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Your Highness, Brother delegates at Conference, Ladies and Gentlemen, 

This is an age of unusual activity- The spirit of Reform and progress in every sphere around us -social, 

political, economical, industrial, educational, Aesthetic- we find now a great awakening. We have 

shaken off our lethargy of centuries and are ready to shoulder our duties and responsibilities with 

greatest cheerfulness and enthusiasm. Western science and culture have reopened our eyes and 

inspired us with a fresh progressive spirit. Central ideas and preferences are undergoing a wonderful 

transformation. In fact, it will not be any exaggeration to say that the whole country is now thinking 

with a genuine desire to keep pace with onward march of Civilization and progress. At a time like 

this, it is not to be expected that we would sit idle and let slip such a favourable opportunity of taking 

all necessary steps towards restoring our sublime art of music to its original high position in society. 

 

But when I make this last statement, I evidently see that the present condition of our music is not 

satisfactory and that it needs extra-careful attention. I do not believe, however that, that fact 

is   seriously denied now. Persons competent to judge have for some time been warning us that our 

music of Northern India, that is to say, our Hindustani music has been leading a somewhat   

irresponsible and pitiable life. Likely, if the same be neglected any further, it would surely end in a 

hopeless situation.  You will please note that I confine my remarks to our Hindustani system of Music 

only. It is common knowledge that there are two important music systems in the continent of India, 

viz. the Hindustani system of Music and the Carnatic system of music. The last-named system 

governs the music of the Southern Presidency only.  

PART OF THE MANUSCRIPT IS NOT LEGIBLE. HENCE IT IS HIGHIGHTED IN YELLOW. 

The rest of the country can claim to be one of it, in respect of their system of music. It is not far to 

seek it is only superficial and quite inadequate is also managing /////the attention of the learned and 

go back to our ////point system Government. The music of the Madras presidency only. The rest of 

the country can claim to be one of it more /////in respect of this system of music I do Is also 

managing the attention of the learned scholars 

I have said that the condition of our Northern music is not satisfactory and needs our prompt and 

careful attention. I mean that our Hindustani music of today is not in a healthy or prosperous 

condition. You all know when music is generally supposed to be in its healthy and flourishing 

condition, our old Shastra गं्रथ are sufficient evidence on that point.  There was a time here when we 

had hundreds of excellent works on the subject and perhaps countless masters and composers. Time 

was when music in India had a place and important place, too, in the social, religious and household 

life of the people and how do we stand now?  Our educated classes have ceased to take interest in 

music and have allowed the noble art to drift and degenerate. Nay, instances are there when some 

with a knowledge of music were stigmatized as unworthy of association.  

But in mean time how have the Western Nations xxxxxxxxx music much later and according to some 

from the east, too, treated xxxxx. They have treated it with the greatest reverence and have actually 

xxxxxx as an essential factor in systems of National Education, with xxxxxx in the West we see now an 

endless output of music literature xxxxxx academies for imparting musical instruction  and eminent 

xxxxx renowned professors. 



 

Fortunately there is now a General awakening, I do record, towards all our arts and sciences, and we 

have every year our Northern Hindustani system of music will before xxxxx the kind consideration 

and deserves from our educated brothers xxxxx in due course will be able to retrieve some of its 

original xxxxx grandeur. You will remember, we claim to be of xxxx  musical nations in the world.xxxxx  

country that gave the western xxxx 

 

Our ancestors long ago had recognised the high function of music in life. They said, 

“धर्माथाकमर्र्ोक्षमणममर्दर्ेकैवसमधनर्”्. Music was an invariable accompaniment of all our sacred rites 

and rituals.  यमद्न्यवल्क्य  Says    ” वीणम वमदन तत् वज्ञ: श्रुतत जमतत ववशमरद: । तमलज्ञश् चमप्रयमसेन र्ोक्ष 
र्मर्ार् ्तनर्च् छतत।।”    Bhagwat says    “ नमहं वसममर् वैकुण्ठे योगर्नमं हृदये न च | र्द्नभ्तम यत्र 
र्मयन््त तत्र ततष्ठममर् नमरद ||” The utility of music in ordinary life is nicely expressed in the 

following shloka; “ सुखितत सुितनदमनं दुुःखितमनमं ववनोदुः I श्रवणहृदयहमरी र््र्भस्यमग्रदतूुः I 

अततचतुरसुर्म्यो वल्कलभुः कममर्नीनमर् ् I  जयतत लोके प्चर्ोष्चोपवेदुः ||” 

But I do not think it is anywhere doubted that our dear India was a great musical country some 

centuries ago. At the same time, we might not shut our eyes to the circumstances we find ourselves 

in now. There is no doubt that we have fallen- be it even temporarily from the Great identity. 

Ladies and Gentlemen, the most important and pressing questions that we face today is what is it 

that has reduced our music to an unhealthy condition? What steps should be taken to remedy the 

same? The answers to these questions so far as I can judge are like:- 

(a) that there is nearly a complete divorce between theory and practice of music; 

(b) that the art is becoming the sole monopoly of illiterate professionals; 

(c) that the methods of imparting musical instructions are obsolete and antiquated; 

(d) that unless the Hindustani Raga system is properly settled and methods of instruction are in 

place, we cannot succeed in uplifting the condition of music.  

I am aware such a blunt and unqualified statement on my part is likely to disappoint, 

if not to offend, some of my patriotic friends here and I think I ought to make my meaning 

more clear.  I don’t, for a moment wish to deny that we have even now a large number of our 

Sangeet गं्रथ still available to us and that the same, so far as they go, are our priceless 

treasure.  I have the highest respect for them all and if you will permit me to say so, I have 

taken great pains to study them. But can it be honestly said, that they would be our perfectly 

reliable authorities without more, in respect of all the Ragas sung by our great professional 

artists of today? I am afraid we cannot venture to say that. The reason is not far to seek.  

 

It is common knowledge that the music of Northern India passed through considerable changes 

during the times of the Mohomedan rule in India. I am particularly referring to the times when 

those eminent artists- Amir Khosru,  Baba Haridas, Gopal Nayak, Mia Tansen, Baksu, Baiju, 

Ramdas, Soordas, Bilas Khan and many others brought into our Hindustani music wonderful 

creations and enriched the same. Marvellously some of these luminaries are supposed to have 

lighted lamps and brought Rain from the clouds by their music alone. It is rightly claimed that our 

Indian music reached its high water mark in their happy times. The art of those times, it appears 



went far ahead of the Shastras. It is even contended that fundamental change from the old शुद्नध 

scale of the गं्रथ to that of बिलमवल took place in this remarkable period. The claim may or may 

not be justifiable but it cannot be denied that the new element imported into our music in the 

Mughal period seriously impaired the binding force of our orthodox Shastras. The resourceful 

artists did not however ruthlessly treat the old shastras. Be it noted here that many of them 

were only converted Mohammedans, and respect for the shastras and their writers was more or 

less ingrained in them. They acted with great tact and skill. They retained almost all the old Raga 

names but changed the rules of singing the melodies. Sometimes they ingenuously brought out 

fine Raga mixtures and gave them fanciful names. At other times, they   introduced entirely 

foreign tunes, but took care to make them easy to assimilate. There was however, one very 

serious oversight and omission in their procedure and it was that they failed to keep scrupulous 

record of all they did in matters musical. It may be that these records were lost in the later 

unsettled times of the Mohammedan rule, but the fact remains that we are not today in a 

position to judge the correctness or otherwise, of the present version of Ragas of the 

Mohammedan origin, in the absence of reliable authorities. The Sanskrit writers of that period 

have only taken a note of the new creations and have even made some attempts to explain them 

but their explanations are not such as will appeal to our critical modern students.  

 

At the end of the Mohammedan period, Granth writing became more and more scarce probably 

owing to the educated classes ceasing to take interest in the subject and the art fell into the hands of 

illiterate professionals where it still remains. So long as these custodians were competent, the art did 

not very much suffer, but its present condition enables us to conjecture that the art has had to pass 

through inferior and incompetent hands. Does not our own experience tell us now that number of 

really first class experts is exceedingly small and the services of these again are not normally 

available to all interested in the subject. 

Ladies and Gentlemen, we will not blame our professional artists at all. They are with all their 

weaknesses, our great resource today, our great treasure of information. It is needless to blame 

them for the unfavourable circumstances we find ourselves in. We know that many of them are 

illiterate, old fashioned and narrow minded, but probably, they have their own excuses. I undertook 

all the digression to explain my blunt answer to the two questions raised by me. viz. (1) Why is our 

musical condition unsatisfactory? and (2) What should be done to remedy the same?  I have 

practically answered the first question and shall proceed to the second now.  

The unsatisfactory condition of our music has been engaging the attention of some of our learned 

scholars for some time past. Nay, there have been some praiseworthy attempts made to improve the 

same also in some of the provinces. But ladies and Gentlemen, in a matter of such material 

importance, stray and isolated attempts on the part of a few Scholars could never be expected to 

yield permanent beneficial results. The whole Nation must take up the cause and make a grand and 

organized effort. I am glad to be able to say that such an effort came forward for the first time in the 

year 1916 when under the kind patronage of that enlightened and liberal minded Prince the 

Gaekwar of Baroda, the first All India Music Conference met in his Capital. The conference being only 

the first of its kind and its organisers being quite new to the nature of the work it was never expected 

that any very extraordinary or brilliant results would be achieved in that single session, but in the 

opinion of competent judges the conference certainly served a very useful purpose. It opened the 

eyes of the whole country to the real needs of the situation and inspired them with confidence that 

the problem of reviving, uplifting and protecting Hindustani music was after all not so difficult to 



solve, given the necessary sympathy and cooperation of the educated classes. The conference among 

other things laid down before the country certain definite ideals and even hinted at the best and 

speediest way to attain the same. If you will be good enough to refer to the printed invitation letter 

in your hands, there you will find all the ideals clearly enumerated in it. (The regeneration of our 

music ought to be attempted, as far as possible, on strict natural lines.) The full achievements of all 

the ideals setup by the conference may require half a dozen or even more such sessions, but Ladies 

and Gentlemen, we now know precisely what we want and also the way how to get it. 

 

The circular letter in your hands there mentions some fourteen different aims and objects of the 

conference as you will please observe. All these aims and objects are no doubt important in their 

own way but in my honest and humble opinion clauses x x x are to me of urgent importance and 

ought to be attended to immediately. The other objects can conveniently stand over for some time 

but these I should say are really the most urgent. 

 

I have already explained to you my reasons why I consider the condition of our music to be 

unsatisfactory. The best way to begin the work of regeneration is to recognise present Hindustani 

practice of music and establish the same on a scientific and sound basis; in other words, to support it 

by a good well-reasoned and easily intelligible theory. The theory is rightly described as the 

backbone of practice. When that perishes, the practice gradually begins to degenerate. Our present 

condition is fairly well described in the following verses:- 

अस्र्त ्संर्ीतं स्वमयत्तीकृतर्मशक्षक्षतैजानैुः I 

अतोऽत्र दोषिमहुल्कयं स्वभमदपुलभ्यते II 

संर्ीतस्य सुमशक्षक्षत मशक्षकमभमवतोऽधुनम I 

तमरतम्य पररद्न्यमनसमधनं नैव ववद्नयते II  

अस्र्दीयेषु आधुतनक र्मयकेषु सरं्ततुः I 

यथो्त तनयर्मन ्द्न्यमत्वम र्मय्तो ववरलम जनमुः II  

भमषमव्य्तम हमवभमवमुः प्रतीय्ते ववस्र्तमुः I  

व्यस्तमश्चेष्टमस्तथमऽऽक्रोशमुः केवलं कका शम र्तमुः II 

एतमद्रगु्र्मयनम्नस्यमत ्पररणमर्ोह्यभीन्ससतुः I 

ततो हमस्यरसस्यैव केवलं स्यमत ्सरु्द्नभवुः II 

संर्ीतं र्ोहनीरूपमर्त्यमहुुः सत्यरे्व तत ्I 

योग्यरसभमवभमषमरमर् प्रभतृतसमधनैुः II 

र्मयकुः श्रोतुर्नमस तनयतं जनयेत ्फलं I 



अथंववनम हमवभमवम वीररसस्य सवादम II 

दृश्य्त ेर्मयके तेभ्युः कथसं्यमदतु्तरं् फलं I  

अनुसु्रत्यैव च पद्नयमथं ध्वनेुः संक्रर्णं भवेत ्II  

र्मयकमस्तमदृशम दृष्टमुः स्वपद्नयमथं न ये ववदुुः I  

कथरे्ते ववजमनीयू रसभमव रहस्यकर् ्II 

That means that time has arrived now where the educated classes should take up the subject in hand 

earnestly and proceed to give it its due position and importance. They can do this by supplying the 

following essential things 

(1) A good workable Raga system embodying all the Ragas now sung in Northern India; 

(2) A plentiful supply of valuable up to date literature; 

(3) A fair supply of well-equipped professors and;  

(4) Public Institutions where music could be taught on the most scientific and up to date lines; 

(5) A faithful record of all the available masterpieces of our old composers in the possession of 

our first-class experts for future generations. 

Ladies and Gentlemen, I may mention here for your information that Rampur rightly claims to be the 

premier state in all matters, musical. It has in its possession the largest stock of Hories and Dhrupads 

of the Tansen school. I have already requested His Highness the Nawab Saheb, our working President 

to permit phonographic records of these ancient songs to be taken for the benefit of the conference 

and I am glad to tell you that he has been graciously pleased to grant my request. As an earnest, as it 

were of that favour, His Highness has already accepted me as his pupil and started giving lessons in 

Dhrupad and Hori singing.  

 

The subject matter of my address today is “the settlement of some distinguishing features of 

Hindustani music and their use in establishing the Hindustani Raga System on a sound and intelligible 

basis”. My personal opinion in the matter is that the problem of settling the Raga system on a good 

workable basis is not so difficult as it, at first site, appears. It is true that our present Hindustani 

music has outgrown the old Shastras and has imported a lot of foreign matter, but to a careful 

observer its condition is not so helpless. Indeed, it will show to him that it has still behind it some 

ingenious plan. But I shall not anticipate myself.  

The best way to proceed under the circumstances would be to imitate our Sanskrit Shastra Writers.   

Whenever they were faced with a difficult problem of reconciling new music with the old one, they 

decided to treat the fresh material only as the natural and logical उ्नती of music.  

 

They knew perfectly well that the art of music is, by its very nature, a progressive art and as such, it 

could never remain tied down to rigid hard and fast rules permanently. It has the invariable tendency 

of gathering fresh matter in accordance with the tastes of the time through which it passes. 

Whenever therefore, they saw before them a sufficient amount of fresh accumulation ready for 

assimilation, they carefully set themselves to properly investigate it and even embody it in their new 

गं्रथ. In this they found their warrant in the established principles.  



यद्नवमल्कलक्ष्यप्रधमनमतन शमस्त्रमण्येतमतन र््वते I      

 तस्यमल्कलक्ष्यववरुद्नधं यत ्तत ्शमस्त्रं तत्रेयर््यथम II रत्नमकरुः II 

This is a quotation from Sangeet Ratnakara, a work written by Pandit Sharangdeva in the 13th century 

A. D. Pandit Kallinath who wrote a commentary on the Ratnakara in the 15th century later on, 

referring to this shloka says- 

एतमतन शमस्त्रमखण देशी ववषयमखण इत्यथाुः  I   लक्ष्यप्रधमनमतन  लक्ष्यर्ेव प्रधमनं  येषमं तमतन I  

र््यते आचमयमाुः I    तस्त्यमत्कमरणमत ् लक्ष्यववरुद्नध ंशमस्त्र ंx x x यथम लक्ष्यववरोगध न भवतत तथम 
व्यमख्येयमर्तत  अथाुः I   

Pundarika says the same thing in his सद्रमर्चंद्रोदय:- 

 लक्ष्यप्रधमनं  िलु शमस्त्ररे्तन््नशंक देयोऽवप तदेव वन्ष्ट I  

यल्कलक्ष्यलक्ष्यप्रततिंधकर् ्स्यमत ्तद्यथम नेयमर्तीब्रुवमणुः II 

I may tell you here that in their praiseworthy desire to keep pace with the “लक्ष्य” or” प्रचमर” the 

Sanskrit गं्रथकमर did not hesitate even to resort to modern or unorthodox interpretations of the 

ancient technical expressions. Do we not know that the present interpretations of the terms ग्रमर्, 
रू्च्छानम, वमदी, संवमदी, वववमदी, and many others, are not quite the same as those of the Ancient 

writers. During the times of the Mohammedan rule, the music writers were confronted with several 

unheard-of innovations and had to make room for them in their own works. Be it said to their credit 

however, that they never hesitated to do their duty. History shows that there were not many Sanskrit 

music writers during that period. But such as did exist, never showed a reluctance to notice the 

changes that were then coming into the Hindustani music. These गं्रथ writers sometimes wrote their 

गं्रथ on their own account, at other times, they were requested to do so by their patrons who were  

themselves great lovers of music.  Thus Pandit Kallinath, wrote his commentary at the special request 

of his Raja Deoraja of Viziayanagara. Pundarika wrote his सद्रमर्चंद्रोदय at the request of his patron 

BurhanKhan the son of Taj Khan, a ruling Prince of  Farooqi dynasty of Khandesha. The same Pandit 

wrote his Ragamanjari at the request of Madhavsinh in whose employ he was at that time. Pundarika 

in his Manjari says 

 

 



When he wrote the work there were, in practice, it appears, several Mohammedan tunes and he 

notices the same as follows:- 

 

He merely indicated how these Ragas were sung, but does not go to their details, which is rather 

significant.  

Pandit Somanatha who wrote his RagaVibodh  in the year 1610 AD also refers to the Mohammedan 

Ragas, he says 

 

 

He too does not go into the further details of these Mohammedan Ragas. 

 

These were however, pure Persian melodies and it may be that the writers did not get all the 

necessary particulars from the professors who introduced them or their immediate disciples. Some 

shrewd observers also express their opinion that the art was gradually becoming the monopoly of 

the Mohammedan artists who, for reasons best known to themselves, were unwilling to take the 



Pandits into their confidence. Whatever the truth maybe, the fact remains that the Shastra writers 

do nothing more than enumerating the newly introduced varieties and expressing their opinions, as 

to the components they were made up of. A complete Raga definition or description according to 

modern Scholars would have to give sufficient information on the following points. 

1.र्ेल, 2.जमतत, 3.सर्य, 4.अंर्प्रमधम्य, 5.वमदी, 6.संवमदी, 7.संर्तत, 8.मर्श्रण, 9.वर्जया स्वर,      

10.दिुाल स्वर, 11.वक्र स्वर, 12.आरोहमवरोह,  13.पकड़, 14.ववश्रमंतत स्थमन, 15.उठमव,  16.चलन, 
17.अंतरम उठमव, 18.मर्लमवट, 19.प्रमचीन आधमर, 20.प्रस्ततु रूप आधमर.  

The Sanskrit writers never go into so many details but always mention the र्ेल, ग्रह, अंश, ्यमस,  
वर्जया स्वर,  सर्य. Somehow or other, pandits omit to mention even these when they come to 

enumerate the numerous उपमंर् रमर्. 

Thus Bhavabhatt Pandit in his अनूप संर्ीत रत्नमकर merely says :- 

Varieties of Kanadas     शुद्नध कणमाट रमर्श्च     कणमाटो नमयकी ततुः I 

                                     वमर्ीश्चयमादद कणमाटुः         कणमाटोड्डमणपूवाक:     II        

                                  ततुः समहमनम कणमाटुः         पूयमाददकस्तथैवच    I 

                                      ततो रु्दद्रक कणमाटो          र्मरम कणमाटस्ततुः    II  

                                           हुसेनी पूवा कणमाटुः              कमफी कणमाटकस्ततुः I  

                                         सोरटी पूवा कणमाटुः                  िंिमवत्यमददकस्ततुः II 

                                     ततुः  कणमाटर्ौड:  स्यमत         कणमाटीतत चतुदाश      II 

The present varieties of Kanada according to some Bengali writers are – 

1.दरिमरी, 2.नमयकी, 3.रु्दद्रक, 4.कौ्सी,  5.हुसेनी, 6.सुहम, 7.सुघरमई, 8.अडमणम, 9.शमहमनम,                 

10.वमर्ीश्वरी, 11.र्मरम,  12.नमर्ध्वतन, 13.कमफी, 14.कोलमहल, 15.र्ंर्ल, 16.श्यमर्, 17.मर्यमंकम,       

18. टंक; Some add a िसंती कमनडम, too. 

भमवभट्ट  mentions the following varieties of तोड़ी-------- 

  



 

The modern varieties recognised by our professionals are 

दरिमरी, बिलमसिमनी, र्मंधमरी, िहमदरी, लमचमरी, लक्ष्र्ी, देसी, आसम, जौनपुरी, िट, हुसेनी, सुहम, सुघरमई 
The varieties of र्ल्कहमर in practice are  

र्ेघ, सोरट देशमख्यम जयमवंती तथैव च II       

स्यमद्न धुमलयम सूरदमसी नमयकी नट शुद्नध कम II    

तमनसेनी तथम र्ौंडोह्यरुणी झमंझ नमतयकम  II    

रमर्दमसी तथम र्ीरम व्यवहमरे ववचक्षणै: II   

the varieties of समरंर् are    

वृंदमवनी र्ध्यर्मददुः समरंर्:  शुद्नधपूवाक: I  

 समर्ंतो  िडहंसश्च र्ीयमंसमरंर् नमर्कुः I 

  र्ौड लंकमदहनमख्यो  लूर्नूरौ  तथमपरौ II 

भमवभट्ट  has also given in his work the names of   8 र्ौरी, 16 बिलमवल, 10 र्ौड, 12 वरमटी,                         
13 कल्कयमण, 7 पूररयम, but I don't think it necessary to tire your patience any further by reading these. 

The whole point is that our Sanskrit Shastra writers never looked down upon the new additions and 

made room for them in their own Granth. Even the गं्रथकमर of the Southern Presidency have included 

in their system Ragas like दरिमरी, नमयकी, हुसेनी, अडमणम, शहमणम and so forth and have assigned 

them र्ेल, आरोह, अवरोह.  Our Northern writers, as I said, would not or could not give satisfactory 

details of the new Ragas and we shall say- 

ववमशष्ट लक्षणम्येषमं रमर्मणमर् ्नैव व तेऽब्रुवत ्I   

गं्रथकमरम  यथमयोग्य ववचमयं  र्र्ावेददमभ: II    

प्रवचनं  पुनस्तेषमं   न््लष्टरे्व  भवेत ् सदम I  

अतस्तैशदृतं  र्ौनं न स्यमदमश्चया कमरण ंI I  

They probably expected their readers to follow the principles implied in the following couplet 

रमर्मवयवभूतमनमरु्त्तर्मंशमन ् वववतृ्य ते I   

रु्ख्य रमर्मन ्पुरस्कृत्य लक्ष्ये र्मयन््त र्मयनम: I I  

It must be pointed out here, however, that many of them have duly recorded the संर्त Ragas (or the 

component Ragas) making up the new mixtures.  



Before I proceed further, I wish myself to be distinctly understood to maintain that the Ragas which 

came to be introduced into the Hindustani music during the Mohammedan period, have now, come 

to stay and that we must welcome them most cheerfully. But there is one excellent test to which we 

ought to put them before accepting them as good. They must show that they are backed by good, 

easily intelligible rules and that they command the respect of those who are competent to judge. 

Our attitude to the Mohammedan made music should be the one discussed in the following verses 

कैन्श्चतद्नयमवमतनकै प्रद्न्यै रु्नीतर्ववशंककतं I      

अस्र्त्संर्ीतभमंडमरमर्तत र्तं न चमद्नभुतर् ्   II   

रमर्मणमर् ् तनयर्म व्य्तम दृश्यते यत्र  तनमर्ातौ   I    

उपप्नर् ् भवेत्तत्र रमर्त्वर् ् नैव संशय: II  

रंजनमद्रमर्तम  प्रो्तम सवेषममर्तत  संर्तर् ्I   

यद्नयत ् स्यमत ् तद्नरु्णोपेत ंर्मनर्सयहायेत ् सतमर् ्II   

To the question- “Can then the present mixed music of Northern India be reduced to beautiful and 

easily workable system?”; my ready answer will be “of course, it can” provided things are so 

managed that we can secure the willing cooperation of our living first class artists. In the paper I had 

the honour to read before the first All India Music Conference, I attempted to show to the learned 

delegates assembled there, how easy it was to replace our present Hindustani music to a sound basis 

and also what I myself had the good fortune of achieving in that direction. But mine is the only one 

of many isolated attempts as I have already said, the regeneration of music can only become an 

accomplished fact, when the whole nation determines to solve the great problem. Our old Shastra 

Granthas will no doubt give us most valuable assistance. They will furnish all the necessary 

techniques and beautiful models. Not only that, but they will enable us to revive hundreds of our old 

Ragas, which thoughtfully described in the Shastras, have remained till now a dead letter, owing to 

the illiteracy of our experts and the indifference of our educated classes. In fact, we shall use the गं्रथ 

on the following understanding:- 

अस्र्दीये च संर्ीते यवनैरसयसंशयर् ्I      

 नमनमववधतयम सद्नयोववदहतर् ् पररवतानर् ्   II        

 देश कमलमनुवतत ात्वमत ् संर्ीते  पररवतानर् ्I     

 अवश्यर् ् भववतव्यर् ्  तददती र्र्ाववदमर् ्र्तर् ्  II   

  गं्रथो्तम िहवो रमर्म दृश्यंते पररवततातमुः I     

स्वीकृतमुः समंप्रतं लक्ष्ये यतस्ते  रन््तदमयकमुः II    

 प्रर्मदमदवप संर्ोहमद्नये  रमर्म भ्रष्टतमं ग्रतमुः I    

लक्ष्येस्युस्ते सुतनयतमुः कताव्यम र्मनकोववदैुः II 



I have myself tried the method stated in the last shloka and I am glad to say the result was quite 

successful. We have, before us today, more than 50 or 60 Ragas of foreign creation. It will be 

ridiculous to pretend that we would be able to satisfactorily settle them exclusively with the help of 

our old Shastra गं्रथ. We must heartily seek the cooperation of our professionals. Delay will be 

extremely dangerous. If we wait another decade the probability is that the best available artists will 

disappear and we shall be thrown on the mercy of the people considerably their inferiors.  

 

Ladies and Gentlemen, even if this conference succeeds in settling the Swaroop of the four important 

groups कमनड़म, तोड़ी, समरंर् and र्ल्कहमर, it will place the music lovers of the country under a permanent 

obligation. Not that these Ragas are unknown in the country but they are always the subject of 

constant disputes and it is therefore desirable that they should now be settled in consultation with 

the great experts assembled here. An authoritative opinion from the conference will have its own 

force and influence. We shall go ahead with the questions of the settlement of the Raga system.  

 

Ladies and Gentlemen, you will be glad to know that my friends Sahibzada Saadat Ali Khan Bahadur 

and Thakur Nawab Ali Khan have consented to deal with these groups in their own papers, which 

they propose to read before the Conference tomorrow. We shall certainly be very grateful to them 

for this useful help. 

 

 The paper I read before the first All India Music Conference was more of a historical nature and I did 

not think it fit on that occasion to take the learned audience into the details of the Hindustani Raga 

system. On this occasion, however, we are considering the question of the settlement of the Raga  

system itself and I hope you will permit me to draw your kind attention to some general points and 

facts which often escape the attention, but which in my opinion, are likely to assist us materially in  

our attempt to regularise our Raga system.  

These facts are: -  

(1) The practice of assigning stated times of the day or night for singing the Ragas or the Time- 

theory of the Hindustani music; 

(2) The significance of the वमदी note; 

(3) The position and importance of तीव्र र् in Hindustani Ragas.  

All these three are more or less interconnected but for the sake of convenience, we shall consider 

them separately. I may mention here, that I am not at all claiming for myself, any great credit of 

making any unheard-of discoveries. I am only placing before you, facts, which are of everyday 

experience, with my own observations, on their utility in the settlement of Hindustani Raga System. 

 

Ladies and Gentlemen, you all know that the practice of assigning stated times to our Ragas 

has existed in the country from time immemorial. Our Sanskrit Shastrakars, whatever their other 

short comings have uniformly stuck to this practice. In fact, we can safely say that this is one of our 

long-cherished traditions. Our music passed through numerous transformations during the last 

several centuries, but the practice above referred to has been scrupulously and invariably 



maintained. Our current practice, as I have reviewed has outgrown the old shastras and is even 

supposed to be more or less in a chaotic condition, but even there you find a clear tendency to stick 

to the venerable Time- theory. I am aware that some of the Western Scholars never hesitate to laugh 

at this practice of ours. Their usual argument is that the effect of a Raga must always depend upon 

the particular combination of the notes used in it; and that being so, it is ridiculous to contend that 

the same combination of notes would be able to produce, on the minds of the listeners, different 

effects at different hours. But why go to the Western Scholars- do not some of our own modern 

Vidwans- of course generally such are innocent of music - now and then, show inclinations to make a 

similar criticism. Now, Ladies and Gentlemen, let me honestly confess that I am not in a position to 

take the defence of the Hindustani Time-theory, from the point of view of our modern physical and 

mental sciences, not being sufficiently versed in the Sciences; but all the same, I am not ashamed to 

own that I am personally a believer in it. At least, I am not one of those who will laugh it out as a relic 

of barbarous and uncivilised ages. To me the Time- theory of our Ragas appears to be most ingenious 

though mysterious design or plan. I shall not be surprised, if in future, some of our learned scholars 

find themselves in a position to satisfactorily prove sound sense in the theory. Instances are not 

wanting where some of our vedantic and other theories have found support from the modern 

scientists of eminence. But to go back to the point.  

It is common knowledge that our Hindustani musicians do not sing more than some 200 ragas. Now 

these Ragas easily divide themselves into three great divisions as follows:- 

त्रयो वर्मास्तु  रमर्मणमं लक्ष्ये स्युुः  पररकीतीच सर्गथातमुः I  

स्वरमणमं  ववकृत्यधीनम र्र्ाद्न्यैुः शमस्त्रकोववदैुः II   

शुद्नध स्वर संरे्लरे् प्रथर्ो  भेदको भवेत ्I  

 कोर्लत्वे  तथम धयोदद्रातीयोऽवप सुरन््तदुः II   

र्दृतू्वे तनर्योतनात्यं ततृीयुः स्यमत ्स्वतंत्रकुः II  

(1) Ragas, we shall say, which carry रर ध तीव्र (with तन तीव्र or  कोर्ल); 

(2) Ragas which carry रर कोर्ल  ध कोर्ल (or तीव्र); 

(3) Ragas which carry र् and तन कोर्ल ( whatever the रर and ध may be). 

The introduction of तीव्र र् in each of the three groups will lead to further subdivisions but we shall 

speak of those later on. I have already hinted that तीव्र र् has its own significance in Hindustani music. 

षट्स्वेतेष ुच वरे्षु लक्ष्य संर्ीत ववस्तरुः I    

श्यो सर्मवेशतयतुमर्तत प्रद्न्यम वदन््त त ेII 

Roughly speaking the whole of our Hindustani music would seem to fall under three leading melody 

types- namely, (1)बिलमवल  or शुद्नध  Swara र्ेल, (2)  भैरव र्ेल and (3) कमफी  र्ेल.  Each of these three 

र्ेलs undergo two modifications and in view of these, our musicians classify the Ragas of Hindustani 

music under 10 melody types or modes. The modifications of the बिलमवल  mode are (1) कल्कयमण and 

(2) िर्मज; Those of the भैरव Mode are पूवी and र्मरवम; and those of the कमफी  mode are भैरवी and 



आसमवरी. तोड़ी mode is a mixed mode and is treated separately, although for convenience it may be 

included in the class taking  र् कोर्ल and तन कोर्ल. Our professionals sing several varieties of तोड़ी 
with the र् and तन कोर्ल.  

This classification is easily remembered with the help of the following पद्नय set to Raga कमनड़म 

The names of the modes दरिमरी - बत्रतमल  

   

दशमर्त  ठमठ चतुर र्ुतन  र्मने │  यर्न बिलमवल और िर्मजी   │  

भैरव पूरवी र्मलव कमफी │  आसम भैरव तोडी ििमने  ║ 

 

अंतरम   Division according to notes used 

 

रर  ध तीवर तीवर र् प्रथर् त्रय │    संगधप्रकमश  अपर त्रय  र्मने │  

र् तन कोर्ल त्रय मर्गश्रत अंततर् │  जनक सकल तनत शमस्त्र ििमने ║ 

 

This grouping of the Hindustani Ragas by our musicians is most important and interesting, as 

you will see for yourselves presently. It is observed, in practice, that all the Ragas coming 

under the mode भैरव, पूवी and र्मरवम (and they are not less than about 40 in all) are assigned 

to the evening or morning or more accurately to the periods of sunset and sunrise! At these 

periods there is a संगध (or junction) between night and day and these Ragas are generally 

called the संगधप्रकमश Ragas; i.e. Ragas fit to be sung at the time of संगध (of Night and Day). 

Ragas taking रर and ध तीव्र (and र् तीव्र) are sung immediately after those belonging to the 

संगधप्रकमश groups and these last are followed by those taking र् and तन कोर्ल. I think I had 

better give instances in support of my statements before proceeding further. Thus take the 

भैरव group, for instance, Ragas belonging to this group are:- 

 



 

 

Now all these Ragas, with the exception of Gauri, are assigned to the morning, that is to say, 

about the time of sunrise, which is called संगधप्रकमश 

 

The Ragas belonging to the modes पूवी and र्मरवम are 

 

 

These two groups contain about 24 Ragas. Some of these Ragas are sung at the time of sunset 

and some at the time of sunrise.  I shall let you know presently what it is that distinguishes 

the evening संगधप्रकमश Ragas from those of the morning. Now I shall come back to our point. 



All these 40 Ragas have one common distinguishing feature and that is रर कोर्ल र् तीव्र  , ध 

may be कोर्ल or तीव्र. The distinguishing feature maybe more briefly put as “ति, सम रर र्”. 

The संगधप्रकमश period is understood by our musicians that between 4 to7 p.m. and 4 to 7 a.m.  

Now, let us take the Ragas coming under the रर and ध  तीव्र groups of कल्कयमण, बिलमवल  and 

िर्मज; These are  

 

These three groups contain more than 45 Ragas in all. The point I wish to draw your attention 

to here is that these Ragas are invariably sung immediately after the संगधप्रकमश Ragas and 

secondly that the other distinguishing feature thereof is “रर, ध तीव्र and र् तीव्र”. After these, 

come the Ragas which take र् and तन कोर्ल . They belong to the र्ेल कमफी, आसमवरी, भैरवी 
and तोड़ी. The “रर, ध तीव्र and र् तीव्र” Ragas take the singer from  early morning and early 

evening to nearly the middle of the day and the middle of night. To be more accurate, Ragas 

taking र् and तन कोर्ल (and fit to be sung in the night) begin after those of the िर्मज र्ेल are 



over and last up to about 4:00 a.m. when the morning Sandhi- Prakash ragas begin. So also 

Ragas taking र् and तन कोर्ल and assigned to the day begin at about 10 a.m. and go right up 

to 4 p.m. when the evening संगधप्रकमश Ragas begin. Ladies and Gentlemen, संगधप्रकमश comes 

twice, as you know in 24 hours, the whole cycle therefore divides itself into these two series, 

for example, संगधप्रकमश Ragas, that is, those taking रर, ध कोर्ल and र् तीव्र, then रर, ध, र् तीव्र 

Ragas; and then र्, तन कोर्ल ragas. I am prepared to admit that there may be some exceptions 

here and there which I may have lost sight of but I feel confident that the main arrangement 

according to the accepted Time-theory of our Hindustani music is faithfully described by me. 

Now I humbly ask, does not this beautiful arrangement disclose some design or plan? It may 

be, we are unable to say when it was first made or by whom, or why it was so made, but I 

have no doubt you will not call it a relic of barbarous times. To me it appears to be the design 

of some great masterminds. It is not improbable that this arrangement came with the change 

to the बिलमवल scale as the foundation scale of Hindustani music. 

Let us now turn to the consideration of our second point, namely, “the significance of the 

वमदी note”.  Here a little warning I suppose will not be out of place. I am taking the technical 

term वमदी in its modern sense only. I take it in the sense in what our present-day Musicians of 

Northern India take it. The ग्रंथकमरs of the 16th, 17th and 18th centuries define वमदी as follows:- 

 

 

प्रयोर्ो िहुधम यस्य स स्यमत ् वमदी नपृोपर्ुः │    │-  हृदय प्रकमशे │  

वमदी तु प्रयोर्े िहुलुः स्वरुः │  अंशुः स्थमयीतत पयमायो रमर्ोत्पमदन हेतुकुः║- र्ंजयमार् ्I  

प्रयोर्े  िहुधमवतृ्त: स्वरो वमदीतत कथ्यते    │ 

Our Hindustani musicians call वमदी the प्रधमन स्वर or जमन or जीव of the Raga. Ragas are 

divided into two great divisions , viz. (1) पूवारमर् and (2) उत्तररमर्. Those which are fit to be 

sung or are actually sung between midday and midnight are called पूवारमर् and those which are 

fit to be sung or are sung from midnight to midday are called उत्तररमर्. The पूवारमर्s have 

invariably a swara from पूवमंर्  for वमदी and the Uttar Raga have similarly a वमदी from the 



उत्तरमंर्. This brings us to the question- What is meant by the पूवमंर् and the उत्तरमंर्. Our 

Shastrakars define these अंर् thus:- 

सररर्र्स्वरमत्र्कं र्ेले पूवमंर्र्ीन्ससतं  │  

पधतनस स्वरेश्चैव संभवेदतु्तरमंर्कर् ् ║    

The के्षत्र  of the पूवमंर् for convenience sake is extended up to Pancham and that of the उत्तरमंर् 

down to र्; thus सम रर र् र् प, are supposed to be notes belonging to the पूवमंर् and सम तन ध प 

र् are supposed to be those belonging to the उत्तरमंर्. The effect of this is that Ragas having सम, 
र् or प for वमदी may occur when in the पूवारमर् group or the उत्तररमर् group. So here again what 

do you find? वमदी gets itself connected with the time theory. Look at the following popular 

Ragas and their वमदी notes                                                                                                          

रमर् नमर्  - वमदी       रमर् नमर्  - वमदी     रमर् नमर्  - वमदी      रमर् नमर्  - वमदी                                                                                                         
(1) समरंर्     =  री    (2)र्ौड समरंर् = र् (3)भीर्पलमसी= र्    (4)धनमश्री = प                 

(5)र्ुलतमनी = प     (6)      पूवी     =  र्  (7)       श्री   =    री  (8) र्ौरी   = री or प            

(9)पूररयम धनमश्री= प (10) पूररयम = र्    (11) र्मरवम = र्    (12)यर्न   = र्                    

(13)शुद्नध कल्कयमण=र् (14)भोपमली =र्    (15)केदमर  = र्     (16)हर्ीर = ध                   

(17)छमयमनट =  प     (18)कमर्ोद = प   (19)बिहमर्  = र्    (20)शंकरम = र्                     

(21)िर्मज = र्        (22)खझझंोटी =र्     (23)सोरट = री     (24) देस  = री                               

(25) ततलककमर्ोद=रीor सम (26)जयजयवंती=री (27)र्मरम=र् (28) दरिमरी = री              

Thus you go up to Midnight when Ragas taking र्, तन कोर्ल come in. There are our several 

varieties of कमनड़मs. Some of the कमनड़मs have री for the वमदी and the others either सम or र् or 

प which notes as you know can remain वमदी in either अंर्. As you approach the last quarter of 

the night, the real- easily distinguishable उत्तरमंर् Ragas come in. All this beautiful 

arrangement has been briefly put in the following verse 



 

Our Hindustani musicians constantly account the वमदी Note with the time assigned to the 

Raga. They say:- 

 

 
 

The third point which is equally interesting is the character of the तीव्र र् in Hindustani music. 

This note plays a very important part in the current music. I have told you that the Hindustani 

musicians, as a general rule, do not sing more than about 200 Ragas. Now, curiously enough, 

a careful observer finds that the Ragas which necessarily take तीव्र र् either singly or in 

conjunction with the कोर्ल have come to be assigned to the interval between sunset and 

sunrise or roughly speaking to the night. The only Raga taking तीव्र र् fit to be sung in the day 

time are दहडंोल, तोड़ी, समरंर् and र्ुलतमनी. We may take these as exceptions. But, there again 

we sometimes find differences of opinion as to the exact time assigned to these Ragas. There 

is no harm, however, in accepting them as exceptions, their number being so small. The तीव्र 

र् as a general rule does not occur in Ragas taking र्, तन कोर्ल. If it at all comes in, it comes 

in with शुद्नध र् , or both Nishad. But we shall return to the point. The presence of the तीव्र र् 



at once suggests to the listener that the Raga sung is one suited to the night time. तीव्र र् 

begins to make  its appearance in the evening संगधप्रकमश Ragas. I have already said after the 

evening right up to the end of the morning संगधप्रकमश Ragas. I have already said that it does 

not come in Ragas which take कोर्ल र् and तन, such as the different varieties of कमनड़म. There 

is one mistake, which you will please guard yourself against. Do not be under the wrong 

impression that every Raga assigned to the night is bound to have तीव्र र् in it. The fact is that 

Ragas which normally take it occur in the night. You find the note in all the evening 

संगधप्रकमश Ragas and they are not less than 5. Then it appears in the Ragas belonging to the 

कल्कयमण group. These are about 15. It appears again in the Ragas assigned to the last quarter 

of the night. It is rightly said:- 

दहदंसु्थमनीय पद्नधत्यमं वैगचत्र्यं  र्ध्यर्स्य तत ्│ 

सवासंर्ीतर्मत्रस्य स्वभमवं  सुप्रदशायेत ्║ 

ररधयोस्तत्कोर्लतं  तीव्रत्वं  तनर्योरवप │ 

रमबत्रशेषयमर्सत्तर्ुषुःकमलस्य सूचकर् ्║ 

तीव्रर्स्य न्स्थततर्मत्र रमबत्रशेषप्रसूगचकम │ 

तस्यैवमपनयुः सद्नयो ददनोदयर्ुदीरयेत ्║        

Our professional musicians are frequently seen introducing the तीव्र र् into Ragas like Bihag, 

Shankara, Jhinjhoti, िर्मज in skilful manner without offending the sense of the listeners 

seriously. The reason is that the note is a रमबत्रवमचक note, and when used sparingly and 

skilfully will not be inadmissible as a pleasing note. The peculiar characteristic and influence 

of the note तीव्र र् was known also to the Great music writers of the Southern Presidency. 

Their Raga system is based upon 2 sets of melody types or र्ेल. In the one set the र् is शुद्नध 

and in the other it is तीव्र. In all other aspects the र्ेलs of two sets are perfectly identical. The 

great influence of तीव्र र् is so described by the southern writers:- 



चतुदंडीप्रवेमशकम 

But I think we can cite such instances from our own Hindustani music too. In the पवूी or श्री 
र्ेल for instance we have रर, ध कोर्ल and र्, र्, तन तीव्र. The moment you substitute the 

कोर्ल र् in the place of the तीव्र र् you get the भैरव र्ेल. So also the कल्कयमण र्ेल could be 

converted to बिलमवल  र्ेल by the mere substitution of कोर्ल र्. I think the wonderful 

influence of र् in our music is nowhere denied. It is described as a great अध्वदशाक note and 

rightly so. 

Now that we are speaking of some of the special features of our modern Hindustani music, I 

may, with your permission draw your attention on two other points, in that connection, which 

in my opinion are also worth being taken notice of. To an observant mind, the Hindustani 

Ragas generally speaking, appear to have been designed and arranged in two sets; one on 

either side of an imaginary line drawn from sunset to sunrise dividing the whole day of 24 

hours into the well-known two parts “Night and Day”. Each of these two sets contains 3 

groups with their distinguishable lower tetrachords न  ि़ सा रि ग, न  ि़ सा िे ग, न  ि़ सा िे ग. 

These three groups on either side of the dividing line may be roughly described as the 

counterpart or reflexs of one another separated by an interval of 12 hours. The note र् and the 

अंर् which carries the वमदी Note will be the two unmistakable signs which will determine the 

question whether a particular Raga would fall under the पूवारमर् group or the उत्तररमर्group.  I 

shall try to illustrate my meaning: 



 

तीव्रर्स्य  सदैवमत्र ह्यध्वदध्वदमशात्वर्ूगचरे │ 

पूवी र्ौरी तथम रेवम श्रीरमर्ो  दीपक पनुुः │                                                                                 

जेतमश्रीन्स्त्रवणम टंकी धनमश्रीुः  परूरयमददकम │                                               
रमर्म एतम र्तम तद्न्यैुः समयंकमले  तनरंतरर् ् II 

The different varieties of बिलमवल are practically the counter parts of the Ragas assigned to 

the early part of the night. These are in the opinion of some careful observers nothing more 

than portions of the evening सर्प्रमकृततक or allied Ragas, combined with the settled अवरोह or 

decent of बिलमवल. Thus:- 

यमन  +   बिलावल    =   यमनी बिलावल (1);     केदार or नट   +   बिलावल    =   शुक्ल बिलावल   (2);    

गौड सारंग   +   बिलावल    =     लच्छा शाख  (3)              बझझंूटी   +   बिलावल    =    सरपदाा बिलावल  (4) 

जयजयवंती    +   बिलावल    =      कुकुभ  बिलावल  (5)        छायानट     +   बिलावल    =   छाया बिलावल (6) 

बवहंबगनी    +   बिलावल    =    बिहंबगनी   बिलावल    (7)        हमीर     +   बिलावल    =     अल्हैया बिलावल (8) 

शुद्ध कल्याण   +   बिलावल    =     देवबगरी   बिलावल  (9)     (10)  जेत बिलावल  (11)  माधव बिलावल  (12)  िंगाल बिलावल 

I am aware, the combinations I am mentioning, may give rise to differences of opinion but I 

am using these only as illustrating the point. I wish you to notice, I would much rather wish 

that our great professional experts should put their heads together and settle once for all the 

component parts of the different varieties of बिलमवल satisfactorily. When these are settled, 

we shall have a more distinct idea of the reflex connections between the morning and evening 



रर ध तीव्र Ragas. The बिलमवलs easily distinguish themselves from the evening Ragas which 

are their counterparts, by the absence of तीव्र र् and उत्तरमंर् प्रमधम्य. 

The other point which I was thinking of was the presence of परर्ेलप्रवेशक Raga in each थमट. 

These present an abrupt change from one group of Ragas to the next following, for example, 

र्ुलतमनी takes the singer gradually into the पूवी थमट ragas. Jayjayvanti introduces him to the 

कमनड़म group and so on. 

प्रततरमर्ं केगचद्रमर्मुः परर्ेल प्रसूचकमुः  │     

द्नववरूपमणमं स्वरमणमं च प्रयोर्ेण व्यवन्स्थतमुः ║  

 

Ladies and Gentlemen, I explained to you, a few moments ago, how our Hindustani Ragas 

happily classify themselves under 10 principal orders or melody-types or र्ेलम. While 

remaining under these र्ेलम, they can easily be distinguished from each other by their special 

features or identification marks. Thus, let me for instance examine the dozen Ragas falling 

under the कल्कयमण group are the कल्कयमण र्ले.  These are as you know: 

 

Names - यर्न , शुद्नधकल्कयमण , भूपमली , चंद्रकमंत , जेतकल्कयमण , दहडंोल , र्मलश्री , हर्ीर , 

केदमर , छमयमनट , कमर्ोद , र्ौडसमरंर् 

These Ragas are conveniently classed under the कल्कयमण group because the presence of the  

तीव्र र् is indispensable in them. Now all these 12 Ragas could be classed under 3 heads, viz. 

(1) Ragas taking no  र्ध्यर्  , or taking it in the अवरोह only; 

(2) Ragas taking only तीव्र र्; and  

(3) Ragas taking both the तीव्र and कोर्ल र् . 

It is said     कल्कयमणी र्लेजम रमर्म ववभर्जय्ते बत्रधम पुनुः │ 



                   अर्ैकर्द्नववर्म इतत सौकयमाथं ववचक्षणैुः ║  

Thus:    (1)   भूपमली ,शुद्नधकल्कयमण , जेत, चंद्रकमंत ; fall in the First Division ,              

             (2)    यर्न,   दहडंोल , र्मलश्री ; fall in the Second Division ,        

 (3)   हर्ीर, केदमर , छमयमनट , कमर्ोद , र्ौडसमरंर्, श्यमर्; fall in the Third Division , 

All these Ragas, being assigned to the forepart of the night, have their वमदी in the पूवमरं्, of 

course. Ragas coming under the first two subdivisions are easily distinguished from one 

another. Thus 

आरोहे चमवरोहेऽवप भूपमली र्तनवन्जातम │ 

शुगचकल्कयमण  इत्यमव्ह आरोहे र्तनवन्जातुः ║ 

पमंशो र््युन्र्जझतुः प्रो्तो जयत्कल्कयमणको िुधैुः │ 

आरोहे र्ध्यर्त्य्त्श्चंद्रकम्तो र्तो िुधैुः  ║ 

 

Thus, the Ragas of the second division will be distinguished as follows:- 

संपूणो यर्नुः प्रो्तो  दहदंोलो ररप वन्जातुः │ 

ररध हीनम तु र्मलश्री रमर्मुः स्युरेक र्ध्यर्मुः ║ 

The Ragas taking two र्ध्यर्s form a very interesting lot. These Ragas agree with one 

another in taking the same अवरोह, which is समं तन ध प , र्॑ प ध प, र् र् रे सम. The special 

features of these Ragas lie as a general rule in the पूवमंर्. Thus :- 

सम, रे सम, र् र् ध  │ - हर्ीर                                                                                                   

सम, र्, र् प, प र्, रे सम  │ - केदमर                                                                                        
सम, रे प, प, र् र् प र् र् रे सम  │-  कमर्ोद                                                                                
सम, र् रे र् र्, प रे सम  │ - र्ौड समरंर्                                                                                                 
प रे र् र् प, र् र् , र् रे सम  │-  छमयमनट                                                                         
सम रे, र् रे , न  ि़ , सम    │  -    श्यमर्   ║ 

There are two important rules to be observed here, 



द्नववर्ध्यर्ेषु रमर्ेषु समदृश्यं स्यमत ्ववलोर्के │ 

आरोहे तु वववक्रुः स्यमदवरोहे र्वकक्रतुः ║ 

The small combination of notes “म॑ प ध प” is intended to show that the Raga xxxxxx .  The 

अंतरम of these Ragas, as a general rule, opens as follows: प साां, साां िें साां, साांनि़ध, नि़ ध प 

Ragas coming under the कमंभोजी र्ेल or िर्मज र्ेल can be easily distinguished.  

कमम्भोजी र्ेलजम रमर्म ववभ्तमस्ते द्नववधम िुधैुः │ 

र्म्शकमऱ्य्शकमश्चेतत रहस्यं र्ुखणसंर्तं ║ 

िर्मर्जय्र्म र्तम र्म्शम सोरट्यम्र्मस्तु ऱ्य्शकम: │         

तत्वं न्त्वदं स्र्रेन््नत्यं लक्ष्यर्मर्ा ववशमरदुः║  

िर्मजो रमर्श्री दरु्मा िंिमवती ततलन््र्कम │ 

खझझंूटीतत र्तम वर्े र्म्धमरम्शे ववचक्षणैुः ║ 

देमशकम  सोरटी चैव कमर्ोदन्स्तलकमददकुः │ 

जयमव्त्यमददकम वर्े द्नववतीये लक्षक्षतम िुधैुः ║ 

जयमव्ती तथम र्मरम द्नववर्म्धमर सुयोर्तुः │ 

सूचयेत ्परर्ेलं तं कणमाटमख्यर्स्शयर् ्║ 

--- 

तैल्र्मख्ये ररधौ नस्तुः िंर्मजो ररषभोन्र्जझतुः│ 

ररपहीनम र्तम दरु्मा रमर्श्रीुः पञ्चर्ोन्र्जझतम ║ 

िंिमवती सुसंपूणमा वक्ररूप  र्नोहरम │     

खझझंूटी कगथतम पूणमा र््द्रर्ध्य स्वरैयुातम ║ 

I won’t trouble you with the distinguishing features of the same.  



Ladies and gentlemen, I have taken too much of your time now and have tried your patience 

too far, perhaps, by compelling you to listen to a lot of technical details. It is time now that I 

should conclude. I thank you most sincerely for giving me a patient hearing during all the 

time. I may mention here that I took the liberty of addressing you so long, only because I 

knew that I was addressing an assembly of learned music Scholars who would not only 

excuse my procedure but, would treat my effort with courtesy and appreciation. 

Ladies and Gentlemen, I hope I have made the object of my remarks quite clear to you. It was 

two folds, first I wished to impress upon mind the fact that our current Hindustani music with 

all its confused and irresponsible conditions, is really not in so hopeless or helpless a state. 

No doubt it has undergone vast changes but even in its present condition, a careful music 

scholar will find sufficient material for a good scientific system. My second point was to 

show you how our music could, with the help of our Shastra ग्रंथ and the eminent living 

artists, be easily systematized.  

The present time, Ladies and Gentlemen, is most propitious for our sacred task. We have 

come out successfully through a terrible war and are now looking forward to a long spell of 

peace and tranquillity. Music as we all know is a delicate plant that grows most vigorously in 

times of peace and tranquillity. Such a time is now first approaching. Then again, we have 

been singularly fortunate in securing the sympathy and patronage of such a great native 

prince- I mean His Highness of Nawab Saheb of Rampur, our President; His Highness is not 

only a great lover of music but an accomplished music scholar of a very high order. His 

Highness represents the tradition of the  Tansen School. His Highness has got in his service 

Vazir Khan Saheb, who was one of the pupils of Sahibzada Hyder Ali Khan Saheb, the 

distinguished pupil of the Bahadur Hooseni Khan School.  

Next to His Highness we have in his Home Secretary Saheb Zada Saadat Ali Khan Saheb 

Bahadur, another accomplished Scholar and patron. He is the son of the late Sahibzada  

Hyder Ali Khan Saheb himself and needs no further introduction. 

Ladies and Gentlemen, what do all these circumstances indicate? They clearly indicate, I 

think, that it is the desire of Providence that our Indian music, which has so long had to suffer 

from cruel negligence, should now rise once more from its fallen condition and take its 

proper place by the side of its sister arts, and thus fulfil its great mission in life.  

With these remarks, I beg to conclude my address. 


