khamāja as plenty use of Re and Dha is 

there. It is sung in the second Prahara of night.  Some of the treatises, it is said 

that Dha is Komala and Pa is Varjita. But it is not acceptable in Lakṣya Mārga.  

According to RTV खम्बावती is having Pa Varjita and Dha Tīvra. It is from 

Gāndhāra Mūrcchanā. Re and Ni are said to be Varjita in Avaroha. Some says 

षम्बावती in stead of खम्बावती.  

 

Selected Rāgas 

 भैरव - रामकेली 

SLS 

मेले मालवगौडीये रागो जातोः समुगंलोः | 

रामकेलीद्वत द्ववख्यातोः प्रातगेयो बुधद्वप्रयोः ||39|| 

 

RTV 

रर-कोमला ग-तीव्रा वा म-तीव्रतरसंयतुा | 

ध-कोमला द्वन-तीव्रा च ख्याता रामकरीद्वत सा ||21|| 

आरोि ेम-द्वन-वज्याप स्यात्पांशा धैवतमछूपना | 
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Observations:  

A very well-known Rāga named Rāmakali sung in the morning, and lived by 

musicians is originated from Bhairav Mela. Its Vādī Svara is Dhaivat and Ṛṣabha 

is Samvādī. In Āroha Ma and Ni are Varjit. Whereas Sampūrṇa in Avaroha. Some 

learned people here point out two types of Madhyama. According to them 

expelling (vyastatvam) of Śuddha Ma is not censurable. Sometimes both types of 

Niṣāda are also used. Even then many have agreed with the supremacy of 

formation of Bhairav. As Ramakali is sung in the morning so in the evening 

Ramakriya is sung. The first one is associated with Śuddha Ma whereas second 

is with Tīvra Ma. According to RTV this Rāga is having Re, Dha, Komala and 

Ga/Ma and Ni Tīvra. Pa is Aṃśa here. It is from Dhaivata Mūrcchanā. Ma and 

Ni are Varjit in Āroha.  

 

Selected Rāgas 

 भैरवी - भैरवी 

SLS 

आरोिऽेप्यवरोि ेसा संपणैूव सदा मता | 

उिरांगप्रधानत्वे प्रातोःकालोद्वचता भवेत् ||२|| 

 

RTV 

षड्जाद्वदमछूपनायकु्ता भरैवी स्याद्धकोमला ||रागप्रकरणोः/12|| 

 

Observations:  

The Mela which is known as Todika in ancient treatise is known as Bhairavi in 

Lakṣya Sangīta. From this Mela the well-known Rāgini Bhairavi is originated. 

This Rāga is always said to be Sampūrṇa in Āroha and Avaroha. As Uttarānga 

is supreme here, it is a Rāga which is sung in the morning. It is said in RTV that 

it is originated from Ṣaḍja Mūrcchanā, it has Komala Dha. Some scholar 

considers Sa and Ma as Samvādī Svara, some other consider Dha and Ga. One 

must consider whatever is appropriate or suitable, said by Pt. Bhatkhande. Some 
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also believe that Bhairavi is said to be originated from Āsāvari Mela.  There is no 

doubt that in Lakṣya, Komala Re is used here. Sometimes Tīvra Re is also used 

in Āroha in Lakṣya Sangīta. Scholars do not find any fault in it.  

  

Selected Rāgas 

तोडी – तोडी 

SLS 

मेले पंतुवराळ्याख्ये लक्ष्य ेतोडी प्रकीद्वतपता | 

धैवतांशा ससंुपणूाप गंभीरप्रकृद्वतमपता ||१|| 

RTV 

षड्जपवूाप तु तोडी स्याद्यत्रोक्तौ कोमलौ ररधौ | 

धैवताख्योः स्वरो न्यासो गान्धारोंशोः इतीररतोः 

||रागप्रकरणोः/12|| 

 

Observations:  

According to Lakṣya Sangīta, the Mela which is narrated known as Varāli Todi 

in ancient treatises is known as Todi Mela which has Dhaivata as Aṃśa, which is 

Sampūrṇa and having steady characteristics. Re is weak in Āroha and it indicates 

morning time. According to scholars it is sung in the second Prahara of the day. 

As Dhaivata is Vādī here, it is made sure that it is sung during the day. But some 

Lakṣya scholars consider here Gāndhāra as Vādī. 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 an exception.   

Similarly, in RTV Todī has Ṣaḍja Mūrcchanā. Re and Dha are Komala. Dha is 

said to be Nyāsa Svara. Gāndhāra is Aṃśa Svara.   

Selected Rāgas 

पवूी - पवूी 

SLS 

आरोि ेगधिीनत्वं रागेऽत्र बिुसंमतम ्| 

पणूपत्वमवरोि ेस्याद्वन्नयमेनाद्वतरद्वक्तदम ्||२१|| 

RTV 

ररत्रयोदग््रािसंयकु्तोः षड्जोदग््रािोsथवा मतोः | 

श्रीरागस्तीव्रगान्धार आरोि ेग-धवद्वजपतोः ||रागप्रकरणोः/54|| 
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Observations:  

Similarly, in both the treatises, Ga and Dha are Varjita in Āroha and it is 

Sampūrṇa in Avaroha so it is very delightful. Ṛṣabha of this Rāga is Vādī and 

Pañcama is Samvādī. According to some scholars it is opposite that is Pañcama 

is Vādī and Ṛṣabha is Samvādī. There is no contradiction. Ṣaḍja is Udgrāha 

Svara. Śrī Rāga which is originated from Pũrvi Mela is accepted in Lakṣya 

Sangīta. Ancient writers have narrated this Rāga in Harapriya Mela. This Rāga 

is said to be ‘Ādi Rāga’, it is Similar to Janaka. Hence scholars should think about 

this statement and it is of Oḍava Jāti. In Lakṣya Sangīta it is well-known that 

these six Purāgas of Oḍava Jāti are very popular, they themselves are the Janaka 

and perfect.   

 

Selected Rāgas 

 मारवा – लद्वलता 

SLS 

मारवामलेने गीता राद्वगणी लद्वलताऽधनुा | 

आरोि ेचावरोिऽेद्वप पञ्चमेन द्वववद्वजपता ||३७|| 

 

RTV 

या गौरीरागसम्भतूा लद्वलता पञ्चमोद्वज्झता | 

सांशोदग््रािा तथा मानता गीतान्ते सा सशुोभना 

||रागप्रकरण/33||  

 

Observations:  

The Rāgini named Lalita, having Pañcama Varjita in Āroha and Avaroha is 

originated from Mārava Mela. Śuddha Madhyama as Vādī and Ṣaḍja is Samvādī 

according to rules and regulations of Śāstras. It is sung in the last Prahara of 

night is independent. The Rāgas which start with Pañcama are their Aṅgas as 

accepted by the learned. In Svaramelakalānidhi of Rama Amātya, this Rāga is 

having Komala Re and Dha and Tīvra Ga and Ni. In Caturdanḍī Prakāshikā this 
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Rāga is narrated in the same way. And according to Somanātha it is originated 

from Śuddha Rāmakriya Mela.  

 

Selected Rāgas 

काफी– पटमञ्जरी 

SLS 

िरद्वप्रयाह्वये मलेे मंजरी पटपदू्ववपका | 

राद्वगणी श्रयूते गीता द्ववरला गदु्वणसंमता ||५४|| 

आरोि ेधगदौबपल्यं भवेत्सारंगसंद्वनभम ्| 

सारंग ेलंघनं प्रोकं्त समलूं स्वरयोस्तयोोः ||५५|| 

RTV 

पञ्चमांशग्रिन्यासा मालवस्वरसम्भवा | 

अवरोि ेग – वजापस्यात्साद्वदकापटमञ्जरी 

||रागप्रकरणोः/31|| 

 

 

 Observations:  

Rāgini Paṭamanjari is originated from Harapriya Mela, (Kafi). It is believed by 

scholar that this Rāgini is rarely sung. As Dha and Ga are weak in Āroha, there 

glitters the Aṅga of Sāranga. But in Sāranga both the Svaras - Dha and Ga are 

totally Varjita. In this Rāga,  Ṣaḍja is Vādī and Pañcama is Samvādī. Its singing 

after Sāranga is agreed by all. 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. According to RTV it is related to Ṣaḍja 

Mūrcchanā and Pa is predominant in it. Ga is Varjita according to both the 

treatises.  

 

Conclusion:  

SR is huge ocean where SLS is a sweet river. SR is the treatise or an 

encyclopedia with all the subjects or topics related to music i.e., singing, 

dancing and instruments while SLS coveres only Vocal music. The period 

of Śārṅgadeva is 1175-1247, and SLS belongs to current music of 19th 

century so the main difference is the time period. Music is an art which can 
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change their formation day by day. The Rāgas are the product of 

Mūrcchanā, Grāma and Jātigāyan in the period of SR but after this Mela 

system has developed and it is classified by Pandit Bhatkhande into 10 

Melas first time for the sake of Music learners. SLS is the book where 

classification of Major six ancient Rāgas according to Gītī, Bhaśa, Rāgānga, 

Purāga-Rāga-family and Janya-Janaka Mela system, all we can find in it. 

It is a complete book with the definition of Svara, Śruti as well as Rāga of 

the ancient and current music. 

Pandit Bhatkande has precisely defined and clearly described the 

characteristics of Thātas, with reference to ancient treatises which are easy 

to learn. He also describes virtue and quality of a good listener of music. At 

the summing up of SLS Chatur Pandit- Vishnu Narayan Bhatkhande says 

this book is for the curious readers and people who loved Music.  Pandit 

Bhatkhande has formulated easily understandable systematic theory and 

notation of current practice of music. 

Almost all the masters and authors of Music related book follow the 

definitions that are given in SR. Hence this is the authentic work or 

Pramāna. SLS is the guide in Modern times for students, teachers, and 

Gurus. All the treatises are very important for students of music as well as 

they are helpful to understand music for the Sanskrit scholars.  Other texts – 

NS, RTV, SUS, SP, SC, SM are also appreciated.  

It is a matter of pride that our cultural heritage contains these important 

works on Music written in Sanskrit Language.  

 

********** 

 

 

 


