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OBJECTIVES :

1. To present a chronicle of the wave of scholarly and popular
awakening about Dhrupad that originated a few years ago.

To stimulate and promote scholarly work about Dhrupad.

To prepare reference material for research on various aspects of
Dhrupad.

Bilingual Nature of the Journal :

» Articles in English have been summarised in Hindi and vice-versa.
Subscriptions : Rs. 50/- Inland; Foreign $ 10.
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Homage

Thakur Sri Jaidev Singh, the doyen of Indian Culture, penetrating
scholar of philosophy, history and Sangita-sastra, unique Sangita-Rasika
and visionary, had great love for Dhrupad and he ‘sang’ the glory of the
triad of Dhrupad, Been and Pakhawaj with his spoken and written word
for quite a long time. He was like a light-post for performers, teachers,
students and researchers of Dhrupad. Sincere homage is offered to him on
behalf of this Paficaka (group of five) of the realm of Dhrupad.
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EDITOR’S NOTE

The strong wave of rejuvenation, reassessment and reinstallation of
Dhrupad that came up in 1975 has culminated in the form of the Dhrupad
Annual 1986, exactly eleven years later. This has opened up a new dimension
in the study or understanding of Dhrupad. The directions in which studies
have been initiated need to be reviewed now.

1. Studies based on Song-texts

In the first number Dr. Subhadra Chaudhary and in the present
second number Dr. Francoise Delvoye “Nalini” have presented in their
papers an account of the work done in this direction and the latter has also
indicated the scope and methodology for future work.

2. The definition and nature of Dhrupad

The definition of Dhrupad occurs for the first time in Bhava Bhatta’s
texts. In the first number the paper of Shri Adinath Upadhyaya gives an
account of these texts. In the present number Dr. Mukund Lath has raised
serious questions regarding the nature of musical style in the context of
Dhrupad and has tried to identify the distinctive style of Dhrupad. There
is scope for further discussion and studies in this direction.

3. The different streams or traditions of Dhrupad

In the first number we presented descriptive articles on the Dagar and
Darbhanga traditions. Today these are the two main traditions, besides the
temple tradition. But there have been stray performers of Dhrupad in
Orissa and Chhattisgarh and we propose to bring out informative articles
on them. In Uttar Pradesh there have been a number of Dhrupad singers
who have preserved Dhrupad compositions in rare Talas. We propose to
publish results of researches in this tradition. There have been otherfcentres
of Dhrupad like Datiya and Teekamgarh in Bundelkhand which deserve our
attention. The tradition of Sopanam music in Kerala is believed by some
scholars to have some affinity or similarity with Dhrupad. This hypothesis
needs to be examined and is very much a part of our future scheme of

work.

4. The presentation of Dhrupad style on Stringed Instruments

We have included an elaborate article on this topic by Shri Bimalendu
Mukherjee in the first number and we hope to present more material on this
aspect.
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S:  The relationship of Dhrupad with Dance

A paper of Dr. Harihar Niwas Dwivedi was published in the first
number. Inthe present number an article by Dr. Prem Lata Sharma dis-
cusses the subject.

6. Bibliography

We have made a very effective beginning on this front in the first
number. The present number presents up-to-date information. Now we
have initiated a column on discography and the present information will be
supplemented in future numbers.

7. Analysis of the structure of Dhrupad

In the present number Dr. Prem Lata Sharma’s paper on Dhruva in
Dhrupad and another paper on Signature of Composer or Patron and the
problems arising in that context make a humble beginning.

8. General

The place of Dhrupad in contemporary musical setting has been dis-
cussed in a paper by Dr. (Smt.) Sumati Mutatkar in the present number.

9. The results or effects of Dhrupad Festivals

The various types of Dhrupad Festivals that have been organised in
the last 12 years have given rise to serious and broad-based developments.
A review or assessment of these developments would be in the interest of
history. These developments are both concrete and subtle and their critical
account would be history by itself. By way of illustration, a brief account
of a few facts or developments is presented below,

(a) The melodic component for Dhrupad has beed traditionally pro-
vided on the Rudra Vina but that is too rare today. Some singers, therefore,
present their music with the drone of the Tanpura alone. But those who
wanted melodic accompaniment could avail only of the Harmonium. Being
perturbed by this incongruous accompaniment, the writer of this note intro-
duced Sarangi for accompaniment to Dhrupad in the Dhrupad Festival or-
ganised in Vrindavan in 1979. Itis not known to the present writer if
Sarangi was ever used as an instrument for accompaniment with Dhrupad.
The introduction of Sarangi was not inspired by an acceptance of its suita-
bility to Dhrupad, but it was simply the exigency of replacing the Harmo-
nium which determined this choice, in absence of any alternative. The acco-
mpaniment with DhArupad was a challenge for Sarangi, specially in the
Jod portion. How Sarangi has met this challenge or is meeting it is a subject
for special independent study. But it is a fact that after 1979 Sarangi has
made a place for itself in various Dhrupad Festivals. The relevant point
here is that the historical fact that Sarangi entered the realm of Dhrupad on
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account of an exigency should be recorded since it is a historical event,
Prior to this Sarangi had no relation whatsoever with Dhrupad. 1f infor-
mation on the point as to when and how Sarangi introduced in the domain
of Dhrupad is not recorded properly, many misunderstandings could come
up in future.

(b) Mainly two types of Dhrupad Festivals have been organised
during the past years. One type was a mixed one in which performers of the
various traditions available were presented on one stage. And most of the
festivals belonged to this type. The second type is that in which festivals
were centred around one tradition. The Dagar Saptak organised in Bhopal
in 1982 and in Calcutta in 1983 and the very recent Mandir Dhrupad
Festival in Jabalpur (January 1987) are examples of this type. They were
devoted to one tradition alone. The effects of festivals of these two types are
distinct in themselves. When performances of different traditions are pre-
sented on one stage, they are exposed to the characteristic features of the
tradition or traditions other than their own and consequently they imbibe
or initiate new trends in their performances in order to gain prestige in the
assembly of musicians including those from other traditions. Without
naming any tradition it could be said that out of the three main traditions
available today one emphasizes Svara, another specializes in Tala and still
another treats Pada (Text) as the most effective component. When musi-
cians of these three traditions come together on a common stage, those who
traditionally specialize in Svara tend to create a little more variety in Tala,
those specializing in Ta/a became more sensitive to Svara and those empha-
sizing Pada tend to create a little more variety in Svara and Tala. This
mutual influence at a very subtle level is the contribution of these festivals.
When performers of one and the same tradition come on a common stage,
there is a definite toning up of their mutnal regard and good-will. Even in
mixed festivals, members of one tradition have been seen to lend a co-opera-
tive hand to one another. As an illustration, the accompaniment of Rudra
Vina with Vocal Music in the Dagar tradition could be cited. The writer
of this note has been a witness to these subtle influences and hence they are
briefly recorded here.

(¢) Another new tendency that is becoming prominent these days
deserves attention here. But it could not be said that this tendency was the
result of Dhrupad festivals. It is like this. In oral tradition it has been often
said that traditionally a full-fledged performance in the Dhrupad tradition
would start with A/apa in a given Raga and Dhrupad composition in the same
Raga and only afier that Dhamar was supposed to be presented. Even if the
Raga of the Dhamar happened to be different from that of Dhyxupad, no
elaborate Alapa was presented before the Dhamar composition. Moreover

2
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the improvisation known as Upaj(tonal-rhythmic variations) was prescribed
only in Dhamir and for Dhrupad a pure and simple, but elegant rendering
of the composition itself was prescribed. But now-a-days one hears perfor-
mances where a Dhamar composition is taken up after an elaborate Alapa
in the first Raga itself And similarly improvisation is done in the Dhrupad
composition also to the same extent as is done in Dhamar. Thus, the disti-
nctive styles of Dhrupad and Dhamar are merging into one and their
mutual distinction is being virtually lost. It is pertinent to go into the
reasons of this development. But here it is sufficient to record the facts.

We are very hopeful and assured about a glorious future of the
Dhrupad Annual because a lot of work remains to be done in the above
directions and the necessary facilities and cooperation are forthcoming.

Premlata Sharma
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Addendum to the Hindi article on the Darbhanga Tradition of Dhrupad
published in Dhrupad Annual No. 1 (pp. 36-40)
(According to the information given by Shri Abhaya Narain Mallik).

P. 39. Add the name Gajraj before Dharmapal and Lochan after
Dharmapal.
P. 39. Line. 6. Add the names Yadu Mallik (Sitar) and Rameshwar
Pathak (Sitar) after Dewaki Nandan Pathak (Pakhawaji).
Chart facing p. 40. Replace Vismrta (forgotten)with Gajraj before Dharmapal
and add Lochan after Dharmapal.
(Editor)



DHRUPADA-SOME VIGNETTES
Sumati Muta tkar

I. Dhrupada-Khayal Kinship

Learned, respected musicians of the older generations have had this
to say in this regard—‘The Xhayal is initially based on the foundation
and gravity of the dhrupada. It is therefore natural that the affinity between
the two should be noticeable’.

‘It is through dhrupada that rules and character or the ragas are
transfered to khayal. On this basis, through all the stages of elaboration
the rage is maintained’,

There is an interesting side-light to the dhrupada-khayal kinship. Bani
is a term specifically related to dhrupada denoting stylistic peculiarities. The
dhrupada-dhamara heritage of the Agra Gharana represented the Nauhar
bani. Ustad Vilayat Hussain Khan expressly asserted that elements of
their bani (Nauhar) were transferred to the compiexion of their khayal. In-
directly therefore, he inferred, their khayal too belongs to the Nauhar bani.
Similarly, according to information personally given by Ustad Alladia Khan
to Pandit Govind Rao Tembe, Alladiya Khan belonged to a Dagur bani
dhrupada tradition and the elements of Dagur bani entered into the style of
khayal evolved by him. In this way the idea of bani got linked up withkhayal.

II. Contemporary relevance

Till the early decades of this century, the importance of knowledge
and an initial training in dhrupada-dhamara not only for the vocalists but
for the instrumentalists as well, was fully realised. For instance, instrumenta-
lists like Ustad Allauddin Khan, Hafiz Ali Khan, Ashiq Ali Khan, Dabir
Khan, Shri B. K. Roy Chaudhuri all representatives of great traditions, had
in their possession a large repertoire of dhrupada-dhamara compositions.
These for them, they declared, were authenticated, epitomised base for their
raga elaborations. They imparted to their illustrious pupils this secret of
their command over the raga forms. Their disciples, the senior, renowned
musicians of today, proudly assert that they rely for their raga-forms and
their alap overture on Sitar or Sarod, on the Bina model with a dhrupada
base. Renowned percussionists like Pandit Govindrao Burhanpurkar,
Sakh ram Ji, Ambadas Ji, Ayodhya Prasad Ji —depended, for an ins»iﬂght and
propriety in their art of providing accompaniment to singers and bina-kars,
on the structure and rhythmic pattern of their dhrupada-dhamara stock
which formed part of their training.
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Pandit Bhatkhande, the genius and visionary that he was, realised the
supreme importance of the oral traditions of dhrupada-dhamara followed by
its successor the dhrupada-based khayal to Hindustani Classical Music.
He learnt a large number of dhrupada-dhamara songs in different ragas from
worthy exponents and made a comprehensive collection. On the basis of a
detailed scrutiny and analysis of the raga structure embodied in these mainly
and also of the khayal versions collected from well-known Gharana repre-
sentatives, he based his theory and descriptions of ragas, thus constructing
a grammar and a system for Hindustani Music handed down by tradition
and in practice in the 20th century. The vast body of valued literature
created by Bhatkhande has provided a firm, broad base, a starting point for
further development of Hindustani Music and musicology—with reinforce-
ments and refutations, additions and deletions, alterations and controversies
and so on.

This is an impressive, a highly honoured roll call, relating to the
importance of Dhrupada. Why then, should the dhrupada idea be almost
banished from Hindustani Music ? Till only a few decades ago, the
dhrupada essence was a value, a strengthening base for the khyal. Has this
value, this relevance, suddenly ceased to exist ? If not, would it not be
worth reviving this relevance ?

The impoverishment and superficiality in respect of raga understand-
ing and stylistic depth and coherence, notwithstanding the increased facility
and dexterity especially in fast movements, noticed amongst the young, up-
coming generation of musicians, indicates that something, perhaps the
essence of a commanding form, is receding into oblivion. Does this negative
phenomenon have something to do with the elimination of the dhrupada
link ? These are pertinent questions which need to be probed into.

It may be pointedly mentioned in this connection that accepting the
possibility of a revival of the dhrupada link need not be deemed as a back-
ward clock-winding or creating a deadlock, precluding new creations. On
the contrary, acquaintance with the essence of this background should pro-
vide a continuum and a stronger foundation for the creators of new melodies
wanting to explore new avenues.

With a growing interest in the dhrupada form, and with ever-increa-
sing opportunities for its performance on the radio, the concert platform,
conferences and festivals both at home and abroad, the dhrupada complex
presents a happy, satisfying panorama. Itis to the credit of the votaries
and exponents of the dhrupada that against a climate of apathy, they have
continued their pursuit with conviction and devotion. With the tide chan-
ging in their favour, they are not lagging behind in projecting the deeper-
groved, austere grandeur of the dhrupada form.
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However, there is need to ask some vexing questions. Is, for instance
the alapa preceding the composition tending to become too long-drawn-out
and excessively analytic, sometimes failing to sustain the interest of even
responsive audiences and at times eroding the integrated character of the
raga? Are all ragas suited to a systematised straight-jacketed tone by tone
elaboration ? Should not the character, range, complexity of a raga be a
valid consideration too, while choosing the mode aud extent of elaboration ?
Is not there any practical wisdom in the old saying current among the
musicians that the raga remains a raga only as long as it sustains interest ?

In the treatment of dhrupada-dhamara, what are the possibilities for
improvement in respect of the blending of the verbal and tonal content and
rhythmic variations and patterns ? It it proper to ignore the melodic aspect

during the rhythmic gymnastics ? Should not there be a difference between
the treatment of dhrupada and dhamara ?

The grand old Pakhawaja is the percussion instrument prescribed for
dhrupada accompaniment. There is a rich lore in the pakhawaja language,
of innumerable varieties of parans, chakradara, farmaishi, tihais and so on.
Most of these are for solo performance. When it comes to accompanying a
dhrupada performance, does it not become imperative for the pakhawajist
to equip himself with a tone that is melodic and yet intense to provide app-
ropriate support for the singing without overshadowing the voice along with
techniques and syllabic arrangements specially cengenial for accompaniment?
Should he not consciously strive to revive the principles of good accompani-

ment, cultivating an alertness of mind to cope with any musical situation
during a performance ?

The dynamics of Hindustani Music has been throwing up new forms,
new modes, new styles. One must go along with one’s own times, belong
to theepoch. But, at the same time, let us not relegate to darkness the
works of the masters who were our models. A discerning, respectful interest
in these should open up rewarding avenues of musical grandeur and
delight in that which is old, an ‘old’ that is often newer than the ‘new?’.



Hq9E : §P 99 Aea-faa
SY%aR gafa garEsT
( wearfesr-ga are-daq )

1—J9, =I1® &1 ava

faset Gigt & aArfag @faFR Fgr 530 I fF @ gag # G
X &1 @0 § SR WI-EAsq qr Wr-fam & fog oag &y smmor 311 wp9a-
AT & qREAX e H1 TF A AAF 987 78 & 05 e & g5 g
T 9% A 1T F I AT Tr= Frgel TEY & | A/ G SAqqy
EJIS-HAIT LRI A1 AT 1T 1 Sfafafy armar § | Seare faoma af
H HW & F TR a1 3% TUq & eI § o srqulas Ff | el
@i ol g1 Hd & & 3T ere A ¥ SN S F aed § | 39 9K
B9 1 Fl H @[ & 1 G230 wifes qiq¥ § fFarg g g |

2—qgramAfas grdafawar ¢

9 ATl & ST A1 § MAF-ARH & e § o 95-TH
1 A1 fer 1 wgea wa-aifq =iga ar | sargw & fou—aeanr
AL @i, Fiwaa @i, snfas o @i, = @i, FFatFng un
= Sl ATeH F dog § o g4 7 SfE B agd aer e Ar |y
Fgd o & Wi-faea 4 ¥ afzat § o foq g o1 wm wxdy off | s
1 QI a1 qUR 9 A1 & A1a=t A1 AFA Gar 8, FqH AT 0
&l g | do MiA7ET qREAIIHT, TGV S, AFIT Y, A CATTATEST
SH fqeara qEEs-A1&E MAF SR A-AEH F1 G0d FG G9F qq
LIE-IHIX G971 91U &9 9 |

Fo WiaEs A Al 48 Wal-Aifq TN a1 ar 6 ene &1 ar
PLIE-AR & g | 39Ifeq S7EiH 2954w 1 faare dug uva frara
U F R d g afegzi & faedaor & ggra for |

g 29 #1 ©rS H ATAR AFE ST AT, IqH Srafirwar
THTTH T H9 g1 TS ! ST F gua | Ffasar ar gagieq, ga afq &
sfa forRiw /g, TN AR garagar #1 ga—saA 99 dAqisT qeal H1
FB qraeH FAT B 0R ¥ Heu-fa=s3 & 919 &1 a5ar § 7 59 aFaed &1 g
TATGAT 1 QATTHT TGl Fglh AT GHAT N6 Sq9 A1 areqq § 911
IGATFATT & oy AT AR faw Gehar & |
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wa H9g b ufq g wf S W | e, uzfes,
s afeas ud g GEE F AT § SL0% § S F gR g% © g1
S 9% ¥ Q0T ST HLEAT N AT w5 W g A IqF Al arefe guTE
A W@ L\ zEF AT 998 F 97 Gt B wnar g Fae AR SUEAT I
qEd g Aq @A fsrges sl T |

QAR % 28 6T § B 9T IBAT AT § 1

(i) S arasi 2 fr sfea & ogd st erer fHar Ste g, T8
syt wea 21T a1 @ &Y, faad sl w1 s few @A |
FiEATS AT & AYAT FA-FI T & gaAEE & ¥ go &
AT & |

(i) = @t T o & aefa & faear & fou argpe g E 7 A ERAC |
qferdt #1 gq Sfw & S a1 g & Ag TN 9% W 99 @
geraT & 19 A% S St shar # & fes | 8 ?

(iii ) 97, ST 3% a1 F ko 4fE=7 & At A AL T2 GETFAId g AT
A& ? 71 are & atey & faator § @< A ST A ST GHA §

(iv ) =rog o =rare 7t segfa § A€ 9= T8 2T AT Fv ?

(v) gamEs & e ared & foq st awd, fagrd ofx fae & ST
T & auT gurEq S g st § 7 #r ug mEree EERED
Gd F G GETES I AIE AT &1 A AAF F F5 A F N F
TITA qT TEI & 7

fergear dfia &t afasiedr, g wqf, a8 fased s ag afedt
2 stew 34 W ¥ | gaa & G gd we & g, fepeg @ra & ST Ol
AR oA @ &, 3% Fiacd R st Ag) wifge | FEAE I qEA
¥ g afordi A astAiedr 1 gH guEt S gl g, S HE g
qaan %1 39afea g aFar g |
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Sio UEwT w15

A & fgrgeant dita § Sier-AT w1 wgeq

SIS A0 AT-a1 fear 1o § 5 gaes ¥—ge sae §—u 9z e
AT AT 197 & =11 | g0 fagra-wu § ) To7-97% grae §, g4 #
TAE & 1T 6 08 1 en1e & | QY STea-9aF geaeii A1 qhear &
A1 a1 AT §—37% steax 1 A7 G Ay OAv | F A 379w qeq A
AT FIAT AT |

1,98 AT @IS FT WZ FS! 571 A7 2 | g Gy H93 1 TS § [
AT §, a1 W | 1Y 57 shew ¥ ol R B g st A e
& # 1o foar | ag afear st 3en ¥ ot | steetta @t & SAGT
AL SET 66T & A AT AR | oS F S F D o Ay il
ST Y Foqar 1 A ¥ | gxeqwr & fr Wgeeg anz ¥ @wa duaar
FII A 93 &1 & AL &N &1 ST Farar | 9N F =g ¥z Ny
&H W &Y 7l At § oy g @ § | g 919g o @ S Y sy
# &1 ==t 98 F7q, P9 T e a7 T4 o w3 F )

SIS F gAI WIR AT T G917 § £0% @1 24 &1 ok F7 A
<A & AT 9 &Y feoFT gor § e o} e €1 A8 Ady aT @ § o
S IOTA A= § Y A1 ST ASATAT FY 9 GHAT & R Ve 9=qrAT: Sy
FT & |

AT F AT

IS A FAT AT § TH qUAN F o F & ") v A
Fei : fafwfa oz qea | ga0F geaw A § (el aifzen & geast § sqar
s fRar or | & 5 dia A @edw ok BEew % R swR
quAdT ¢ |

7@ fafafa #1 &—"ffafa” aeg qremor s a1 o 8, aifcfrs
&1 K | ST o § “fmior & wig an R ‘s ar “aamE” | s
& <8t ored § 95T WA FE | 9K ZA0 &Y g 3 AT Fey Tal & |
W AT & NS At FeAd K G AT R SqH A o § F qHAAT
B A & ST Tqg g |
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97 “amifwsifaag’ F anwen § gras aifga & fean”’ aam
| =gy & fo afgen & caeq A1 @) wWIl § iET ST GFAT S 1 AT W
fatafa-afggaanaaaza-fafafaseog 1

afaed &1 areaw qsg & AT ang d s AT AIE,2 A1 A% e,
3 foed Tas & o gowgl & | safq & e ST g qg | ST
FY S ArAg-gren Ag), g @S § | safd srerar se-aqg asq-
TR &, I T § Safh o qig-eawd § AR SUH G Hhaurd
2 | UF SIgEq g, A AT | ea¥ g fifeh § |

gia 1 arsay safiagg WA g | a8 gd we] s erd Sy A
fafafa iz aca S ft gore, f6 i gweg, waeT & sadifa a8 it |
Fed: giia wae fAiafg & | arfge § sz i< o, finfa i azq, Q&1
fa@HT Wrg SAear 1@ FT AT FI § | §0a A safq—ar arg @t T’
Fig Sfwa—adl safq a1 A8 &1 fqearg ar A s g |

Tt ol g ¥ 983 UF S W SiF iR F2E ) TR H R
RTs&1 T ST 21T & 8T g8 Feo wifeq & gt & BF &fq & o =afq
AT AT —A Y I AT E | G A @A F qrq g 7 dia § asg w1
SR ATTAF Tal, ATFAL G | AT qgT AVTIH g, A W A A GOa
wfie g ST @ | agt Wb SrH g1 § R graT wsa F g & &ma &0
9T ¢ STAT 2, STH A AR ST AT & | U g UF dST g9 § |
qs3 & gg fAazar g ar a8 § 39 faare § agl a8 9gar =gar i}
5 IHAA T TG AT § H1g @M W A | AR oA Far aga g &
Tifia §1 9T H1 7eg 9 AT g arr S X ag gam @FE g fF
g d faar M HMa AT, T & T qf awa Q@ QAT & | T
R oY gAIR @0 F SuTE faua §, 9% awq § e &7 fig st
T ASY & © T S0 & A1y, A, AWE, A, Alsd, 6iEd,
gqul, S weoll & qrer QAT AL Afqard TR g g F agF WA
% @Al | gl AT AT | SHAT G v F@ gy § &6 W Foaqww
& AERa® ALY, SEH! FIATAT W AT bl |

7z ¥ werofa & 5 dfia & 07 o7 9% wsw F 97 93 fedw Ag
I = 92 &Y, TeR AT ag@ Y eI A FAT § AT A7 qHAT B |

g, amifwenfaad, yaaERy, afa & qat @ | G e F 9 s
1 BTAT ATF &, SAF( FIEAT FT AT 81 |
R, o wex fom gar & a1 fold &1 eafasi |

3
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¥ it ey BF &fia & aea e ffufa Sar £ gona 9 g9
TE FT gordl, St 7 anfgen § @sa F A F Feor W5 &1 9 7 | R
¥ QaT OF FS SN W 991 & 1 9% &S Sy & A e e
FI—IT M-S BY WO A Y A G H—TTAT FT CF ATIL
fge ST | SMa & 29 @ed ST g & g A1 q3g T oNx guF faaig
¥ ume ¥, fI9F g0 0 A ‘9@ a1 999 Fgd & SgH, T ASEIRl
gl FE A1 FATITLCT HT TS § | T MR “gI@—4r o o 9% o,
1% ST, ZAL ST Y FANT H AT FT ear Al & eAlawd g,
ATRTHF 2, 6% ST Ad A AR U wAfA-wd R gEwr Ad-qE &9 AL
& | B1L.9T S, @1 I ST ZAL SR AW qevar W A1 gHAr g | BT ﬁ’r
0T 9T IAAY 473 § ©F a3 AT | 9 o dav & wewn § S
qeg N7 ot & : uF & 9 1 oy P wsdl @y 9Fa & aFar g Aw &
% & T FY B0 @ qu Faw ol ar @il § grer S awarg | gn
T H1 q<T Fg a g oug ene 1 fAfafaar | T O gEAEar /T
21ar | ITFT &7 T&! @ar | g Fafer-faed & Sasy i oar g | 99
e Sy fatafaat & sgea 7 341 § |

zafog 2w o & fF T A ST o1 9% &M A 941 HQ AT g9 &l
farer qzref &Ym=t FW E | QA F agad 99 W gH ATT-HST a1l
Y AT S F | WA T HW gq “zq gTE, AR, AU, dTal,
ST, FaTe, 930, % A1 9A®, AT CF@ A TAT HW g o fafa-
Rt 96 2 | S8 AT @1 F1 AT g & (@d gA AL AT A
1T Y ¥ ¢ errer, eTdY, SRR, G0 A &Y AT HI €T AAF ) A A
T 1 fFeare gar g | Er qaaAqar § {6 s gH OF Al ae A FAR
= fafafa 58 @ F gard 3= & {58 sqavl sgrasarg | ol & <
1 g S DT T T A Y GG S FHAT G, I T FT O gvr ZRc]
e gue A ene  “frea’ g W g | U S| B HG T
ST sfagm 2, ot afgll g sufane aF ag=arg, a8 & o9 e
enre w1 fag ®7 § gq fqeqe an g@E &3 % IaHT W IFAT G AT
sfagra & fal gn 99€T a1 Mas aF @ S a6 g | a7 59y =98
faser, STFT GIST T HIE, FATAR GEaeT TG W OF1 SFAF At s
aFar & | greils gu geseT ST SR gagE & T H T gar |

¥ a1 fF e oR gag QA1 F GIE H AT, ey, eea,
GTY, ST S AFTEl FT GHER Zar g | 9T A3 OF SRA I5AT § ¢
@S N ST AT AT ¥ FT97 I & F3l & | AT F g9 FAFAX
T foars 1 9g@T F999 G &, 195 H a8 Afqag & gaa § stran
2, et § ag wfqag A1 srEas a8 | 3 ot ene & el &z
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q7aT & ereqvia M o7 WEwAT @ ST AFS @ qEr g afusw gad
aTar & | 5 72 3% Far o @xar & 6 gua i ens Al & e At
facae H smmg um & § 7

qrAAT &1 S B o1ag iR enre A 9 gl & @i H AaEy
T STAT & SN W 3 | e § STl ST A g IR SURT AT
o< frag & ervaniw aiar & | 1A o ffufy § 39 W IR oF we A]
2 | 0 gt 29 us gfqgsT IsTF Q1 ara AR TewE § 3 | fiEfa A
o ST i § afte g, Sigt SAT U o) e & WE A oIg 95
& o sz & frad 91 g @I g SuA gIw fadm | sfawe ag
& TS § AT H1 AFEE TA F T IqH G A ATAT A
3 qFaT S F—oar fF @ Srar g AT g @ e § F
femman ST @A 3—al Y 7 @S X HAg § aRal g N ¢ HE
Fat a3 fF srea fRT ol T &) | S 58 SR ) gAad & ol A Al
%M & foi fo sraaal &1 900 gar g—eem, o, seaa Afe—
w9y FAF %1 @91 A 390 T aF arad § FE A T | GEEAr
Sf1% QEwall AT g | Fa 1 arafmat # star g | feare e
SIET TFEAT £ AT RO, FY &G F SUA, TG, UF @Y AL @I
92 T ¥ ST, ASHA—OY FeH F ATHR GG qeqa 7 e i
S8 1 AFAT GO § A G | S g @A T ST IR A F A A
a1 F &, a9 0 & g F a1d HW § | @ AR R gE A A
1S & 1% 34 Al AE L | gA wed g 5 ags enfed A oAk #
g dfea @ @R I e § age e | e Fae g gl giar f
T 1S A G0 A AT A Sie faar | @ A A AR q9T FIS
sy afe Wl #T aFar § | gD A Ay QEr AW @ W SR E | AR A
FTH 21 A BT AT & | ©1.9% %) @M1 § e S w1 qread § o gav g
T F E § T dured § qftadd, aewl & Eed § qfEdd, 0@
€4 ¥ AT TR 9T A9 F 20 § qfeada | g afcan § & 9 g e
“epr’” T AT Fg aFd S— ‘e 1 AL 99 wd § s ¥ frm

o & arged A A g |

FIL M-I § T &2 F iy, 9L @ a0 a0 B BMAT FUIT
&l Tl & | g% e gl a7 o 796 | 48 Sl F5 g F ST gHdl
2 zqfed THE F B% AT E | TAT TA-EATH B B T BE TFHE 3 |
q¥ T A @ & FE g fERR AT g afer § &g Cfard”
F&F AT | O OO T Ft ol dad g § 0F WA FAd ABRET |
& gua T AT g | ATERA A9 FATG-TATFT & gFoieAE § 9E9
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AN T A0 w3 § (R IAY a7 eurdl &7 | FooAry f feoron Al
qEE § | FEA @ : THREIET JIAALAREA] AT GIAFASH AT
“Irreqrgaa’’ =fa) sETa—uF S e auF qusETRa § safed I
FuiT AT THE & o1g BT qar g | e & fod wer § R ag T 0 eand
2IAT & © T &7 OF q—AaT ed { U @ g2 |

ferRer el 1 @ AR G &1 AT JAF SHAT § | T EAwAl
T O 9FR & T @g S ae & o & fay g o gaar g | aw &
81 ST ZAN & 3 |9 wI & % ens o gad & gaar1 g | &
% aqg g # gxgar o e ¥ & 9 fagw aAdr g | gw W |
aftgd &2 & a1 a9 § afegda 1 s | g dfeal afus afEda
qfgs) &, S8 @11@ | 3 A qRadT § FHH L@ TSA I ©9% |
ST 195 & 781 57 @or o | 7 agderat afed #1 A q@d |
TG A g A FANFI GG A @A qgar § | ears afas gar
2, g fedl & v @ 3ar g | B9 ZAd T afaw S §
fifT A 2% & 9o fqa eara § foaa gas ga 9gama § f& e an
SSTIAT 1,95 ST # &1 T&T § A1 @1 o § a1 gAL aod7 |

TF ST AT AST A1 gAX H g7 AT T FEAT § | AT 2,9 F &A1
i oo 3% A afear § garw Ay qfea g Q@@ & af@da & amd
<@ U 3H $I,0% IR @S & AL Al AT ARl H ATEAL FI FT SAHA
o & | &1 g ag W A g B QA § wE afwar enns & sfagra &
Wae § W g B W G AgANS HI—IFH W W g ‘g’ @
FR—EIIS 1 & | 28 a%g €% $19 F1 0 § | ¥R § “fawer” § |

S AT 9T AT ATTA

99 577 35T & 6 0 1.9 F1 e 3 QA G AT qfRAdT A
ferelt 3R & gaAT AT 7 TS WIATT § BF W1 FAe ©A1% AT H9E Y
T qFa H9E BT QF TITAX €9, S, q AT HO g q
“Eqmer” & | O i fon stran & 6 e’ & AT s o e |
qT gad wifra Sl g |

SaFe TS AR A5 g | HU8 ¥ SR GrEed qEEA & (o
SeTeT 1 ATGF AL (HS GFAT | FAFAA HT &l GEI SAT G | Ar=1eT
gilauet & wae 1 o fqaer faear § SEEH §WH @ g AgA
TR FouAT AL O & g P98 U ITFT GE qAA T § |

{. Mg, TR, wiE 19 ST 37 9T FleAr F A | afea
ATSATT &I |
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gaey & fao & afcsm 310 9a9 qUAT UFT & /AT FT qggaa
oy s a2y § F@r SAr § | SER F IS q9 9% G B T AT,
AR 3 § qae A S T | 3 G H ATgRd ¥ AT qAEFY G
qUH Z1 T A AT VST F OF A% UHR H g9ed o FH 91 e
AT S TI74 Fgl SIar o1 | TS g8 § & £1,98 F S0 HIA7 J0ar § |

gl 1 AT aga ST Al | GaHi H W d AT A | T
3T 30T | 30 T 19 qg ALY AT S DI S, ‘1 o Sy M H |
a1g) ST st it & wfefuss gard & | g F gvae gae & 99 fgEal
g o 1 gaa fqiafa &1 woa ar faea #3138 ¢ e, @), seaa
Aif | g g F 9T & “9rg’ F Seaid agl {TEr S or 1S
foraa gu afrax wgd &, a2y 979 a1 AT—ae | fAag | ¥ af<a &
WAL W @A A qF Feqr Tga SIS F1 9A0 grar g, 57 A et
ATHIT Figd ¢ a7 &1 Ta7e & W 7119 grar A1 fTganr saFiE Fwgd o |
q Sl H ST W {HAT AT AT A SHHT ATAR AR AL I G S A,
SATHTE AT ATST ] | ag a1 Ag<d Hl g HlfD A I8 AR €IS &
TSI H &1 Q11 71 AST WG GIH AT IAT FT AT g | AT BT TS
gt g, w18 uF ¥ frag & X g H alFag | waema | dre
% Uy el sa1TH 9% €@ Sy ABNG 1 Heqar T o1 | sawy famw &
A1 ATHE & IFR @Y F71 S G 480 91 | g & g & e qng
foziw & faemma & atrafa 1 931 ST gar o1 | 9T e & aged 9T W
gae Jgl S T&Ar v |

Qe WE & TR ¢

QIS IRA ST A7 gEFHReAat 4 AR A w1 aw foar g
IgINE, AHTAF, A S ATHET | TF AL T AH AT §—HAT | g8
ST Fae g2 SaeHl § gian o, S AUHA qAHT e 8 | qIgEg
A1 STfERT & SN AT AT § gawelt § A fAr A o |

aTgEt & s A § @ e’ g A e, faes, a7, T,
qrz ST a1 | g78 ¥ §2 Q1 08 & TSaet ane o afeem T § gaw diar
2 | T &1 ag) e g S S &IaT g | AfFHAT sl H1 A1 § v e
o7 | 92 F7 o g Gre e | 3 wAW & o gw aftfea & | e ey
Jaf GO M | ST W WA A Z@E TN v ¥ | §aF, A
7 g4 fqeeds @i & WA A Fgd A | R, S A ar usw A
yaraT & feq o fagom @ Fga g | A’ &1 ad g “Cam fae anfg
FAFE AT 9T 97 a1 Asal H AaH a0 | g T 7 39, g o
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qrZ T {1 AW FRAT ST AT | A1 §9 aFR A afa § oF 9 &
AR faw st § | G Forf #r s @ S gt grar a8 a7 s
O FT TN QAAEE| FAGFAVAH ARG A TGS F S F I H
“are” W gAR H T AT Y | AT A g w9 gafea afeal § qie
S ‘I’ AT A0t F1 9AW AT Y Tqg: AT @ o gHar g | faw’
T AT A HIS WA I Gifad W T4 g |

g TR TGl A7 {56 g gaes F1A gt A S A F WO
F3 | gl H IUE &1L 1. F S afqard an, sveg gl w g |
Sy & o Qar faam g a1 5 gl® gara glF o &1 AW wk | afew
Ja7y-0g 38T ara § giar a1 5 gaeq-faae 7 HS ofw a1 1% =g @ ar
Tal & |

‘arg’ ar ‘S fqfafa & 9F smur wfw g% Wd 9 Saw gad
agi A W1 g | AN H TAF A A F1 gfasr w1 SS9 gl &
AT § | ATHST AT e Ar=wat 4 vaww & fifgal 95 fam g1 a2
TAF-AE § 9579 A &I F97 Agl &0 g |

Fgl Hel O 9 &1 FAT A7 AT § | 9 98 A9 & 2 2 M g
ATH & YaeH HT TGEA AW T ATHAT Hagd @ ¢ TEHIEAHET ME
ARTET a1’ (ST TR, TT-IEATH, TB1F LR¢) FAdlH Fiehi & ar |
Fgd & © AT AEEhEFET’ (I8 @ (R¢) ¢ alq M
§ e AE gl ATE § @ g9 & |

qATERE S8 el A af & qrandf & gedi § owar g & ooF A
SR & ASI-AG § T & 947 A | QAr HL ¥ gaed-g 980 g Strar
qr |1 AT JUE H €A & TAF AT T TG @1 ST GHA N TG
F A & 1T ST ARG F AT AL | sge A qfemeddT AR
gt SHTT &7 o |

2. agt argaa &1 fqur sargen § | WS AW W srelE & aX § 581 § ¢
asAl fgfasm Far eI ASSag 1 2% 1
Ja EIRATEA T TIREREd: |
ATATGHIC (RIT GT FAT EATAASSHT 11 Roo 1)

(FfaTeAT®T 3, 228%-)00, STATT HEHTT)
gzt Ffoara # AF F  AEEIAWAG | qewSlATd  SEAAEIE
TG | aeq eIt faEraraan: | Au WNA s, gertelEsta-
gaqar fad@d: | 39 g sURdfadisagadd Saedsqafase: e |
ST SaFdReT: | ANA S fafardfire: waa agaressta-
fa@iongaread 9, @1 eqEassl U ggi gn F oFd & R e a
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e ¥ AT ST FT AGT G TE AT ST HO% QA1 F A F |
AT OF @ H9E AT SS A F AR e, TR A ARET & aRA &,
FST AIE H, AST oAl §, AT GFLF TR FAWF @ A s
gagrEd & | quA aferar # & fafas sara 53 ST | gae & o ere
2 T ITAT AEE 43 A1 A wek ‘afeaxr’ & g | 9T g aferar #
HL9% 1 €715 S aAas A afkaedr AgY A1 ot et o saer 1 o
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THE HISTORY OF DHRUPAD : PLEA FOR A
NEW APPROACH
( Dr. Mukund Lath )
Summary by the Editor

The importance of distinction of style in today’s Hindusthani Music

Today it is almost taken for granted that DhArupad was born out of
Prabandha, rather Suda Prabandha and then Khyal was born from/Dhrupad.
This process of evolution has two components viz. Prabandha to Dhrupad
and Dhrupad to Khyal and they are accepted as identical relationships of
progenitor and progeny; the difference between these two is never spoken of.
The author of the present article has tried to bring out this difference.

The difference between Dhrupad and Khyal is that of style. Any
Dhrupad can be transformed into Khyal and musicians are quite familiar
with this process of transformation. The Jaipur Gharana of Alladia Khan
is said to have originated from this pr.cess itself. It is said that in the
court of “Mohammad Shah Rangila”> Nemat Khan Sadarang split up
Dhrupad and gave it the flexibility of Khyal. This difference of style is not
only relevant to singing, but also to playing on instruments; the reference to
Baj (Instrumental style) of Dhrupad and Khyal is very common.

The contemporary Vocal and Instrumental Music of the classical
level sustains the difference of Dhrupad and Khyal only on the basis of diffe-
rence in style of performance. This difference is also very obvious in Thumri
and Tappa which could be rendered both through the Vocal and Instru-
mental medium.

The importance of Style

In order to explain musical style, the author has taken recourse to
two words viz. Nirmiti and Tattva which have been originally used by
Kuntaka, the author of Vakrokti Jivita, a well-known text on Sanskrit
poetics of the late 10th or early 11th century. The word Nirmiti is not
technical alone, it has a general meaning which could be said to be “‘the
nature or type of creation or construction” or “structure”. Kuntaka has
said that the nature of literature can be said to be two-fold viz, Tattva and
Nirmiti. The medium of literature is word and word has two distinct com-
ponents viz, sound and meaning. The distinction between sound and mean-
ing is both deep and obvious. The medium of music is only sound and in
that sound we do not perceive any duality or dichotomy of two elements



The History of Dhrupad : Plea for a New Approach 29

like sound and meaning. Thus, music is merely Nirmifi or structure. In
literature sound and meaning, Nirmiti and Tattva, both combine and de-
lineate Bhava or Rasa. It is the configuration of sound, or call it Nada,
which brings about the experience of Bhava. Although in singing, meaning-
ful words are often used, they are not essentigl for music because music
is capable of sustaining itself without the use of meaningful words. Hence
the existence of music depends on meaningful sound. It is notable that the
distinction of style in music does not depend on the distinction of song-text.

Although in essence there is no distinction of Tattva and Nirmiti in
music, as there is in literature, it could be said that Raga as a melodic
entity with potential of various formations in its rendering could be said to
be Tattva and the various ways like Dhrupad, Khyal in which Raga is
rendered could be called Nirmiti. In other words, Raga becomes manifest
through different ways or styles of rendering like Dhrupad, Khyal or
Thumri.

It is, therefore, to be conceded that when we talk of Raga and Dhru-
pad-Khyal, we are talking of two distinct elements. In explaining the two
we talk in terms of two distinct objects. When we talk of Raga, we use
the Laksanas (characteristics) like Graha or Uthan, Amsa or Vadi Sam-
vadi, points of punctuation like Apanyasa and Nyasa, factors like Alpatva
or Bahutva, straight (avakra) or curved (vakra) lines of melodic phrases
and so on. All this is prescriptive. But when we talk of the Dhrupad or
Khyal we talk of different things like Alapa and its sections like Sthayi,
Antara, Saiicari etc. Actually it is these sections which duly manifest
Raga. Just as the enunciation of Raga-laksana has a long history, which
goes back to Jati in an expanse of more than 2,000 years, similarly the way
of rendering Dhrupad and Khyal can also be traced back to the Saptaripa
or Gitaka of Natyasastra, which is as old as Raga-Laksana itself.

The elaboration of Raga in the Dhrupad form is structured in sections
known as Sthayi, Antara, Saiicari and Abhoga. In Khyal the third and
fourth sections are absent and we are left with only the first two. More-
over, in Dhrupad the Al@pa is not done on the setting of Tala and on this
account it could be said to be Anibaddha. But in Khyal this is not essen-
tial; today the Alapa of the Raga concerned in Khyal is rendered on the
setting of the Tala concerned in the slow portion and it is structured in two
sections known as Sthayi and Antara. Hence it is obvious that the parts
in which the delineation of Raga is moulded are different in Dhrupad and
Khyal. Tt is important to understand that the presence or absence of the
setting of Tala in Alapa is not the crucial factor which brings about the
distinction between the rendering of Dhrupad and that of Khyal, Even if
that distinction is eliminated the two would still be different. And this
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understanding would lead us to the realization that the distinction between
Dhrupad and Khyal is still deeper and that we should go into certain intri-
cacies of melodic rendering like the way of approaching svaras. their inter-
twining etc. When a traditional composition of Dhrupad is turned into
Khyal, it is done through a ®hange of these intricacies; just the elimination
of the third and fourth section of the composition does not turn Dhrupad
into Khyal. That could be done and sometimes is done even by Dhrupad
singers. If we want to use old terminology, we could say that it is the diffe-
rence of Sthaya that is the essence of the distinction between Dhrupad and
Khyal.

The term Gamaka is relevant to Sthaya. In performance the move-
ment from one note to another involves the chaya or shadow of one envelo-
ping the other. This chaya could move in many ways and that is why
there are a number of Gamakas. But Gamaka by itself does not create
a whole phrase or sentence or Vidari in older terminology; it is Sthaya
that is an independent constituent of melodic enunciation.

It is a specific combination or configuration of specific Sthayas that
constitutes style of musical rendering. There are some specific Sthayas
which are peculiar to Dhrupada and similarly Khyal has its own peculiar
Sthayas. Some styles are more amenable to change of Sthayas and Khyal
is a typical example. Some styles have to be guarded against change of
Sthaya and Dhrupod as a typical example, to some extent even Thumri and
Tappa.

The origin of Style and Dhrupad.

It is believed today that Khyal is born out of Dhrupad just as Dhru-
pad was born out of its earlier form Prabandha. This process of one being
born out of another is consirued to beidentical in both the cases, but
there seems to be some misunderstanding here. Prabandha is not in vogue
today and there is no way of direct comparison between Prabandha and
Dhrupad in order to understand their mutual relationship.

Dhrupad is generally understood to be born out of Salaga Suda
Prabandhas. The history of Prabandha in the textual tradition starts with
Matanga’s Brhaddesi (about 8th cemjury A. D.). In the 13th century
Sarhgadeva speaks of a new types of Prabandhas known as Salaga Suda.
It is notable that the distinctive nature of each Prabandha depended on the
number or length of its sections known as Dhatu and the variety of textual
components and specific 7ala or Talas covered under six Angas. The
distinction of Prabandhas was not dependent on the nature of Alapti or
Alapa.
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The basis of variety in Prabandhas.

The specification of Dhatus or Anigas in various Prabandhas does not
enter the domain of style in rendering. It is more structural than stylistic.
One Prabandha does not change into another simply because of a chinge
in the style of its rendering. There are very rare references to stylistic
differences in Prabandhas, but they are most negligible in number. The
author has argued that style rests on Gamaka and Sthaya and they have
practically no place in the formation of different varieties of Prabandhas.
Hence the relationship of Dhrupad with Salaga Suda Prabandhas does not
seem to imply a relationship, positive or negative, based on style. It could
not be denied that the difference of style in rendering did exist in the time of
Prabandhas. But the concept of a particular style that would encompass
various Prabandhas does not seem to have been present in the context of
Prabandhas. Today we identify Dhrupad, Khyal, Thumri, Tappa as
distinct styles of rendering and they do encompass a vast variety of types of
compositions in each case. These compositional types could be equated
with Prabandha types. The concept of style is so well developed today that
it makes possible the identification of a particular style not only in singing
but also in rendering on the instruments.

Salaga Stida and Dhrupad.

The Salaga Suda Prabandhas were born out of the earlier varieties of
Prabandhas. Dhrupad is said to be born out of one of these seven Salaga
Siidas. The author has avoided the controversy involved in identifying one
of these seven as the progenitor of Dhrupad. His argument is that there
was a definite affinity between the Salaga Stidas and their predecessors refle-
cted in their structural distinction. The distinction of style was not the
determining factor in this type of Prabandhas and the foregoing types. In its
earliest form Dhrupad might not have been distinct from the Salaga Sudas
on the basis of stylistic differences in rendering. Dhrupad could have been
any type of Prabandha emerging out of the Salaga Sudas.

Plea for a new approach

Today the question as to which variety of Salaga Suda could be the
progenitor of Dhrupad is not crucial; rather the question as to when different
distinctive styles known as Dhrupad, Khyal today emerged. In other words
there was a time when Dhrupad was a typical Prabandha, when did it
become a typical style ? The history of Dhrupad will have to be reviewed
with a new approach for answering the above question.

It is very difficult to answer the above question because the available
data have very little relevance to style and style is a factor that cannot be
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recorded in notation. We know that today the performer of Dhrupad tries
to guard his performance against those Gamakas and Sthayas that are
prohibited in Dhrupad. Similarly the performer of Khyal tries to guard
against Thumri, although there is much greater flexibility in Khyal. It is
difficult to say as to when these stylistic differences crystalized. It could,
however, be conjectured that the attitude of guarding against Khyal must
have come into being when Khyal became very imposing. Before that, even
Dhrupad must have been amenable to the natural process of change.

The concept of Banis is often brought up in the context of different
styles of Dhrupad. But the existence of stylistic differences within DhArupad
and the fact of Dhrupad being a distinctive style by itself are two different
things.

Itcould be conjectured that Dhrupad became a style when Khyal
emerged out of it. Before that there would have been no exigency for the
acceptance of Dhrupad as a distinctive style.



SOURCES OF MATERIAL FOR CRITICAL STUDIES IN
DHRUPAD SONG-TEXTS

Dr. Francoise DELVOYE, ‘Nalini’

I. INTRODUCTION

The present paper is somehow a continuation of Subhadra
Chaudhury’s contribution to the textual studies of dhrupad songs, in her
Hindi paper published in the 1986 issue of the Dhrupad Annual X

Subhadra Chaudhury has analysed eight studies in Hindi, published
after 1950, dealing with Iyrical texts from rather different viewpoints : non-
critical and critical editions of dhrupad songs, with a stress on the poetical
value of such texts; musicological studies on the Dhrupad form of vocal
music in various contexts, illustrated by song-texts, etc. The books under
study were based on original (but comparatively recent) sources or on
secondary ones.

Thence, a critical evaluation of original sources av ilable on
dhrupad song-texts is needed and more particularly of earlier unpublished
recensions. By introducing the main sources of dhrupad song-texts—which
were only quoted in the ‘Bibliography on Dhrupad’ of the Dhrupad Annual
19862—with a more descriptive and critical apparatus, and by analysing
their specific problems and prospects, I hope to highlight the particular in-
terest and scope of critical studies of the textual aspect of lyrical texts.®

II. HISTORY OF DHRUPAD : ROYAL PATRONAGE AND TEMPLE

TRADITION

The history of Dhrupad is yet to be written.* It goes back to the
reign of Raja Man Singh Tomar of Gwalior (1486-1516) who is often called
the ‘inventor’ of Dhrupad.5 If not the ‘inventor’ inde=d, Raja Man Singh
composed himself, or had composed, lyrical texts in vernacular languages,
apparently based on some of the salagasuda type of prabandha-s, later on
known as dhruvapada, dhrupada or modern dhrupad.®

Raja Man Singh’s learned patronage marked the starting of a lasting
tradition of Hindu and Muslim rulers who appreciated the Dhrupad form
of music and encouraged the composition and collection of this particular
type of lyrical texts.”

Parallel to the royal court patronage, the Vaishnava temple tradition
of singing devotional dhrupad texts, which is still alive, has been an im-
portant factor of transmission of song-texts, through both oral and written
traditions.®

5
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From the 18th century onwards, the Khyal form of vocal music be-
came more fashionable in royal circles and superseded Dhrupad,® although
Dhrupad continued to be patronised by the aristocracy.

In the 20th century, this less popular but still respected genre of vocal
music, is undergoing a ‘revival’ since the 70s, because of the interest and
initiative of some scholars and individuals, generally backed by cultural in-
stitutions or trusts, who are organising various Dhrupad programmes and
festivals.*©

III. PERSIAN AND SANSKRIT ACCOUNTS OF DHRUPAD

A. Some accounts of Dhrupad from Persian texts

As Dhrupad was the most fashionable form of vocal music in the 16th
and 17th centuries, a few contemporary Persian texts do mention ‘dhurpad’,
its form, its popularity and give some biographical accounts of its most
famous exponents. As such, these texts deserve a particular study, from
the point of view of the history of music.

I will briefly refer to the main Persian texts of the 16th and 17th
centuries mentioning Dhrupad!? :

1. The most famous account is maybe by Abw’l Fazl in the third
volume of A’in-i-Akbari,*? dated about 1596-1597 which mentioned ‘Dhur-
pad’, introduced by Raja Man Singh and his musicians, as a “popular
style of melody which was approved even by the most refined taste’ and
which later “came into universal favor.”” Abu’l Fazl wrote later : “The
Dhurpad consists of four rhythmic lines without any definite prosodical
length of words or syllables. It treats of the fascination of love and its
wondrous effects upon the heart.”

2. In the Tuzuk-i-Jahangiri, or Memoirs of Jahangir'® (1605-1624),
‘Durpat’ is mentioned in connexion with Ibrahim ‘Adil Shah II of Bijapur
(reign 1580-1627) and indirectly with Tansen.

3. 1Inthe Mirat-i-Sikandari'# by Sikander bin Muhammad Manjhu
(dated circa 1613), Dhrupad is mentioned in relation with Nayak Baiju and
other contemporary musicians.

4. The Padshahnamah'® (History of Shah Jahan’s reign) of Abd’ul
Hamid Lahauri (1629-1650) gives an interesting account of the origin of
Dhrupad, as, “to a large extent, the creation of Nayak Bakhshi, the pro-
tege of Raja Man Tomar”, with valuable informations on Bakhshii’s voice
and performing style; then follows an account on Tansen and his descendant
Lal Khan Kalavant.
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5. The Persian Preface of Sahasras,»® the collection of thousand
dhrupad texts ascribed to Nayak Bakhsu, compiled under the orders of
Shah Jahan and dated c. 1650, also gives interesting details on the Nayak’s
dhrupad texts and on the vocal music of that period.

6. It is followed by Rag Darpan*7a a Persian adaptation of the lost
text ascribed to Raja Man Singh, ‘Manakutuhala’, by Faqirullah, governor
of Kashmir during Aurangzeb’s time and dated 1665-1666. On ‘Dhurpad’
Faqirullah said, in Shahab Sarmadee’s English translation’® , “it is an
imaginative creation of Raja Man of gwaliyar, consisting of four misra-s
and exploiting any of the nine Ras-s. The said raja imparted a popular
basis to this type of classical singing. Very soon it came to be cherished
by the elite and the populace alike. His co-ordinators have been the
Nayak-s : Bakhshu, Mahmud, Karan and Lohank.” These comments are
followed by the reasons of the popularity of Dhrupad and some data on
the musicians of Raja Man and Akbar’s courts.

7. Another interesting account on Dhrupad is found in a Persian
text by Mirza Khan, ZTuhfat-ul-Hind.'®2 ‘A Present from India’, completed
before 1675-1676. In chapter V, he wrote about Dhrupad, in Shahab
Sarmadee’s translation®® | “it is a composition not in verse but rhymed; it
is constituted of four ‘fuk-s’; each tuk is termed differently in this way : first,
asthai, second, antara; the last two are termed as bhog, commonly called
abhog and also ahog. Dhrupad is mostly sung in Bhakha (i.e. Braj-bhasa)
it is said to have been designated by Raja Man Gwaliyari, but God knows
better....”> Then follows a list of the four better practised varieties of Dhru-
pad : Tewat, Phul Bandh, Jugal Bandh and Rag Sagar.

8. The last example I will give here, of the later half of the 17th
century, is another tarjumah or ‘translation-cum-interpretation’ of Raja
Man Singh’s ‘Manakutuhala’ by an unknown writer, under the name
M arifat 'ul Arwah,*® lit. ‘The true knowledge of the true spirit>. In
Shahab Sarmadee’s translation, it is written about Dhrupad : “a child of
the creative genius of Raja Man Gwaliyari, composed of four lines and
based on all the nine rasa-s. In this he was assisted by the Nayak-s of
his court. It proved to be a wonder of the time, according to the author.
The reason for it being that the taste of the common man as well as the
clite was successfully catered to...>> Later he wrote : “ever since Dhrupad
came to be recognised, Marag lost its foothold.” This text gives interesting
accounts on the Nayak-s of Raja Man Singh’s court and the vocalists of
Akbar’s court.

It is striking to notice that definitions and accounts of Dhrupad from
Persian historical sources, are mostly dealing with the form and aesthetic
content of dhrupad tests and rarely mention the performing style.
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B. Mention of Dhrupad in Sanskrit texts

Unexpectedly, no specific mention or definition of Dhrupad is availa-
ble in Sanskrit treatises on music, before the end of the 17th century, with
the exception of one reference in Sangita Parijata of Pandit Ahobala, dated
c. 1665.2° This can be explained by the time required for the recognition
of a new musical form, which is expressed in a vernacular language.

Though a late mediaeval writer on music, Bhavabhatta who was
patronised by Raja Aniip Singh of Bikaner (reign 1674 to 1709) seems to be
the first to give a definition (laksana) of dhruvapada which has been quoted
in most accounts of this form.??

The definition is given in the Svaradhyaya of Bhavabhatta’s Anupa
Sangita Ratnakara. Tts Sanskrit text and a Hindi commentary have been
published in Adinath Upadhyaya’s paper on Bhavabhatta in the Dhrupad
Annual 1986.7% For readers not familiar with Sanskrit and Hindi, an Eng-
lish translation-cum-interpretation by Prem Lata Sharma is given here.?”

“[Dhruvapada is a traditional musical form consisting of composition
and improvisation] adorned by literary texts composed in Sanskrit or the
language of the Middle Country.

It has two or four ‘sentences’ (i.e. linguistic-cum-melodic units).
It is based on the ‘affairs’ of men and women.

It is decorated with $rngéra rasa and its bhava (i.e. it is erotic in its
aesthetic suggestion).

It contains raga-alapa (i.e. improvisation delineating the raga, inde-
pendant of the composed piece) and pada (i.e. melodic phrase in alapa,
which is rendered with a non-sensical syllabic unit).

It has anuprasa (rhyme) or yamaka (repetition of words givinga
different meaning each time) at the end of each foot.

[When] it is composed in four feet like this, known as udgraha, dhruva
and abhoga (the last one being split into two sections), it is uftama (high
class) dhruvapada.”

Prem Lata Sharma has rightly analysed the six different aspects of
Dhrupad taken up in Bhavabhatta’s definition, she implies : the linguistic
aspect; the linguistic-cum-melodic structure; the thought-content; the
aesthetic aspect; the improvisational aspect; the melodic-cum-literary
structure.

There is a second definition of dhruvapada in Bhavabhatta’s Sangita
Anipanku$a.?¢ This definition, which mentions the language of dhruvapada
as madhyadesiya only, omits many aspects dealt with in the first laksana,
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possibly because it comes in the context of a dance-form accompanied by
Dhrupad music; regarding the structure, the second definition mentions
that dhruvapada can consist of udgraha-dhruvaka-abhoga, udgraha-dhruva,
dhruva-abhoga or dhruva only.

Bhavabhatta’s definitions of dhruvapada are actually the only ones
available in Sanskrit treatises on music; it is striking to notice that Bhava-

bhatta belonged to a time when Khyal had already started superseding
Dhrupad.

IV. DHRUPAD SONG-TEXTS

A. A vast corpus that was ignored unt il recently

Dhrupad song-texts are lyrical texts (geya pada) meant to be sung in
the Dhrupad form of vocal music. They constitute a vast corpus which
developed parallel to the Bhakta-kavi or ‘Saint-poets’ tradition in Braj-
bhasa.?® Until recently, for different reasons, they have not been well-re-
searched. For long, they were not ‘appealing’ to the scholars of literature,
for whom these belonged to the “field of music’, and were not valuable as
poetry, may be, because most of them were not metrical. At the same time,
vocalists seem to have never really cared for the texts which they sung,
which is even more true in the present day. And until recently,-scholars of
music were not much interested in song-texts, as most of them were availa-
ble without notation and thence, felt as of ‘no use for the study of music,’26

B. Description of dhrupad texts available today 27

Bhavabhatta’s definitions of Dhrupad are quite relevant to dhrupad
texts available today, from whatever written or oral recensions; still, some
aspects which have been omitted or neglected should be described.

I. Dhrupad texts are generally of four lines, respectively called
sthayi, antara, saficari and abhoga (corresponding to the four sections of
the musical pattern of Dhrupad divided by tonal structure).2®

Each line has a variables number of syllables and generally has no

metrical structure; as such, dhrupad song-texts belong to the visama-chanda
(irregular metre) category of prosody.

The length of the four feet is generally unequal, either counted by
syllables (aksara) or measured by time-units (matra).2®

The four lines have a final rhyme of one or more syllables and often
the fourth line includes the name of the composer and/or his patron, in the
chap or bhanita, as it is found in Sangita Ratnakara in the description of
the ela-prabandha; the chap may also give the name of the beloved.3°
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2. The language, which Bhavabhatta called madhyadesiya, is gener-
ally known as Braj-bhasa, in its many regional and stylistic varieties, with
vocabulary borrowed from Persian.32 So far, no dhrupad text in Sanskrit
has been found, besides the mention of it by Bhavabhatta. There is also
one exemple in Dakkhini Hindi.3? '

3. The literary value of dirupad texts studied out of their musical
setting, is one of the striking feature of the rather recent scholarly studies in
this category of lyrical texts; however, today it is seldom appreciated by the
performers as well as the listeners and that factor largely contributes to the
impoverishing of the textual aspect of this musical tradition.®®

4. The thematic content of Dhrupad is much more varied than it is
generally believed. Most recent accounts on Dhrupad do mention its ‘exclu-
sive’ concern with religious subjects or praise to kings and patrons, or any
‘serious’ topic; actually, besides these subjects, dhrupad song texts deal with
a wide range of other topics like nayaka-nayika-bheda (dealing with parti-
cular kinds of love and types of lovers), the description of nature and season
philosophical views of life and similar topics, which are roughly the same
as those treated by Braj-bhasa court-poets of the same period.8’ But one
particular subject dealt with in dhrupad compositions seems to be more
specific to the lyrical texts of this type : many dhrupad texts are connected,
directly or indirectly, to music and dance, which should attract the interest
of scholars of music. All edited works present a wide choice of composi-
tions dealing with musical topics, which deserve a particular study. They
cover all aspects of music, from the philosophical viewpoint, like the con-
cept of Nada Brahma and other aspects of sonad (nada), with images like
nada-nagara, nada-mandira, nada-garha, nada-samudra, nada-agadha,
gforda

Many dhrupad song-texts deal with music in its theoretical and techni-
cal aspects with references to Sangita Ratnakara and other musical treatises
and if they do not always mention those texts, they show an obvious familia-
rity with their content.

Good examples of the thematic range of dhrupad texts can be seen in
Acarya Brhaspati’s important work in Hindi, Dhruvapada aur uska vikas,
with many illustrations taken from a manuscript of the first half of the 19th
century, based on oral tradition and known as the Rampur Ragamala.®®
Indurama Srivastava in her English book, Dhrupada, a study of its origin,
historical development, structure and present state, also gives exemples with
English translations (mostly from secondary sources); out of a sample of
forty dhrupad-s ascribed to six known composers and some without chap,
the thematic variety is as such : sixteen pad-s deal with religious topics,
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three with praise of kings, eight with nayaka-nayika-bheda, seven on various
aspects of music, three are descriptions of nature; one deals with tantra and
two with metaphysical subjects. The above sample seems to be represen-
tative of the thought-content of dhrupad texts.®”

V. SOURCE OF DHRUPAD SONG-TEXTS28
A, Original sources : written recensions and oral tradition

Available sources of dhrupad song-texts canbe divided in two main
categories : written recensions and oral tradition. But written recensions
(manuscript or printed) are basically from oral sources ; primary written
recensions are actually ‘semi-oral’, i.e. they are textual ‘transcriptions’ either
from a direct oral source (a singer performing or recitating), or from the
memory of the listener-turned-writer. That ‘original’ oral source itself may
be the result of a more or less long tradition of oral transmission in various
contexts (royal court or temple).

Compilers of dhrupad song-texts, who had very different motivations
for collecting such lyrical texts, rarely mentioned their own source; the
origin of the compositions can be only assumed through scholarly analysis
of the place and date of writing (whenever available), the kind of collection,
the various forms and types of song-texts, etc.

Even if most dhrupad song-texts are available today in written form,
it shonld be noticed that they were basically transmitted by oral tradition
(as other aspects of Indian music); later written recensions (manuscript,
lithographic or printed) were not copied from earlier written recensions, but
were mostly based on later oral sources; the unavoidable distortion of the
texts is due to that specific way of transmission and not so much to scribal
mistakes. ¥

B. The approach to the sources of dhrupad song-texts

Whatever may be the motivation of the scholar interested in the textual
aspect of Dhrupad, the approach to sources is generally from secondary (if
not tertiary) works, because of the lack of information on original sources.
Extensive and discriminative reading and crossed-informations from scholars
of music, literature and history will lead the research-scholar to original

manuscript sources.

Once the sources are identified, their evaluation and classification are
required :

(a) The material can be ‘chronologically classified’, whenever recen-

sions are dated or datable. Many manuscripts are not dated and cannot be
dated, because of the lack of specialised laboratories and the rules of some

libraries.
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(b) While collecting dhrupad-s ascribed to Tansen, more than sixty
sources of dhrupad song-texts have been identified; they belong to ‘different
categories’, due to the various motivations of the collectors; some are unique
of their kind, some constitute a type which is to be found later on.

C. Description of the main sources of dhrupad song-texts

I will give the description of the main sources of dhrupad song-texts in
a tentatively chronological order, while referring to the various categories
they belong to.

1. The earliest sources of dhrupad song-texts are padavali-s or pada-
sangraha-s, collections of lyrical texts, generally Vaishnava (sectarian and
non-sectarian), of the 16th and 17th centuries; their manuscripts are avai-
lable in some libraries like Anup Sanskrit Library of Bikaner, City Palace
library of Jaipur and Brindaban Research Institute Library of Brindaban.
The collections look more like musical repertoires than literary
anthologies.4°

Some isolated dhrupad song-texts are found in such padavali-s inclu-
ing poems of many devotional poets, without any apparent order of authors,
subjects or whatsoever. They generally mention the rag in which the song
is set. But the percentage of dhirupad compositions scattered in such metri-
cal lyrical texts is extremely small.4?

The topic of most of dhrupad texts found in earliest manuscript
sources, is devotional and more specifically inspired by the Krsna-lila.

This type of collection of pad-s in a manuscript form—some of which
have been edited and published—is still in use as a repertoire of devotional
song for the cult (seva and bhog) in Vaishnava temples, most particularly of
the Vallabha-sampraday and the Radha-Vallabha sect. The Haveli Sangit,
or musical tradition of the Vallabhite temples of Braj Bhiimi, Rajasthan
and Gujarat, is one of the most conservative source of lyrical texts because
of the importance attached to the words in the purely religious context. The
style of singing of these songs is described as ‘Dhrupad’ by the exponents
of the temple tradition themselves, though it is a rather controversial state-
ment, which cannot be discussed within the scope of the present paper.42

As an exemple, I will mention the earliest dhrupad text bearing the
name of Tansen, which I found so far. It is in a manuscript collection dated
1582, i.e. contemporary to Tansen, and called Padasuradasajika. It con-
tains four hundred eleven pad-s including two hundred sixty two ascribed to
Surdas and hundred forty nine by other poets (mostly devotional). This
manuscript, known as the Fatehpur manuscript, is preserved in the reserved
collection of Maharaja Sawai Man Singh II Museum, Jaipur.48
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2. Manuscript and lithographic collections (edited or published or not)

(a) Kitab-i-Nauras (composed between 1596 and 1624, as per Shahab
Sarmadee’s estimation) is a single example of a rag-wise collection of fifty
nine dhrupad song-texts by one single composer, Sultan Ibrahim ‘Adil Shah
IT of Bijapur (who reigned from 1580 to 1627); the manuscripts of Kitab-i-
Nauras are still extant and have been critically edited and published by
Nazir Ahmad,** with an informative introduction about the Sultan and his
work, which should encourage a further research from various points of
interest. Despite the knowledge which Jahangir had of Sultan Ibrahim
‘Adil Shah II’s compositions—as he expressed in his Memoirs¢5—so far I
know, not a single of his dhrupad texts has been found in any written collec-
tion nor in the living oral tradition in North India.

(b) Then the first example of a collection of dhrupad texts made
under royal patronage, seems to be the Sahasras, a rag-wise compila-
tion of one thousand four dhrupad texts ascribed to Nayak Bakhén. Shah
Jahan developed a great liking for the dhrupad texts of Nayak Bakhsi and
ordered a compilation to be made from living musicians of all compositions
ascribed to him, with an obvious care for their authenticity which is
expressed inthe Persian Preface introducing Sahasras. This extremely
valuable work has been critically edited and published from two manuscri-
pts, with an informative introduction by Prem Lata Sharma+® and deserves
a further research work, specially from the point of view of music and
dance.

(c) The next important source of dhrupad texts belong to another
category; these are the dhrupad songs given as illustration of musical texts.
The first example seems to be the works of Bhavabhatta, who has already
been mentioned for his definitions of dhruvapada. Hundreds of song-texts
from Anupa Sangita Ratnakara and Anupa Sangita Vilasa, constitute the
earliest ‘anthology’ of dhrupad texts collected from contemporary oral
court tradition. Some Sanskrit sections of Bhavabhatta’s works have been
edited, but without the dhrupad texts considered as ‘useless for the study
of music’, as they are without notation. So these texts of the late 17th
century, are found only in the undated manuscripts of Anupa Sanskrit
Library of Bikaner and the City Palace Library of Jaipur (which has the
only dated copy of Aniipa Sangita Vilasa, of 1696). Details can be found
in Adinath Upadhyaya’s paper which has been already mentioned.4”

(d) Then there is a big gap, apparently without any dated collections,
till the undated Rampur Ragamala manuscript, (preserved in the library of
the Sangit Natak Akademi, Lucknow), which must be around hundred fifty
years old (as per Prem Lata Sharma’s estimation).4® It is a valuable rag-

6
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wise musical repertoire made by the musicians themselves. Most dhrupad
texts illustrating Acarya Brhaspati’s work on Dhrupad are quoted from this
anthology, the source of which is also oral, but from a family musical
tradition.

(e) The compilation of Sangita Ragakalpadruma by Krishnanand
Vyas, some rare lithographic copies of which, dated 1842, are still
.available,4? is partly a musical treatise and mostly an anthology of lyrical
texts, without notation. It is a huge collection of thousands of song-texts
(not only dhrupad) made under royal patronage, from living musicians.
Unfortunately, its text has been published in 1914-1916, without critical
edition, in a rather distorted form, on which, the scholars of literature and
music interested in dhrupad texts, mainly based their works published after
1950.5°

(f) Another text, by an unknown writer, called Sangita Sagara, is
preserved in a manuscript form in Mukund Lath’s private library in Jaipur.
It belongs to the category of musical treatises with song-texts illustrations
(also from oral tradition, buzurgorise, ‘from elderly people’); the manu-
script is not dated but mentions the date of 1872 as what seems to be the

date of writing.

3. Printed sources of the 19th and 20th centuries

Then in the end of the 19th century and early 20th century, quite a few
collections of dhrupad texts (mostly from oral sources) have been published
with and without notation. They come under various categories :

(a) as illustration of musical theory in various vernacular languages,
like Gita Sitra Sara (Bengali-Hindi), Nada Vinoda Grantha (Hindi),
Sangita Kaladhara Gujarati and Sangita Candrika (Bengali).®?

(b) as musical repertoire, like Anekasangraha (Hindi),®% sometimes
to ‘save the song-texts from oblivion’, like a few Bengali collections with
notation, in which the song-texts are in Braj-bhasa, but in Bengali script :
Sangita Ma#jari and Gita Badya Sara Sangraha,*® and

(c) as text-books, with notation, like Pandit Bhatkhande’s Kramika
Pustaka Malika compilation, Raja Nawab Ali Khan’s M ar’if-un-Nagh-
mat, and Pandit Omkarnath Thakur’s Sangitaiijali.5*

(d) printed editions of Sangita Ragakalpadruma have already been
mentioned.?®

4. Recent secondary sources
After 1950, non-critical and more scholarly books have been publi-
shed, with a stress on the textual aspect of dhrupad songs. The main



Soutces of Material for Critical Studies in Dhrupad Song-Texts 43

Hindi publications on lyrical texts studied from different points of view,
which are based on primary or secondary recensions, have been analysed
in Subhadra Chaudhury’s paper which I already referred to in the Intro-
duction. 56

The latest publication giving a collection of dhrupad song-texts is
Hariharnivas Dwivedi’s book in Hindi on Tansen,®” which contains a
biographical reconstruction based on available dhrupad-s, either bearing
the name of Tansen, Akbar, Raja Ram, or sometimes without name, from
different sources, without discriminating primary and secondary works.

5. The oral tradition58

It has been already noticed that written sources of dhrupad song-texts
are mostly from oral tradition, through which most of the dhrupad texts
have been transmitted.5?

The ‘actual’ oral tradition includes various categories: the ‘live’
performances (divided in ‘public’ and ‘private’ concerts) and ‘recorded’
performances (further divided in commercial and non-commercial recor-
dings of dead and living musicians). Interviews purposely arranged for
scholarly work and collection of song-texts, based on the memory and the
willingness of the musicians, are the third form of oral tradition involved
in the work.

These categories have to be kept in mind, when evaluating the
material collected through them, i.e. different settings (stage, temple or
studio), different audiences (public, private, musicians, connoisseurs, etc.),
time-limits imposed in studio recordings (but also in ‘live’ performances
with many participants), and other factors do affect the authenticity and
quality of the music, including the textual part. A systematic study of a
wide corpus will certainly bring out significant results on the effects of
space, time and other factors, on music in performance. State or private
sponsors—replacing the aristocratic patrons—contribute indeed to the
‘reviving’, ‘living’ or simply ‘surviving’ of the Dhrupad tradition, and,
at the same time, provoke significant and interesting changes of musical or
extra-musical nature, which are worth studying.

1. Oral tradition as experienced through ‘live’ performances

While listening to a ‘live’ performance, the notation of the textual
part of a dhrupad is rather difficult; the ‘effect’ of music as a whole, makes
the concentration on the text not so easy; to catch the words is quite hard,
even for ears familiar to Braj-bhasa. Moreover, nowadays, compositions
are often abridged and the chap or ‘signature’ of the ‘poet-composer’ rarely
occurs, making the identification impossible.



44 Dhrupad Annual—z1 92 arfusr

2. Recordings as a source of dhrupad texts of both bygone and living

oral tradition

(a) Commercial recordings.®© It is attempting the impossible to
present a Dhrupad performance in the time-limit of an L. P.; alap being a
distinctive feature of the Dhrupad form of vocal music, it is a must for the
performer to expose it—possibly in a dignified way—rushing through its
different sections, to be able to sing the composition too; thence, the
dhrupad text will be obviously abridged (which also happens on the stage,
for various reasons which are not all ‘time-bound”). The covers of
commercial LP records produced in the West, generally offer some infor-
mative notes, with eventual transcription and content of the song-texts
purposely made for listeners not familiar with Indian culture. But
commercial recordings constitute a very limited source of material.

(b) Non-commercial recordings : besides the Archives of All India
Radio and musical institutes and academies, the almost systematic recording
of all Dhrupad performances and festivals constitutes a large corpus, avail-
able with different organisers; apparently no work has been done on such
corpus, except in the premises of the Sri Caitanya Prema Sansthan, in
Brindaban, where a systematic cataloguing, classifying, transcription of the
first line or full text, and eventual English translation or summary of content
is still in progress.®*

(c) The collection of textual material from personal interviews with
musicians—as per my own experience while collecting dhrupad texts ascribed
to Tansen—is rather poor. In the particular case of Tansen, I noticed that,
though everybody owed allegiance to him, most musicians I came accross,
seemed to have very few compositions of Tansen in their repertoire (still
performed or only memorised).

Most musicians are not willing to give the textual parts, for various
reasons : ‘family-repertoires’ of song-texts (orally preserved or occasionally
written) are considered as ‘very valuable’, as an ‘old treasure built up with
lots of efforts’, and, as such, they are kept ‘secret’ as a precious heritage to
be transmitted to disciples only, and even then, in a restricted form.

Other musicians would even give dhrupad texts from printed sources
(secondary), as belonging to their tradition! But it seems that the main
reason of the difficulty in getting dhrupad songs is the careless attitude of
the musicians towards texts, which naturally become distorted and incom-
plete. There are some exceptions of elder musicians who seem more ‘gene-
rous’, for obvious reasons, I will not give names of any musician of the
various categories.
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6. The Vaishnava temple musical tradition

As it has been already mentioned, the Vaishnava temple musical tra-
dition is a rich source of dhrupad texts in written and oral forms. Some
collections of pad-s sung in Vaishnava temples have been recently reprinted.
Song-texts are generally classified according to the religious calendar. The
Haveli Sangit repertoire includes a number of songs by non-sectarian poets
(even some, like Tansen, belong to the court tradition) and, as a living musi-
cal form, constitutes by itself a valuable corpus for further comparative
textual studies started by Campaklal Chabildas Nayak, who is both a temple
singer and a music-teacher of the Bhatkhande school.62

In some aspects of both its musical style and its repertoire, the Rasa-
lila religious drama of the Braj country, is related to Dhrupad. The im-
portance of Dhrupad in the Krishnaite ‘miracle plays’ deserve further
study.®3

VL. STUDY OF THE SOURCE-MATERIAL ON DHRUPAD
SONG-TEXTS

A. Methodology

The various categories of dhrupad song-text collections (from both
oral and written sources) do express the wide range of the motivations of
collectors, compilors, editors and literary scholars who initiated them. The
scholar using those sources has to be aware of the unequal value of the
material collected from so many different types of recensions. A reference
apparatus is needed for any research work on the textual aspect of lyrical
compositions, requiring the collation of material from different sources.

(a) Each source of material should be systematically defined, in a
way which, at a later stage, will allow its evaluation. Such data should be
mentioned, like the title of the collection (if any), the name of the author/
collector/editor, etc. (when mentioned); the type of text (manuscript, litho-
graphy, printed); place and date details; the type of work (original source,
secondary recensions, tertiary work, etc.); the script; the source (if men-
tioned); the notation-system (if any); and whenever possible, some figures
should be made of the number of compositions, of composers, of dhrupad
and non-dhrupad compositions (whenever mentioned); if the scholar is colle-
cting dhrupad texts ascribed to a particular composer, the chap,or ‘signature’
is to be noted (with figures on the number of instances (composer/patron/
no chap) or if the editor has suggested the name of a COmpOoser.

(b) For each composion, cards should be made with the first line,
the folio or page numbers, line number and pad number (if mentioned)
and other data like the rag, the 7a/ as mentioned in the text, the notation-
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system (if available), the language(if particular) and other details relevant to
each type of study. Regarding the thought-content, it is useful to note down
the main topic of each composition (devotional, praise of kings, Hindu or
Muslim references, musical terms, etc.) In the case of recorded sources,
other data, specific to audio-visual material classification have to be noted.
All this systematic preliminary work will help in identifying sources and
collating material whatever may be the purpose of the scholar and its own
methodology:

B. Problems faced while collecting and editing dhrupad song-texts

1. Some problems are more specific to earlier manuscript sources
like Bhavabhatta’s anthologies. Manuscript recensions reveal the main
problem of research work on dhrupad texts, i.e. the non-accessibility of
texts extant in manuscript form only available in some particular libraries;
then, besides the deciphering difficulties, the identification of dhrupad texts
among other types of pad-s, the identification of authors and the less num-
ber of dhrupad texts found in those earliest sources compared to later com-
pilations; it is a striking fact that earlier recensions, which are more valu-
able, as closer to the original, offer texts which are less distorted by the
oral transmission, but in an extremely limited number, while other composi-
tions handed down by oral tradition, have been either ‘forgotten’, “‘memo-
rised’ or noted down in a rather corrupt form, in comparatively higher
figures.

2. The problem of authorship

Another interesting and revealing problem which has not yet been
studied in a scholarly way by most writers on the subject, is the identifica-
tion of the authors of dhrupad texts, i.e. the ‘poet-composers’.

() Vaggeyakara-s or ‘Poet-composers’

Dhrupad texts used to be ‘composed’ by vaggeyakara-s who were
‘poet-composers’ and eventually performers; thus, the songs were composed
in some specific aesthetic unit in which the text, the melody and the rhythm
were fixed in relation to each other.64

In the context of court-singers, dhrupad-s were mostly composed to
please a patron, generally connoisseur of the art of music; in the context of
temple-singers, songs were meant to propitiate a deity. Thus, ‘poet-compo-
sers’ were the best judges in creating poetico-musical works pleasant to their
audience and principally their protector, though not necessarily expressing
their own feelings.
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I already mentioned that the last line of dhrupad song-texts generally
includes the name of the ‘poet-composer’, in the chap or bhanita.®® The
most famous among them are Nayak Gopal I and Nayak Gopal II, Nayak
Bakhs$ii, Baiju Bawara, Swami Haridas, Tansen, Jagannath Kavirdy,
Dhondhi, etc. Many other dhrupad composers are mentioned by Acarya
Brhaspati in his important work on Dhrupad.®®

The problems of chap and authorship are treated in a separate paper
by Prem Lata Sharma, in the present issue of the Dhrupad Annual. For
readers not familiar to Hindi, I will give here the different categories occu-
ring in the dhrupad song-texts I collected so far.

Many similar compositions—from both written and oral sources—are
found with different chap-s, i.e. with different authors’ names, with eventual
changes of the vocabulary of Sanskrit and Arabo-Persian origin, and
occasional changes of the names of gods or patrons addressed to, in diffe-
rent rag-s and tal-s.®?

The multiplicity of chap for a similar composition from different recen-
sions, increases the problem of authorship and gives the hint that many
others may also be the results of similar changes, due to various reasons;
respectable and fashionable names could have been inserted in place of later
obscure poets; in the temple-repertoires, some dhrupad texts found in the
court-tradition too, bear the name of some more Vaishnava poets like one
dhrupad ascribed to Tansen found with the chap of Sughararay in the
Vallabha tradition. Haveli Sangit exponents do believe that the Dhrupad
musical tradition started in temples and was later on borrowed by court-
singers along with the song-texts which they renamed after famous musi-
cians. But some compositions bearing the name of court-singers like Tansen
are still used in the Vallabhite cult. 8

(2) Patrons of Dhrupad
The name of the patron(s) of the ‘poet-composer’ may also be men-

tioned; it may come in the chap, instead of the ‘composer’s’ name, but can
also be adressed or referred to, in any line of the dhrupad text.®®

In his examples of dhrupad song-texts bearing the names of patrons,
Acarya Brhaspati has indiscriminately collected compositions with the
patrons’ name in all the three positions I mentioned above, which appears
rather confusing.™

Many examples of dhrupad texts ascribed to Tansen do mention the
name of Raja Ram7! (i.e. Raja Ramacandra Baghela) who was Tansen’s
patron for a few years before he joined Akbar’s court (in 1562, as per Abu’]
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Faz] and Bada’tni’s accounts”?); even more compositions bear the name of
Akbar along with Tansen. Some dhrupad-s bear the names of both patrons,
Raja Ram and Akbar, with the chap of Tansen.

Sometimes, the name of the patron only occurs, then the identification
of the ‘poet-composer’ is almost impossible, as kings used to have many
‘poet-composers’ in their court simultaneously who would put the name of
their patron instead of their own, as it was common then.

Abii’l Fazl mentioned in the A’in-i-Akbari®® that “most of Tansen’s
compositions are written in Akbar’s name’’—which does not imply that all
compositions with Akbar’s name are of Tansen—still, it does not help in
identifying who is behind Akbar’s name, in so many dhrupad song-texts; in
most sources, including old manuscripts, there are statistically many more
texts with the name of Akbar than those bearing the name of Tansen, which
is also true with Shah Jahan and his court-musicians. Dhrupad texts with
the name of a patron only (Akbar), but ‘understood’ or ‘accepted’ as Tan-
sen’s creations are typical examples which abound in Acarya Brhaspati’s
works, in which, texts with the name of Akbar only, are automatically quot-
ed as Tansen’s compositions, without any rational reason.

In some other instances, the name of Akbar comes with the chap of
poets like Vyas, Gopal Nayak and Caifical Sasi. Then, any composition
with Akbar’s name and without the poet’s name can be presumably ascribed
to Tansen as well as to any of those poets attached to Akbar’s court or
contemporary to him.7#

As mentioned before, Kitab-i-Nauras is the only example in which the
Sultan is definitely found to be the author of the dhrupad collection.”®

In Sahasras, the name of ‘Shahjahan’ has systematically replaced
the name of the ‘poet-composer’, presumably Nayak Bakhsu.”®

(3) Dhrupad texts without chap or ‘signature’

There are also many dhrupad-s without any chap which, in the present
oral tradition, are ‘felt’ of being the creations of so and so composer. There
are other examples of dhrupad-s including the ‘poet-composer’s’ name in
written recensions, which are sung today without any author’s name.” 7" This
also happens in written collections mentioning the name of a composer after
each text, i. e. the editor h1s, on unknown grounds, given the name of a
composer, although there is no chap.”®

3. Problems of critical editions of dhrupad texts

The uncertainty of the authorship explains perhaps, the different
levels of literary quality between many compositions bearing the same
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author’s chap. Linguistic as well as stylistic comparisons are doubtful
grounds for determining the authorship, as it is assumed that a ‘poet-com-
poser’ will not compose in the same way if he has to please a Hindu or a
Muslim patron, or if, in a more authentic vein, he expresses his own feelings
to some specific audience or in a particular temple premises.

The problem of identification of the author makes critical editions of
song-texts ‘ascribed to one ‘poet-composer’, almost impossible, unlike it
seems feasible for some saint-poets like Surdas and Namdev.??

Hardly any song-texts are found in manuscripts contemporary to their
creation, and except for Kitab-i-Nauras, and somehow Sahasras, very few
collections of early source are made under one single name.

The collection of similar song-texts ascribed to one composer and
written down at different periods, is hardly feasible; the distortion of dhru-
pad texts handed down by the oral tradition makes them often unintelligible
in their later recensions; still, since some interest was aroused in publishing
song-texts with or without notation, many dhrupad-s have been printed as
they were found, without full understanding of their meaning.®°

VII. SCOPE OF CRITICAL STUDIES IN DHRUPAD SONG-TEXTS

A. Despite all the problems involved in text-editing songs handed
down in a musical tradition still hardly known, the research-work on dhru-
pad song-texts has a multiple interest.

Critical editions of dhrupad texts selected from earlier dated recen-
sions or those which can be dated, could be worthwhile : this is what I am
presently doing with a limited corpus of song-texts ascribed to Tansen, from
the anthologies of Bhavabhatta and a few other manuscript texts. The rest
of the dhrupad-s 1 have co'lected with the name of Tansen (around fifteen
hundred, including many similar compositions with reading-variantes) can
constitute a larger corpus for a critical study of dhrupad songs as a poetico-
musical type of lyrical texts; comparative studies can also be done with
edited texts like Kitab-i-Nauras and Sahasras, from different points of

view.

B. The variety of subjects dealt with in dhrupad compositions, as
shown in Kitab-i-Nauras, Sahasras editions and later secondary studies
by Acarya Brhaspati, Indurama Srivastava and others,®! makes this corpus
a rich source of informations for further studies on many aspects of mediae-
val India.

All recent studies on dhrupad song-texts do stress the need for further

studies of the content of those texts taken as poetical works. For instance,
7
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it would be interesting to study the particular treatment of classical poetical
themes in lyrical texts composed to be sung in Dhrupad style in Muslim
courts.

Besides their obvious literary and linguistic value, dhrupad texts pro-
vide important informations on the socio-religious background, particularly
the Hindu-Muslim culture of the Mughal period, with Hindu artists em-
ployed in Muslim courts and conversely.

A specific study of the musical subjects dealt in dhrupad song-texts,
specially in those from the earliest recensions, can reveal many informative
elements on the mediaeval music of India, which are not always dealt with
in theoretical works of contemporary Persian and Sanskrit writers. Accord-
ing to Prem Lata Sharma, these informations should be included as one of
the sources for the writing of a ‘History of Indian Music’. For instance, the
texts I collected with the chiap of Tansen (and many with the name of Akbar)
mention more than eighty different technical terms related to music; Kitzab-i-
Nauras; as well as some dhrupad-s ascribed to Tansen, give some interesting
raga-laksana-s (definitions of rag-s in a poetical way);®2 numerous other
aspects of music are dealt with, like the description of the qualities of ‘good’
musicians; many references are made to guni-s, ‘experts’ and to categories
of musicians, instruments of music, etc. One can wonder about the musical
rendering of didactic and technical texts on music. Prem Lata Sharma sug-
gested that they were used for their pedagogical value and as a pleasant aid
to memory for the students of music.83

Numerous dhrupad-s from Sahasras and some with the name of
Tansen, or Akbar only, reveal the high understanding and appreciation of
music of both the ‘poet-composers’ and their patrons, which cannot be mere
flattery, as without a basic knowledge of the intricacies of music, such song-
texts would have not been pleasant to the listeners, and the main task of the
vaggeyakara (‘poet-composer’) was to please his present patron and audi-
ences of various kinds.84

Besides interesting biographical elements on composers as well as their
patrons, dhrupad texts provide some more general historical and semi-his-
torical informations on the social set-up; they are often a valuable source of
knowledge of multiple aspects of mediaeval culture, once they are corrobo-
rated with other authentic evidences.

CONCLUSION

After introducing various teatual aspects of Dhrupad, from Persian
accounts, Sanskrit treatises and dhrupad song-texts available today, it has
been tried in the present paper, to highlight the multiple interest of critical
studies in lyrical texts of this type, from original sources,
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Earlier written recensions of dhrupad texts, collected under royal or
temple patronage, are obviously more authentic source-material for critical
work. The main sources and their specific problems, like their non-accessi-
bility and their comparativety limited number have been briefly described.
The oral transmission of lyrical texts is one of the main reasons for the
‘distortion’ of the dhrupad texts written down later, or still belonging to the
oral tradition. Besides the difficult collation of early and later source-
material, the revealing problem of authorship is also a major handicap
for undertaking ‘critical editions’ of dhrupad texts ascribed to one ‘poet-
composer’.

Once the various sources of dhrupad texts are identified, evaluated
and classified in a systematic way, they form a vast corpus, with a rich in-
formative content related to multiple fields of research, which is worth
studying on a wider scale, preferably by an ‘interdisciplinary team’ of
scholars interested in mediaeval India.

NOTE ON TRANSLITERATION

As no unanimously recognized standard for transcribing Early New
Indo-Aryan languages exists, the present paper displays various transcri-
ptional modes, ranging from rigourous transliteration (for Sanskrit words,
used in Sanskrit context), to phonetic transcriptional rendering (for modern
Hindi words, including those of Sanskrit origin), and standard romanized
transcriptions. Names of places are in the standardized form adopted in
India (i.e. without diacritical marks), personal names follow both,
transliteration (specially in bibliographical references and for writers whose
name occurs only in Indian languages), and romanized standard form. The
method of transcription of modern Hindi is that in New Indo-Aryan words-
final consonant group plus a (excepting nasal plus consonant combination
followed by @) the a is retained. Personal names of Sanskrit origin are
pronounced with a very faint final and eventually medial a (e. g. Stiradasa/
Stir(a)das(a)); names showing this ambiguity are represented in a modern
form wherever it seemed reasonable in their particular context. Titles of
dhrupad collections (generally made of Sanskrit words) are transliterated.
Quotations are given in their original transcriptional mode. No complete
consistency is possible since modern usage itself is variable.

As a convention, throughout the present paper, Dhrupad designates
that specific form of vocal music; dhrupad designates the song-text meant to
be sung in the Dhrupad form of vocal music.
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