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The age of Vijayanagar (A.D. 14-16 century) was crucial 10 the development of the
cultureof South India-it s music inparticular. There areseveralreasons far this. India's

culture had developed many internal tensions and external stresses due to conllicts between
the old and the new. Many a definitive or formative concept had lost its vigour and vitality
and had become fossilized. There was a strong interaction between traditional and elite
cultural values on the one hand and folk and foreign influences on the other. Vijayanagar
became the confluence of many religions. art forms, andcultures. But it grewnotso much
by eclectic absorption and assimilation as by reaction, protest, revolt and independence. It
preserved traditional purity and historical continuity by assimilation and nativization of
contending or opposingalien influences. Thesecultural trends andobjectives weresustained.
fostered and cherished even after the fall of the empire by Anegundi, Penukonda, Tanjore.
Mysore, Madurai, Ikkeri and several other feudatory states.

It was at the height of the glory ofVijayanagar that great saint-composers like Sripadariya.
Vyasaraya, Purandaradasa, Vadiraja, Kanakadasa, Tallapakam Annamacharya and his
descendants, and Nijagunasivayogi flonri shed . The most influential musical forms-K!1i,
Siiladi. Ugabhoga, Dandaka, Vrttanama, Narnavali, Mundige, GIla, Thaya and Prabandha
-deYeloped dnring this period . The Tambiiri (Tanpura) was introduced and stabilized as
the principal drone instrument, A wide range of experiments and innovations were carried
out on Vina-keyboards in respect of accordatura, tonal range. and instrumental parameters.
Griimayielded place to me/a, the theoretical possibilities of which were fully explored and
exactly determined through mathematical schemes of tabulation; new classificatory critena
emerged for ragas; scales and intervals were rationalized and aligned to contemporary musicM
practice through psychoacousncal principles of temperament-smyambu-svara (upper
partials), paryiiya-svara (alternative svara denomination), and pratinidhi.S't'ara
(representative note) , Many melodic and rhythmic structures were admitted into the fold of
an music. AU music became deii; miirga music passed into oblivion, as did the madhylJ1Tl/l'
griima and its paraphernalia; the totality of melody came to be referred to ~a4ia·griJmD

alone. The numerous desi tiilas. which had grown arbitrary and prolific, were replaced
with suliiditiilas; these were made comprehensive and versatile through len vital elements
caUed tiilodaiaprana:Theoretical and pedagogical scalar standards, as weU as propaedeubC
e~~rci ses (abh yiisagiina) which are relevant even today , were the contributioDS of
VIJay~nagar. Musicological luminaries like oSti Vidyaranya. Sa!ya Gopa-tippe~dra.
Kallioatha, _Kumbhakarna, Ramamarya, Lak~niinaraYana, Pandarika Vi!Jbala, Som~atha.
Lochana lhii, and HrdayanarayanadeYa buttressed the theoretical foundations of muSIC bod>
in South and North India during this period while Tanappacharya, Goy;nda DikSita and
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Venkatamakhin laid the foundations nfmodem Camaticmusic fromTanjore abouta century
later.

Theory kept pace with musical practice closely throughnut the Vijayanagar period,
maintaining a remarkable spatio-tempornl continuity through the theoretical works. Each
work records a revolutionary and seminal concept or development, cumulatively resulting
in modem Camatic music . Nine such musicological treatises were composed in the
Vijayanagar period. These may be called the Vijayanagar Musicological Nonet or the
Vijayanagar sangitaiiistra navaratna.The firstoftheseis the sage Vidyaranya'sSangitasiira
composedin the second half of the fourteenth century. Parts of this work.dealing with the
fifteen melas and their fifty janya riigas, as wellascertain typesof singers, wereparaphrased
by Govinda Diksita in his Sangitasudhii(nidhi) in the early seventeenth century. The
innovation of theconcept of melaand organization of theentirety of contemporary melodic
material under its umbrella are among the most influential and enduring contributions of
Vijayanagar to the music of India.

The second of the Nonet is, chronologically, Salva Gopa-tippendra's Tiiladipikii . The
authorwas the brother-in-law of Praudha Devaraya II, and a viceroy underthe Vijayanagar
empirewho ruled from Mulbagal (near modem Kolar)in the mid-fifteenth century. Besides
describing more than a hundred desi talas (and inventingquite a fewof them), he mentions
the taladasapriiI)a (len vital elements of tala) for the first time; all temporal activities in
music and dancing came to be organized. collocated and collimated under these elements.
To the same period belongs the third work of the Nonet, Kallinatha's Sarigitaka/iinidhi,the
great versatile commentary on Samgadeva's Sangitaramakara, anencyclopaedic magnum
opus on Indian music, dancing and aesthetics of thethirteenth century. Besides annotating.
explicating. criticizing and emphasizing all the central issues of the Ramakara, Kallinatha
illumines the text through compurison with contemporarypractices. theories. and norms of
music and dance.He anticipates many developments in these arts.

Bl1aI)Qiiro(.ri?} Vi!!halesvara composed a Telugu commentaryon the SangitaratniJlw,a
in the last quarter of the fifteenth century. This work is the fourth of the Nonet Bha¢iiru
Vi!lhalesvara claims that his father Kesava was honoured for his musical prowess with
three thousand tolas of gold by GhiyasuddinSultanofMandwainGujaral.HissonBhandaru
~-ri?) Laksminarayana composed the fifth treatise of the navaratna, the SangitasiJl'yodaya.
me. 1525under the palronageof~~adevariiyaofVijayanagar.ln the verynextgene~on.
Achyutadevariiya's important treatiseon Wa, the Tii/aka/iihdhi/fa/aka/iiviiridhi, waswn_tt~n:

This work organizes for the first time in sU/Jgita.iiistra the theory and practice of the suiad.
talas in tenus of the dasapranas. He also compiles the views of many prec~dent works on
tala such as Tiilakaliiviliisa, Sang7tavidyiivinoda, Ialnamata, Sairg'tamarga. Chatura
sabhiivi/iisa. (Sangita-)chudiimaJ)i, Anjaneyamara, NrttachU4iimaJ!i. Sangira~idarpa1)ll .
Kiityiiyaniya. Sangitamava, Rangariija BharatabhiifYu, Kapardi, and Paramesvara, and
refutes them. These w;"'ks are no longer available. Achyutariiya ex~_~e -,cope and
function of the stiladi talas by applying all the five laghujatis to each su!oo: tiila. At the
same time. Astavadhana Sornabhatta composed. probably unde~ Achyu~!a s p~n:'nage.
and under the guidance of his guru S1tiiriima. Srarariigasudhiirasa.or l\atyachWfZunarJI.
which is now available only in fragments. The fmal gem In the senes IS the momentous
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Svoro melakalanidhi of Ramamiitya. who was Kallinatha' s daughter's son. Ramamatya was
the royal composer and royal architect, and described himself as abhinava-bharatiicharya
and toda ra-malla. The last epithet is usually interpreted by scholars as belonging to the
Iineag~ of Todarrnal, the minister of the Mughal emperor Akbar, notwithstanding the
anachronism. Actually, however, the Kannada term means hero (maUa) who wears the
honorific anklet (todar). The Svaramelakaliinidhi brings up theory to dale, rationalizes
intervals and scales, introduces the concepts of svayarnbhii-svara (self-generating note,
upper partial), adhara-srutiparyiiyatattva and pratinidhitattva of svaras, establishes mukhiui
asthesuddhasvara saptaka, standardizesandfixes musical intervals on thekeyboard. defines
the accordatura, range, preferred strings (for parti cular note s), etc., for a variet y of stringed
keyboards, innovates and dedicates a new keyboard to Achyutariiya, and proposes a new
scheme for classifying ragas into uttama (superior), madhsama (middling), and adhama
(inferior) on the basis of their expressive potential; it also resolves the problem of the antara
and kaiiik i notes.

l.A~miniirii)'af.Ul

The Sangitasiiryodaya of Laksrninarayana is availab le in print as publicat ion no. 4 (1986)
of the Indira Kala Sangit Vishwavidyalaya, Khairagarh, It is edited by Pandit Kamalaprasad
Tripathi of thesameuniversity under the supervision of the then Vice-chancellor, DrPrem
Lata Sharma. The edition is based on the transcript of a single Pandu-script manuscript
(No. R 5510) of the work deposited in the Government Ori ental Manuscript s Library,
Chennai, a copy of which is available in the Varalakshmi Academy, Mysore . The manuscript
is full of scribal errors andsome crucial lacunae in the beginning, A frag ment of the dance
chapter of this work is preserved in two copies (Nos , 10667, 10668) as Laksmana-bharotam
wrongly called Matanga-bharatam in the reco rds of the TMSSM Library, Tanjore ' . But
these are not used as collative sources in the preparation of the above edition. The editor
seemsto have depended considerably onSamgadeva's Sangitaratnakara and its commentary
by Kalliniitha, the Sangitakalanidhi. Such dependence is common to most post-RamiJkara
authorities on music and dance in A.D. 15-18 century.

The Sangitasiiryodaya has attracted the notice of some modem scholars including M.
Krishnamachari ar', H. K. Sherwani -, V. Raghavarr', K. C. D. Brihaspati", Subhadra
Chaudhary' , and the present writer' , M. Ramakri shna Kavi has comp iled useful information
about the work and its author",

The author, Lak!minaray3J.13, furnishes some information about himself and his royal
patron,~~adeVariiya. The data about the latter are of some historical interest and will be
examined below. The authorabbreviates his own name to Laksmana: this is why the treatise
is cal led l-aksmand-bharatam , In the colophons to the second, third and fifth chapters he
gives the epithet bha~t/iiri or bhandiiru (edited to the lectio simplicior 'bha{{iJral+kal' in
the tmpre ssi typisv; which is probably his family name, 'Bhandiiro' means treasury;
'bha~t/ari '/'bha~t/aru' means treasurer in Telu gu and Kannada. 'The word also means a
special ~anety of turmeric and a part icular kind of plant , Laksminarayana describes himself
as a briihmana, the son of Bhandari t-ru) Vitthalesvara, as abhinava-bharatiichiiryo. raya
bayakiira (royal composer), suk!jma.bharatachiirya, and todara-malld'; in the course of
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the work. he also describes himself as karaT}iigra'}i (head accountant? chief scribe? chief
revenue officer?). The latter descrip tion was also applied by 5anigadeva to himself.

The treatise commences with a salutation to the great teacher of Sriva isnavism, Sri
Ramanuja. A Hayagriva-srzm is given asmangutiicharana inchapters [I lland 1I1l;salutation
is offered to this deity at the beginning of chapter IV12• Therefore Laksminiirayana is a
Srivai snava brahmana, commo nly called ayyailgii r in South India. He belongs to the
Bharadvajagotra; he is the grandson of Kesava whose wife isGauravamba(c-Gowrarnma").
His father is Vitthalaand his mother Rukm ini". Ramakrishna Kavi stares" thai Bhandaru
Vi!Jhala composed, as mentionedabove. a -T~ l ugu commentary on the SOIigitaratnclka;a in
which he refers to his own fathe r (Kesava) as hav ing been honoured with a gift of three
thousand tolas of go ld for his musicnl scholarship by Sultan Ghiyasuddin.

Laksrninariiyana mentions Visnu -bhat taraka as his sangitaguru from whom he learnt
both the theory and practice of sangita (probably meani ng the gita-vadya-nma triad) as
well as the bharata treatises of Datt ila and Kohala along with their commentaries. (If this
statement is reliable, it points to the existence of a commentary on the Dattilam
prayogastahaka? - mentioned by Simhabhupala, and of a hitherto unknown commentary
on Kohala, who is cited by Bharata, Matanga, Nanyadcva, Abhinavagupta, Samgadcva,
etc., or of a commentary on the Sanguomerui. Thus equipped, he wrote the Smip,ita 
siiryodaya l ' . It is not improbable that he named his work thus under the inspiration of the
Sonkalpa-suryodaya, a play in ten acts composed by the great Srtvaisnava teacher and
author Vedanta-desika (alias Venkatanatha) in the fourteenth century. Laksmtnarayana claims
tohave composed all the faultless compositions (in music and dance)according to the way
of Bharatamuni, such that all experts in music would nod at them in appreciation". He
further says that he was awarded the honorific title ' Abhinava-bharatiichiirya' and was
honoured at various times by Krsnade varaya, once with an ornamented gold palanquin. and
atanother time with two umbrellas, each of which was decorated witha hundred tassels of
pearls; and that he was appo inted the permanent head of dance in the royal household".
Even as the emperor Kartavfrya ruled a large section of the earth.~minaraya':la also
ruled, throu gh the kindness of Krsnadevaraya, a large segment of the earth" . (This may be
apun on his mastery over a fonn of tiila-prastiira called khar.u!amem.)

K{$fJadevaraya
la~miniiriiYaQa describes 5rividyiinagari succinctly as a je wel in the top-knot of Mother
Earth. surro unded by the river Tungabhadra, the happiness-bestowing mother of Karnataka.
which is surrounded by the high peaks of :'11i1yavanla and Hemakiita. and by the Iuminous
aura of the co mpass ionate glances of god Viriipiik~a and god Vijaya-vtn!Jala" . ~n us golden
throne reigns King Narasirnha of Turvasu-kula"'. This refers to NarasittIhanayaka of the
Tulu country. 'T urvasu-kula' may suggest that Narasaniiyaka and hISdes~endants claimed
descent from Turvasu of Chandra-varnsa . second son of Yayiiti by Devayam and brother of
Y d ' Th i li . d scribed in the Bhiigavata-a u, to whose lineage Sri Krsna belonged. IS rneage IS e . ~

purii1Jalfl (9.23) . To Narasanayaka was born K!>Qadevariiya who became learned In all the

arts while still a boy". ' 1 . .

I<!>Qadevariiya captured alive Gangariija and des troyed his impregnable forts- . Thi s rs a
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reference to Gangaraja, the chief of Ummattiiru, who revolted against Vijayanagar and
ruled from the forts of Srirangapattanam and Sivasarnudram (Laksminarayana's "Siviiniim
samudram"). Krsnadevaraya proceeded against him, recaptured Penukonda, pursued
Gangaraja first to Sivasamudram and then to Srirangapattanam. razed both forts to the
ground. killedGangaraja, annexed his territories andappointed Kernpegauda andtwoothers
as their administrators.

TheSatigltasri.ryodaya next refers tothecampaigns of'Krsnadevaraya against theGajapatis
of Orissa: Krsnadevaraya captures the Udayagiri fort and KOJ)qavIQu, captures alive
Gajapati's son and heir, and erects a victory-pillar at Ponumat-pattana. Having scoredhis
victory over Gajapati, he also wins the handof the latter's daughter in marriage, as well as
huge wealth",

This refers to the military campaigns of Krsnadevaraya against the Gajapati kings of
Orissa, which was planned in five phases: capture of Udayagiri, capture of Kondavidu,
surrender of Kondapalli, erection of a victory-pillar at Potanur near Simhadri, and finally
the attack on Cuttack, thencapital of Orissa.

Krsnadevaraya lay seige on Udayagiri, the southernmost, supposedly impregnable, hill
fort of Orissa, for eighteen months and inflicted a devastating defeat on Gajapati Prataparudra,
capturing Udayagiri in 1514. He then senthis generalSaluva Timma to capture KOQ.Qavlqu.
he himself taking a pilgrimage to Tirupati for a darsona of Lord Venkatesvara, On his way
to KOl).4avIQu, Timmacaptured many fortresses such as Kondahara, Addanki, Vinukcnda,
Bellamkonda Nagarjunakonda, Tangeda, Ketavaram, etc., and reached Kondavidu in 1515.
Kf~l).adevarayajoined himatthistimeandcaptured the fort.He also took captive VTrabhadra
Gajapati, sonand heirof Prataparudra andhis wife, appointed Saluva Timmaasadministrator,
and returned to Hampi afterpilgrirnaging to Amaravati and Srisailam,

In the third phase, Kr!~adevaraya subjugated the fort of Kondapalli where Prataparudra
hadgathered together all his forces, planning a battleagainst Krsnadevaraya, But the latter
took Praharcsvara (commander of the enemy forces) and others captive, and conquered
many minor forts, including Anantagiri, Udrakonda Urlakonda Aruvapalli, Jullipalli,
Kantikonda, Kappalavagavi, Nalagonda, Khamm~~~e!!u, K~n'akagiri, and SaiIkaragiri.
He finally arrived at Sirnhadri. In the fourth phase, he erected a tall victory-pillar at nearby
Pota_nuru. Meanwhile, Virabhadra Gajapati died. Losing all enthusiasm for battle,
Prataparudra could not confront Kr~l).adevaraya again, transacted a treaty of permanent
peace,a~d sealed it by giving his daughter Jaganmohini in marriage to Krsnadevaraye. who
magnamm~usly restored to Prataparudra all his lost territories. ..

Theava.I!~ble textof Sangitasuryodaya is confusedandcorrupt here,andreads"Kopadrk
for Kondavldn and "Pogamat-pagani' for Ponana-pattana (Potanuni). It athetises the
camp:ugns of Kondapalli and Cuttack, and omits the names of Prataparudra, V-Ifabhadra
and Jaganrnohini.

The ~a"it ~istorical reference by Lak~mInaraY3Q.a is to the victoryof Krsnadevaraya against
a Muslim king who was ruling at a fort called Gojjuru with horses, elephants and great
wealth. But Kr!~adevaraya generously gave back all he had won. Later, he crossed the
Kr~~a river, set fire to the king's palace and killed him", The text is corrupt here andhas a
crucial lacuna.
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TheMuslim rulermentioned here is Ismail Adil Khan of Bijapur, who, growingenvious
and apprehensive of Krsnadevaraya's ever-increasing victories and territorial expansions.
took advantage of Krsnadevaraya's preoccupation with the Gajapatis, and occupied the
fortress of Raichur with his residence and cantonment at nearby Gobbiiru. Raiehur had
been a bone of contention between Vijayanagar and the Bahmani kingdom for over two
generations. Krsnadevaraya crossed the river J{ryQii in 1520 and defeated Ismail Adil Khan.
massacred his army, and look the fort. Soon the vanquished Ismail sent an envoy 10 Hampi
praying restoration of his lost territory. Krsnadevaraya agreed and fixed a rendezvous for 3

meeting, but Ismail Adil Khan failed to keep the rendezvous. This angered Krsnadevaraya,
who marched against Bijapur and crushed Ismail Adil Khan' s army tolally in a decisive
battle at Sagar in 1523. Subsequently, he subjugated the Bahmani Sultan Mohammed Shah
of Gulbarga, but later restored to him his territories and reinslalled him on the throne.
Krsnadevaraya commemorated the occasion by assuming the title ' Yavanarajyasthapana
charya' .

Thus. by hi s information o n the Gobbiiru battle and Krsnadevaraya" 5 victory.
Laksminarayana adds to our knowledge of what is commonly known as Raiehuru-vijaya.
Gobbiiru has graphically deteriorated into Gojjiiru in the impress! typis (and the error is
conjecturally repeated by the editor). Gobbiiruhas now phonetically degeneratedto Gabbiiru.
It is now a village situated to the south-east of Devadurga in Raichur district. Originally
namedGopura (> Gobbiiru), it was reputed since the twelfth century as a centre of learning.
Remnants of a strong fort are still visible in the present village.

The Sangitasuryodaya: Special Features
The Sangitasuryodaya does not mention its date of composition. which may however be
inferredfrom the following circumstances. It was written during the rule of Krsnadevaraya.
i.e., 15()<}-1529. The last political incident mentioned by Laksminarayana is the capture of
Gobbiiru in the conquest of Raichur, in which Krsnadevaraya engaged twice with Ismail
Adil Khan---in 1520 and 1523. Since thecrossing of the K!eQii river and the burning of the
"Yavana janapada" by Krsnadevaraya are mentioned, the latter date may be inferred.
Therefore, the Sangitasiiryodaya may be inferred to have been written between 1523 and

1529, probably 1525±. . . .
The Sangitasiiryodaya is a treatise on dancing and music, written In Sanskrit In five

chapters: "rilla ' (525 slokas), 'Nrtta' ( 1075 sl okas), 'Svara' (269 slokas), 'Jiiti' (117 SInk,,:,)
and 'Prabandha ' (641 sl okas), thus tolalling 2,627 slokas besides some prose passages m
the 'Svara' chapter. The metre employed is mostly anustubn and only occasionally (in the
beginning) Jongerones suchas nuJluJilkriintii and sragdharii. An unusualfeature ofmeU1c~
Use is that in a few instances the first half and second half of a verse are composed m
different metres. The arrangement of subjects differs from the convention~ ~ne:. i.e., gila
(svara, raga, prakirna, prabandha), tala, viidya and nrtta. Instead. the S~ngltas~r,.odDya
presents t:ila nrtta svara, jati andprabandha in an uneven quantitative distribution. It IS.

h ' ". '. . ' th d ethod and magnitude of treatmentowever, not unique In this respect. because e or er, m . . ' .
are mane f i di id aI r purpose and me!hodological convernence within anrs 0 m IVl u prelerence. . . - d 'S . -

. . . F example Hanpiila eva s anglta-accepted defin ition and scope of subJect·matter. or .
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sudhii kara, also composed in fivechapters. prefers the order nrtta, tala. vadya, naJakaand
gila. Laksminarayana adopts the traditional textual definition of sangita as constituted of
gita. vadya and nrtta, probably inspired by Jagadekamalla and Samgadeva.

The order and quantitative distribution of subject-matter in the Sangitasiuyodaya may
be ratiocinated from the fact that its authorwas the niuyaguru of the royal household and
his main object here is the teaching of dance. Talais defined as the substra te and common
denomi nator of all limbs of sangita and is therefore taken up first . This is directly followed
by the central theme of the treatise, which occupies nearly half of the bulk of the whole.
Dance cannot be performed withoutsong, which is therefore described in the final chapter,
logically preceded by its infrastructural elements (svara and its paraph ernalia in Chapter
III . and its melodic c rgamzaticn.jdn, inChapter IV). Two glaring omissons in the work are
indefensible: raga and vadya, Raga was, and continues to be. the ubiquitous, universal,
indispensable. cbaractering melodic base in Indian music; j ati had become obsolete , even
archaic, in Laksrninarayana's time. Yet raga is omitted and only jati is described, and that
too cursorily. A time-honoured axiom in sanglta is that instrumental music dependsonor
follows vocal music. and dancing depends on or follows instrumental music. Yet the
Sail.':"illlsuryoda."t'a does not even mention musical instruments.

The Sangitosuryodaya is in large part a borrowal orrecast of the Sangitaramakara with
or without acknowledgement. But it mentions many earlier authoritieson music and dance
such as Bharata, Dattila, Kohala, Matanga, Narada, Sardiila, Katyayana, Urnapati, Arjuna,
t).in idhara. Somesvara, Sarilgadeva and his commentators. Except for Bharata and
Samgadeva and his commentators. most of the other authorities are cited at second hand
and some even apocryphally,

In view of the brevity and limited scope of this paper , only some unusual features of
omission and commission in the Sangitasur)'odaya maybe mentioned here:

J. Tii liidhytl .m

I . The chaptercommences with 3 systematic treatment of the taladasapranas, The five jatis
(~f)·asra. chaturaira, khanda, miira, andsankim a) areextended to the laghu ofallsuIadi
talas anddesl talus.

2. The marga talas are treated cursorily.
3. Alludrufa replaces viriima as a falanga . Many prastara- fonns are extended 10 both

anudruta and virama, though some authorities question the usefulness of such pasraras·
4. ~esides describing the time-honoured 120 deS! Was, Laksrninarayana mentions defI

talas of his own creation. some of which have structures identical with those of the
~orm~r sec; some containanudrutas and some contain laghu-jiJti varieties. The t3las with
Identical structures may differ quantitatively because of differences in the size of the
laghu. A ~ew of Lak!minaraYUl)a' s inventions such as Kalpa-bhiiruha, GUl)<ja-bheruQ4a.
Ranabhenm adotsava, and Gopati (= Krsna, Gopa-tippendra, author of Tiiladipikii?)may
be pan~gy~c dedications to Kr!Qadevaraya, while Bharatajna-kulesvara may celebrate
Lak~mmaraY:l~a himself,
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II. Nrttiidhyiiya
1. Most of this chapter is borrowed or recast from the 'Nan aniidhyoya' ofSangltarormikora.

Nevertheless, the seven postural varieties tsausthava chaturaira visanna trvaira sama
to/a and antariila; are collectively designated as~itional ti~';t i'~ns~saml';aday~
rachanii .

2. Three prefatory forms of pu~pii;,jali called mukhaliifi, created by Kiirya (?). Siirdula.
and Urnapati, are described by Laksminarayana for the first time. These must have been
popular in Karnataka becau se Pandarika Vi!~ala describes one of these independently
SOme two generations later in Akbar's court in his Nananonimava: again, tater, these
are mentioned by Chatura Damod ara in his Sangitomaka randa .

3. Laksmlnarayana has created a new nmokarana called ~J.1aYalaraJ.1a (cf. Gangavatamna)
in dedication to Krsnadevaraya,

ill. Svariidhyiiya
I. The chapter is an admixture of topics of the 'S\,aragariidhYQya' and ·Prakif7J.ukiiJhyoya·

of the Sangitaramakara.
2. Each of the sixty-six srutis spread over the three registers (twenty-two per register) is

given a separate name. similar to the ones given by Parsvadeva inhis SanK'tasamnyasiira.
3. Obsolete and archaic gramas, miirchhaniis, and tiinas are described.butthe conspicuously

prevalent raga and rnela are not described. Gandhiira-grama and i l l; murchhanfis are
unconvincingly sought to be shown as integra) to contemporary musical practice.

4. ALamkiira is defined with close relevance to raga. Ramakrishna Kavi extracts a passage
from Laksminarayana", purporting that the \-·af1)llS. slhiiyi , etc., constitute thechutunkmdi
according to Narada and other sages. This is I)(){ corroborated in the impressi typis of the
Sangllasul)'odaya.

IV. Jiityiidhyiiya
This chapter is added only as a gesture to the pun'asas/ro, as jatis were totally irrelevant to
themusic of the sixteenth century. Ragas as well as melas are conspicuous by their absence.
!hough they were irreversibly and firmly established in Ihe musical practice of Ihe lime.
Lak~minarayat)a states at the beginning of the chapter that the jfitis are mothers of ragas. but
the discussion goes no further.

V. Prabandhiidhyaya
Even though the Sangitasii ryoda ....·o classifies musical compositions into Pra~andh.a ~nd
Gita, the latter is left totally undescribed . Descriptions of Prab~ndhas: their vaneaes,
classificati on. apparatus. etc., are closely borrowed from the Sangllaram.at.t:ra. However,
the major contribution of the Sangltasuryoda:ra in this chapter is the des~ptlOn. at the:. ~nd,
or'ancient Turuska-deiiya prabandhas". Six "Tunl~ko" provinces are mentlo~ed: Kharas:na
(Khuriisan), Parsva (Persia) , MUlalriina (Multan), La!" (parts of modem Gujarat ). Avasrya
and Ghana. The Prabandhas originating from them have for their e~oti ve the~ arrogance
(drunkenness?); gajalu (Gh azal) from Kharasana, Kaulu (Qawwah ) from Pars~.a. !'a.<aka
from MUlalrii\1a. pratitii/a from La!". maiijari from Ava." (three vartenes of manjan called
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deiaja-, artha -, and anartha-s. andjluJirkan, (calledjakkan,jakkaifi, andjakkini elsewhere)
from Ghana. Ten kinds of jhankad are mentioned: ghota. jilin, iindhri, simhala, variiJiga,
giiru. , saindhra, priiniii, and gaurjaii. The text is opaquehereandhas a lacunaforthetenth
jhankari' variety. These song- and dance-forms native to Islamic countries may have entered
the court of Vijayanagar from the neighbouring Bahmani kingdoms or the Mughal court,

and were perhaps also introduced by musicians and dancers brought in by the Persian
ambassador Abdur Razak aodgifted to Praudha Devariiya (1422-1446) of Vijayanagar in
1443. But some of these and other songs are already mentioned by the court poet of this
king, A~\3bh~vi Cbandrasekhara, in his Pampiisthiina-val7Janarrr' (c. 1430): gaja/u.
tau/II. bhaitu. turige.dndolana and jakkari.

II may bementioned in passing that Domingo Paes visited the court of Vijayanagar and
has recorded in his travelogue thewonderful dancing hall, the lovely image of the presiding
deity Sarasvati, and the rows of numerous sculptured dance poses therein. ft is not improbable
that Laksminarayana was influenced by these in his descriptions and taught them to hi,
disciples of the royal household as their naryaguru ,

In conclusion, it may besaid that the Sangitasiayodaya is an interesting primary document
in constituting the cultural history of Vijayanagar. It deserves a competent translation, a
critical introduction andevaluation. anda comprehensive reference apparatus.

REFERENO:S

1. Sasm, P.P.S. (comp.) A Descriptive Catalogue of Sanslrit Manuscripts in me TMSSM Library, Tanjort .
Vol. 16.7231-32.

6.

4.

1.

5.

2.

3.

8.

9.

Krishnamachariac, M.A History of Cla.uieal Sanskrit Lnerature, J937. 865.

Sberwani, Ii K. HistoryofMedin>al Deccan, Vol . 2. 1974, 134.

Raghavan. V. 'Some EarlyNames in SaJigita Laererure', Sang~~1 Natal AJwdnni Bulletin , Vot 17. 12-13.

Britwpari. x C. D. SongikJ-rinJiDnmJi. 50.

Subtladra Cbaudhary. BhiJrafiya-3ailg"il mLUJ. Tal OUT RUpa Vidhan. 254.

Soathyarwayana.R (ro.) emu'dm}4ip,aJ,Qjikii, Introduction.
idem, Nartanani17J'lJll. Vol. I. Comm. 231-69 and elsewhere.

Ram.Urishna Kavi, M Bharrua1o¥l. Introduction. xxl, 562. 695 and imer alia.

~mInato.- Songitasij')OO.rya_CcIophons; Ol. 2, 275; Ol. 3, 332; o, 5, 448_

10. ibid. I. 18. ibid, 1.16.5.

11. ibid.. 117. 19. ibid, 1.3. 2
12. ibid.. 333.

20. ibid.. 1.4, 2
13. ibid.. I. 10. II . 3-4.

21. ibid, 1.5, 6, 2- 3.
14. R.rnakri>hna K.1v;, M. "P-cit, ,~.~- xxi, 22 ibid

-.~~, _ • _ 1.1, S 01>, 3.

IS. ~minaray;u:Ja. cp. cit. 1.18. 5. 23. ibid... I.S bed, 3.

16. ibid., 1.12. 4. 24. Ramakrishna Kavi, M. op. cit., 199_

17. ibKJ.. 1.12, 4. 25. A>~vi Cbandra.'eklwa. pan>PiJsthiiN'-

WI~.88.




