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HOMAGE

The untimely and sudden demise of Ustad Zia-Mohiuddin Dagar on
Sep. 28, 1990 left music lovers in India and abroad in utter shock and
dismay; the sense of loss is beyond words. Humility, gentleness, a keen
sense of nada, a clear vision of the written and oral tradition as well as
extra-ordinary skill in performance—a blending of these qualities was
personified in him. The tearful homage of the Dhrupad Annual is offered
to this unparalleled seeker of Nada, unmatched teacher, accomplished
singer and instrumentalist and above all a complete human being.
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HOMAGE
Sri Purushottam Dasji, the great pakhawaj maestro of Nathadwara passed
away on the 21th Jan. ’91, at the age of 83. Perfect command over talg and soft
and sweet rendering of strokes like string of pearls was his forte. Equally at ease
within and without the temple, he was endowed with an extremely gentle and
amicable disposition. The void created by his demise is hard to fill. The Dhrupad
Annual offers its humble homage.
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USTAD ZIA MOHIUDDIN DAGAR :
A COMPLETE MUSICIAN

RITWIK SANYAL

Ustad Zia Mohiuddin Dagar (b. 1929) died on September 28, 1990.
His death wasa great loss for the musical world. All his disciples,
well-wishers and relatives were shocked by his untimely demise. It is
indeed an irreparable loss especially in view of his achievements and
many-faceted personality that made him unique and different from other
musicians within and outside the bigger Dagar family.

As his disciple, who had trained with him for several years
(1963-74), 1 would make an humble attempt to put into words the
special characteristics of his music, personality, achievements and
teaching.

My association with Ustadji has been for 27 years. It was in 1963
that my parents and I met him for the first time and my mother and
I began to learn dhrupad. Those were his days of struggle and we have
shared his joys and sorrows and found in him a very remarkable person,
very unattached and saintly, engrossed in the music he created and
taught.

He devoted most of his time in improving the tonal quality of the
rudra vipa and as a true perfectionist always wanted something more and
better. It was because of his deep-seated feeling for the perfect nada
that he did not publicly perform those days. It isonly in 1964 that
he gave his first bin performance at the request of many of his disciples
and well-wishers.  Since then, he never looked back and sincerely served
dhrupad all these years, which included his rudra-vipa performances,
teaching abroad (U. S. A.) and finally performing and teaching in India
and several major concert platforms all over the world. He was a
recipient of the Sangeet Natak Academy Fellowship a few years ago
and the M.P. Government awarded him the prestigious <Kalidas
Samman’ in 1986.

Such was his mastery and perfection on the rudra-vipa that his
name became almost synonymous with bin. Because of the exquisite
tonal quality, sublimity and profundity of the raga delineation, his music
attracted audience from all walks of life. His bin performances have
also been used in meditation in the west.
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Many people who have been close to Ustadji have witnessed the
spiritual side of his personality. Personally for me he was not only my
music guru, but also my spiritual mentor. He could make me realize
the real purpose of sound, its relation to nada-brahma and the energy
that music produces both within and without our being. He also
motivated us to the constant search for the ultimate beauty of sonnd
that exists in the musical system within our culture and also the universal
qualities of ‘beauty’ that exists in all music. He made us aware of the
qualities of restraint, sense of proportion, right intonation of tone and
raga, the micro-tonal subtle nuances and the vastness and creativity
underlining the dhrupad tradition.

All these qualities together made him a complete musician and
true nada-yogi. 1would call him a complete musiciam, because he was
a fine rudra-vipa player, excellent dhrupad singer, ideal teacher and also
versatile musician having the ability to play almost every instrument—
sarod, sitar, surbahar, violin, sur-singar and pakhawaj. In fact, he is
the only musician in the history of music who has trained both notable
vocalists and instrumentalists of all kinds. At the same time he was an
excellent interpreter of Sangifa-sastra. 1 had spent many hours of
valuable discussion with him and he would illustrate and make many
concepts clear by actually singing and playing them as understood in the
oral tradition of Dagar-vani, He stimulated me with many ideas and
because of his keen interest in the Sanskrit texts, he could motivate me
to study, re-construct and try to sing them. It was a beautiful -search’
and then ‘re-search’ going simultaneously. In fact, it was he who
motivated me to come to Benaras and study Musicology with Dr.,
Premlata Sharma. Indeed, I am grateful to him and to Lord Vishwanath
for having given me the ideal gurus in my life.

As a person, he was a man of very fine temperament. He treated
every individual and student separately penetrating into his psychological
temperament and delicately establishing a rapport. He had the amaz-
ing capacity of reading one’s mind and working accordingly. To establish
more rapport he could move to the level of the person concerned. I had
never found him getting angry with anyone and he dealt with different
situations with utmost patience, love and affection. All these
qualities made him an ideal teacher.

His method of training varied from person to person depending on
the individual potentialities. During my talim, he worked rigorously
with one raga for 2 to 3 years. Simultanedusly, he also began to teach
me some good khiyal s along with systematic alap : sometimes he would
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begin training in a raga by teaching a composition. He was a perfecti-
onits in every bit of what he created. As a result, he never compromised
with musical notes and phrases that fell short of the sound that he
wanted. Right from the ‘go’ he would take the utmost care to see that
our singing did justice to the tradition. So, learning the techniques went
hand in hand with the aesthetics of music, which is typical of the
Dagar tradition.

He was particular about voice training. The mandra-sadhana,
right utterance of the sacred syllables, awareness of the different positions
of nada in our body made us feel the awakened (jagrar) state of the
various psycho-physical centres in the body. All these finally contri-
buted to the sublime and profound music of dhrupad, exuding sanfa-rasa.

Ustadji’s rudra-vina produced almost all the nuances that the voice
can produce. His heritage from his lineage has been singing and
playing the rudra-vina (vide DA 1986). All the other Dagars are singers.
So he vowed in his young age that he would play the rudra-vina. So,
after his talim in singing, he took to playing the rudra-vina under his
father’s tutelage. Because of his complete command over both singing
and playing, his bin sang and he had such a sweet and mellifluous voice
that his singing appeared like bin playing. They complimented each
other and thisis one of the finest qualities of Ustadji. There is an
old saying about paying best compliments : ‘gale pe bin bol rahi hai aur
bin pe gala bol raha hai’ Ustadji’s singing and playing was true to this
famous saying. It would be a glaring omission not to mention his
mastery asa singer though he never sang professionally. Those who
have heard him bear testimony to his rich vocal renditions. I was very
fortunate and probably the only person as one of his oldest disciples to
hear him in profusion because of my several years of vocal training
with him,

His voice was refined and controlled and at the same time sombre
and deep. He had a distinct intonation of his own and the subtle
gamaka-s that he produced had a magical and mystical effect on the
listeners. I would specially like to indicate his distinct style of singing
dhamar which he imbibed from his father Ustad Ziauddin Dagar (who
had received the title <Dhamar-nath’ at the court of Udaipur). His
dhamar-s had a majestic gait cutting through the beats in a serpentine
manner that suggested tonal and poetic meaning extremely well.

Ustadji followed the ten laksanas of singing and playing (refer
DA, Dagar Tradition 1986) strictly and judiciously and taught us to do
so to maintain the discipline and purity of the Dagar-vani. At the same
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time, he demonstrated to us the several avenues that always remained
open for creativity and individuality. During may training of Jod and
Jhala, Ustadji showed the innumerable possibilities of rhythmic variations
with interesting syncopations and tonal inflections. The voice, according
to Ustadji, also took several subtle tonal vacillations and nuances from
the bin. Other instrumentalists speak of several hundred stroke-making
patterns (mizrab ke prakar) but Ustadji had an altogether different
philosophical vision. He said that strokes are only two and a half—da,
ra and dra. Out of these, we could create millions of tonal-cum-rhythmic
patterns. This vision of Ustadji takes his music beyond space and time,
the realization of transcendence in this immanent world.

A few words about his rudra-vipa. As mentioned before, it took
Ustadji about twenty long years to improve upon the traditional mould
of rudravina to get the right tonal quality that he wanted to do justice
to the Dagar tradition. The resonance that Ustadji’s bin has is astonis-
hing. He made the following improvements.

(a) He increased the size of the two gourds for a more profound
resonance. This was necessary for the roundness of tonme, typical of
Dagar-vapi. Every tone demands a round and smooth quality like the
esoteric syllable ‘Om’. For singers, it is a necessary quality; Ustadji
made it possible in his bin also. This also establishes the aghata-
anuranana (attack-resonance) principle of Abhinavagupta when he says
that lesser the attack, the more is the resonance and hence better the
musical quality. This is the core principle of every good musician,
whether singing or playing. To make this more fruitful, Ustadji played
the bin by plucking the strings with his finger tips rather than using a
mirzrab, a type of metal plectrum.

(b) He increased the width of the playing strings to improve the
tonal quality. As a result, the lowest string (kharaj) can be pulled
along five to six notes (called (ikh, cokh; refer Dagar Tradition, D. A.
1986) in one single mind.

(¢) Ustadji used a strong hollow wooden stem replacing the tradi-
tional bamboo stem in order to support the increased tension of the
strings.

(d) Moveable frets replaced the traditional bin frets fixed in a

place with wax, allowing convenient change of fret position to match
the requirements of each raga.

() A lowered playing position replaced the traditional semi-
vertical position of the bin over the left shoulder due to extra-weight of
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the bin. He had faced criticism because of his sitting position but he
never felt that he was doing something wrong. For him, the traditional
playing position was just a convention and not a rule. He was of the
opinion that the binkar should play in a position convenient and com-
forrable to him and that is what the protagonists prescribed according
to him,

Down my memory lane, his ethereal music reverberates in me
from time to time. I cherish those moments of recollection when he
used to perform in his Chembur residence in Bombay (1964-69) every
Sunday before a selected gathering of disciples and music lovers.
Those were unforgettable experiences where he would perform with
leisure and utmost involvement and I think we have had the best of
Ustadji during these years. His Himalayan Bhimpalasi, ocean-like
Multani, picturesque Puriya-kalyan, serene Malkauns, magnificent Megh,
vacillating Vardhani, enchanting Yaman and many more beautiful ragas
still haunt me. All these performances will inspire me and give the
energy to create bits of his mystical music that he has transmitted to
me in its purest form and content.

For us, Ustadji has not died. He lives because his music lives in
us. Weare all proud of his young son Bahauddin Dagar who has

blossomed into an excellent binkar. May Lord Vishwanath give him
strength and long life !



gearz far-ifgedla ST : oF asqu aglas
xhan arae
(grarfesr-ga qri-geq)

gearz fqar MESET ST (S77 {RRR) FT ¢ faaray, %o
FY A &Y AT | ITFT EET SN SIq F1 AqRONT afq g1 amad
fersy, faddy, fa=r, argest avy sad sramAfas srgar ¥ eqsy <@ 13 |
A AgeA Susfeuar it agqel safwca F 107 A9 FEAT M
qfeare & Wia 1T a1gR & g d@iasd ¥ faea T faweor 2

F@F FT IEARST & 0 q0 gF g¥gH W1 a9 1RB A A
geqres ¥, a7 Arar-foar F o @@ sz qWr s9d s1qdy |ar &
gray a8 £98 diEar gE fFar sq feAl sEies dE6-a &R
g% gi-faae & @0 1 J@F A fawe § Jarar| Iq gy aoR
fafare safwed, SAATAS &IX GFA-EaATE Q4T G0 § &I BT T JGH
1 afv=a faar |

AT -7 & AT A qOIAAT H @A § 9F afwew fHar
9T | quiaT &Y sHiET § A9 939 IO o) Afus awsr I A1 gH
W 37 fadi atrg @rdafas €1 & sgAO0 FT A1&T TEGT TG HW@ 9,
Faife arg’ & qui a1 9=2 &9 & Afq anawr e s ar o gaw
rer ¥ o e o | 9% & AT AR a3 fasdt e feaftral &
rIg ¥ A9AT 999 ‘AT q1ad gegd fHar| 8% aQ angd 9 NG
qes? At @ AT FATaT sx-Aon-ared 1 geqfa aur I &k fada
(daw s aufwn) § gfaao & grr gag & @ifas dar § @ | |

HMa ATeH AFIIHT JIERIT AT W& gaegar (Fellowship) qur
AEY SR GIHIT F HICIT GFATT (32¢k) T A19FY sr@za far qar |

ATqF TEAINT-ATIA A SSTITT g8 & W § P ITFT oy
Haw fadiust av @ifua 9l ar | dfaa ar-efea, sagarn, agaar
¥ UHT qUIET ¥ AT9HT 13T A9faa g Sar AT | afzgm § % q1
ATqF A1a4 H1 Sqr9” & G § ST fewar ar

oY Fi IEArEs & fage graa § 9gf ard, I anad safwea ¥
arteaifens et & Hé’f @ WA ) I@F F for I 7 Fas dha-1e 9,
aftg seaifns Awi-ais A3 | 3 e F ag SAw F 9% 4



geqrR far-mifgsdla e @ uE weqw @At 7

sqfd &1 G=9T SAGT 71 &, AT T ITH[ qraey 5471 § N g
gIXr gAR M & a1 @ g1 afew o1 d917 ar 1 a9d g%
1 safq & =9 drad 1 @i & fou Sfwa fear) ag @9 wdE
depfa & SFT GIEA AT OF oA1E § | Haw, W@, SHIT, €@ R
U FT G=AT 990, “Afd’ & 9y A g9 wal-Ad ¥ wfa @3em-
M@ar, g9y # faarear i asiAcasar—ss @i & ufq
STTESaT ATaa fsat g fawdy & |

A Y O & HII F1T GEQO GAFFHT AT gSA AT T |
A grqul GNAHIT Fgd F1 A AG E 5 3 wgrg wAO0-A13H,
I HIE-NAE, AEW foas @R ade, faar, gEgR, aafe,
gfam, g@ras aife A arel &1 aRT-auar & qed 9 | ey |,
3 aFArT 08 gasR § gl Scpe Mad ST NS a1l & 919
qear? fRd | @rd ), A9 SMamEs & ) s sarediar 9 | gepa §
frag gfiqares & enge Tgd & F H107 & A FE@F HT HE
ST So FABAT @Al & 19 Giaared & Asqgd St Gt 47 |

19 Sfeged IAIT LAWIT & g4 A | gds faaed ar R
9FHIT GF9h AT a1 sufew ¥ arg Tgas Afa & g9 9@ ;TN
qrafas G941 1 gAd FT a7 dagAaear § g% arg graey eprfag
& A | Foft o) & ofd Mg F@ S+ adi k@1 M 9 | A &9 &
@ & gr g fafvw oftfeafaal § fAag S0 91 @ S0 A9
areal s 9 1 aga ssgrga Ofa ods fasa & feg faa gd &
J@s & gfgo § oF T A AT a5 aF qreE F@d a1 F9-
HA o e} T Y arew affem ¥ g© FQ 9 | qUiAT BT ATHEAT F
FILT A1T HAT €T T @M a1 AR F fwdy W ar qfe F arg w
gasitar A8 30 9 | fasdl & mad-aiEd § g S fSE gsie
gifa 7 &), gasr 3 g0 sa19 W@ 9 |

F5-AAT & o9fq a9 fadg qmes 9 & WA T
WA g A d fafww wadl AT FET (I®) A awfa A5
agyfa eng fasal &1 FUT 9 1 58y GUF I ARG W H) fasafg
q¥g gial g |

IEarE oy 1 wgiom gra: 3 @ gEAATd IRW T @Rl o,
Sl 5 AF6T-%035 grar G¥dg § | ATIHY AT A1 FFAO-a13T QA1 0
fazrag sngafas &g & M ot | A1 aT qof geE &9 & IR0 AR
B05 § A o) off T 1A ¥ s Awar a1 | F afq arEsias &9 &



8 Dhrupad Annual—19% Fifqat

MAd gegd g F@ A, fee ol g Misdi d fSad @ angewr A
g1 8, g AT GHg F1AT F1 G&T AN | J&@H &1 g9 Afqs a1
AT TG GAN FT GART S19 gAT FIF IEF A9 q1AT AT
fareqr &1 |

S9! 5 EeFd T arad arraw (AW H) o1 X @@ G
el ofY | agHr g aas-ga fafas ar faasr share g sg-
gO@r gArd AT 41 | qAr-aT # e a3 o ff, o e’
aqd faqr & erenarg foar o iR foas) afa veHa @, STae
St w1 gfas gmiEl & arg wredt gE wed o) and fqar ge
fargElT SR #1 3399 3ER § ‘gurAre’ @1 qifey fad «f |

Iearasy M AT 1T F g9 @G0 1 fafuaq areT 3@ A
(3G gro afasl, 13¢k) @R mfERi & W 3§ P [ T afs
SIR-arT &1 Qfg #Y T & @& | iy § 3 A At W feew@ & faay
gSARASAT F1 FFHIT (4G | st SR ARTH sa7q gearaansl s
At Aga fe@rar ar | A+ g Fel fAaguT F a9 F 919 FQ 9,
Sfea Searasiy &1 Fgar oar s fmgus & F3@ @1 o F—ar w i ar
faad tai-ug-afasa & @@l 9F1T SIS T &FA § | AT I q19F
gfe e S Y J-619 & FIT IST Jd7 4 |

AT &A1 & faug § ) @s3 |

9. 3gar X sNfa arg-gied gfafsa s@ § sy g
g a9 ST 92 | @ A Ned WA A fafasar g S e s
q3q Mo = GdF @ § aAfwd WA | @ ¥ agwT w7 Az
ot woifaq ar & | aifwaae 3 8T I ] B anmd-argeoa NG A
¥ ATETG A AT M RO A SAFAT FAAT SR A SwHAT
HT (@ 3 | ArE-Oieed 1 W0 & fou Se@ERs feRe &1 SqdiT §
F3& Jufedl & AU T & aE"T FW A

R HEr qrdl & $aUS F A9 qgrar aifF dis w1 94w gas
g9 g | sfeT @3 & qI H 3 @A IF Gigar geg q47 |

3. cie®for afa & T qx Av9d Q@S SFA F1 9477
far qifs ardl & ag 1 I9gw agr fae a@ |

¥. HIAH TS gL 9af & 19 9T 99 93df 1 9w fear qife
T &Y HIFAFAT & ATAR 9&f 1 fqas fmamar v i )|



geare faaremifgsdla sz @ oF aegu aHAST 9

W, Ao FY @ @ F aqE oS §1 a9R & S5 AL |
Zq® fQ A9 ATSIFAT HY Yt oY, FReq ATaFT ATFAT AT fes 9% at
gfasn # a1a § | Zq¥ WA a1 F1 @31 WH IoAT gfaursas agh
ar, zafea 35 agen § frdl fagrea a1 gif 4t o, aT 3 &gd 9

19T faen Giiia org WY S@s & WAL foar § | v § AR
fera aa® fAatg § aad MAT-aET #) RG 355 afaeneny § |

Seqrasht aan faedl & feq atg o) ifga &, adifs smasn dna
g% Sfka Far & WA | A% a1 g7 FSLA SMR 9% @A T &,
3 gae AuraEs F €7 F IuR R § 1 wnag fasame v afe o)
qg &g < |



BETWEEN TRADITION AND AVANT-GARDE :
THE TIDAL FLOW OF DHRUPAD

AMELTA CUNI

Raga Tilakakamoda, cautal

nadabrahma sarvavyapi jana
nadamaya brahmanda mana

nada son varna sabda vakya

bhasa son barhata gyana (sthayi)
nada nagara sangita mandira

bhita sruti svara hain dvara
svara-samvada raga miirti

Vedi Nadaranga bakhana (antard). .

Nadabrahma is all-pervading with knowledge,
The entire Universe is made up of Nad (Sound), which is its measure.

From Nad come the letters of the alphabet, the word and the sentence.
From language, knowledge increases.

In the City of Nad, Sangit is the temple, Sruti-s are the walls and Svar is
the door.

The consonance of the notes makes up the raga whlich is the image or
idol in the temple. Thus explains Vedi Nadarang!..!

May be I am not the only one to wonder what has moved a
Westerner to come all the way from Europe to learn Dhrupad singing.
Through this tale of my experiences, thoughts and research, I attempt to
describe the unusual fate of a ‘Videshi rasika’.

When in 1978 1 started learning Hindustani music, I had been
captivated by the sound of its instruments which I had heard on recordings.
In Italy I met a sitar player and was told that traditionally music is
taught first through singing and percussions. So I came to Delhi and
started with Khyal and Tabla. At that time I cannot remember having
heard of the existence of Dhrupad. Ustad Imrat Khan has been the
first musician to explain to me the importance of this genre and demon-
strate its fundamental characteristics.

Nada samudra aparampara, kahi na payau para. .

The Ocean of Sound is boundless, which none can cross. .2
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By that tlme I was living in Calcutta at the 1. T. C. “Sangeet
Academy’, where I had the opportunity to meet Ustad R. Fahimuddin
Dagar who impreseed me with his dignity and refinement, as if he
belonged to another world, And how different that world wasI dis-
covered when I started attending ‘Talim’ at his house. I felt I had come
across a pathto that hidden power of Sound of which most musicians
speak but that is so hard to transmit. All of a sudden I began to
sense I was not just trying to learn skilful and pleasing techniques but
diving into the source of music, into a realm where beauty and skill are
bound together by a deeper meaning. What then fascinated and moved
me most were not the Dhrupad recitals (my musical knowledge being far
too poor to understand and appreciate them), but the long hours Dagar
Saheb spent sitting with me trying to demonstrate and make me sing a
simple ‘A’. I realised that to practise ‘Sadaj’ his way would have been
enough work for months and so, in between my trips to Europe, I stuck
to that tone. So much could be said of Ustad F. Dagar’s talim but the
main thing he showed me was perhaps how to practise and the value of
Riaz*. There is a lot involved in one tone or a simple melodic movement
and he has the capacity to point out all the components and painstakingly
arrange and correct them till they are functioning harmoniously. Repeti-
tion is the basis of this practice but avoiding being mechanical, that is the
key to creativity and imagination—like day and night always alternating,
never identical.

Another important realization has also been that as a Westerner,
my voice needed a much more basic and detailed training than an Indian
one. Having started Hindustani singing when I was already twenty
years old, I missed the inflections and modulations that any average
tuneful Indian voice would have naturally acquired. Dhrupad, especially
the ‘Dagar Bani’ alap seemed to be the most systematic training for voice
culture, going into a totally differrent direction than the Western classical
singing which I had always rejected because the opera voice sounds to
me somehow forced and artificial. On the other hand I knew there could
be a way of singing western music which breaks through these stercotypes.

In 1983 I left Calcutta for Delhi. In between I bad a short inter-
lude in Vrindavan where the ‘Dhrupad Gurukul’ was founded at ‘Caitanya
Prem Sansthan’. The first teacher appointed there was Ustad Fahi-
muddin Dagar and there were about 6 students, all of them Europeans.
Now Pt. Vidur Mallik teaches there to quite a few Indian students.

In Delhi I started learning from Pt. Dilip Chandra Vedi, a wonder-
fully accomplished and learned musician (now turning 90 years old ) A
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staunch supporter of Dhrupad, Pt. D. C. Vedi is himself a renowned
Khyaliya. Not coming from a family of musicians, he has learnt first from
a Dhrupad singer of the ‘Tilvandi Gharana’ (Uttam Singh of Amritsar)
and later on from great masters like Bhaskar Rao Bakhle, Faiyaz Khan
and Alladiya Khan. Being extremely gifted and intelligent, his style is
utterly classical, firmly rooted in the Dhrupad-ang, and for this he was
respected and acclaimed even at a time when music was mainly the
monopoly of hereditary musicians. His teachings are very well structu-
red. Everything from calanto alap to bapt is carefully composed by
him and memorized by the student who receives in this way a very
valuable set of informations and teachniques. Leaving nothing to chance,
he tries to make the best use of pupil’s time. His patience and colour-
ful imagination have given me the basic understanding of the structure
of Hindustani music and a flavour of the old times when each Riaga had
its own distinct character requiring individual treatmsent and use of
techniques. In fact this is perhaps Vediji’s most notable contribution
and relates his teachings to the traditional concept of Rasa. The singer
has the possibility to employ poetry to moke the expression more effective.
As he emphasises, the words and tbeir melodic elaborations should be
used with discernment. A sober raga will ask for a sober text and
suitable bant. A lively text instead can employ more dynamic Layakari-s.
What a wonderful vision that gives a meaning and beauty to the rendering
and beauty to the rendering of a Raga, not just a show of skill.

Ruci ke prakasa paraspara khelana lage |
Raga-ragini alaukika upajata, nirtta samgita alaga laga lage /
Raga hi mem ranga rahyau, ranga ke samudra meri ye dou jhage /
Sri Haridasa ke  Svami .S"yfmu'z-kuﬁjabihfzri pai ranga rahau. rasa hi mern
page //*

“The two (Radha and Krishna) began sporting with each other:
they are the effulgence of ruci (light or liking). Divine ragas and raginis
are born, dance and music (vocal and instrumental) are both self-

sufficient and inter-dependent. In raga (melodic configuration) itself
there is ranga (colour or delight); these two are like foam in the ocean of

ranga. Shyama (Radha) and Kunja-Bihari (Krishna) are the Lord of
Shri Haridas; ranga subsists in them. They are, as though, coated with
rasa alone.”

At this point it became clear to me that singing only was not
sufficient for a thorough understanding of Sangit. The purpose of my
studies in India became more defined. 1 was not looking for a speciali-
zation, I was not interested in virtuosity but in a total experience of
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Ras. The enacting of Rasa Lila-s in Vrindavan showed me a possibility
to use music and dance not aimed at displaying techniques for their own
sake, but rather to employ the different branches of Sangit in order to
make the aesthetic experience as complete as possible. I decided to
learn at least drumming (Pakhawaj) and dance (Kathak) trying to keep
the focus on the Dhrupad-ang. I am very grateful to Smt. Manjushri
Chatterjee (disciple of Shambhu Maharaj) in Delhi who understood my
quest and composed quite a few items in Cautal and Dhamar. But
specific Tala-s only do not mean Dhrupad. She has herself a liking for
tuis genre, so whatever she teaches me is within this frame. My basic
dance training allows me to appreciate working together with dancers.
Contrary to the common attitude in North India, Iregard singing for
dance a very interesting and rewarding use of musical knowledge. It
allows the development of cooperation among artists, it stimulates
creativity and gives a lot of scope for the expression of Bhav, and make
the link between action, words and music which is the foundation of
Sangit.

I test the value of this training constantly also in Europe where,
with other musicians and dancers, we try to bring together the teachings
of various traditions. I have been working mainly with Persian and
African music, keeping in touch with the Western context, Itis a vast
field of research and experimentation that is naturally coming into focus
in this age of fast communications and exchanges among different
cultures. Fach tradition brings its own unique contribution to the
development of human kind. At the same time we find also much
common ground for a fruitful dialogue.

Singing an Alap together with a church organ and Persian drum
may be strange to think of, but it js not a chance match. It is born out
of careful listening and proved to be successful, the organ providing a
kind of variegated carpet of sound for the voice, interwoven with the
delicate drumming of the Tombak. Or dancing Dhamar Tal with
Tombak (Persia), talking-drum (Africa) and monochord (a kind of western
harp) has added new shades to the majestic and lively Tal,

Amor, devino amore. . ..

... .la tua amicizia e piena de letizia:
non cade mai en trestizia

lo cor che tt *a assaiato.

Love, divine love.. ..

.. ..your friendship is full of delight;
Will never fall in sorrow

the heart which has tasted you !4
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Reing Italian I obviously wish to sing also in my own language.
I found a place there which inthe Italian sacred geography, plays a
similar role to that of Vrindavan : holy place of Bhakti, Assisi. There,
I looked into the literature around St. Francis to find suitable texts.
Taking the 14th century Jacopone da Todi’s ‘laude’ (praise) of Divine
Love I composed a very simple piece performed with the musical
accompaniment of the Sarangi, Monochord, Tombak set in different
Raga-s and moods without really following a classical Indian develop-
ment. Italian language is well known for its musicality, especially the
early literature which still preserves a strong regional flavour just like
Brij-bhasa and it has been very easy to set words into music according to
the Rasa principles. The experiment showed me how universal this
concept is and I was delighted to verify it through the m>dium of my
own language. Dhrupad being such a self-contained, refined art form
does not necessarily mean that it exists ina world of its own, tightly
bound by Indian canonical means of expression.

I was again surprised and excited to find out that it can be com-
prehended and highly appreciated for instance by some of the most
‘avant-garde’ musicians of the West, (Quite a few of them know at
least the recotdings of the elder Dagar Brothers). On the other hand
the Dhrupad training has opened up my own perceptions and I find my-
self more and more interested in meetings with other artists. Exceptional
people like the well known composer and double-bass player Maestro
Fernando Grillo have opened up new horizons to my musical activity.
We are planning very interesting work together, including orchestra and
choir pieces. Last November in Italy we performed <Rebis’ especially
composed by him for my voice, double-bass and percussions. F. Grillo
is exceptionally creative but rooted in tradition. He has produced a
quantity of original works and has studied deeply the Western esoteric
knowledge of Sound according to Pythagoras as inherited by the Alchemic
School. This is certainly one of the reasons for our being able to under-
stand one another musically so easily, and it validates the universality of
traditional teachings.

Such experimental work can take place in India too, where a great
variety of instruments and musical expressions isto be found. With
Daksha Sheth, one of the foremost young dancers trained in Kathak
and Chau, also searching for new expressive moduses, and her Austra-
lian husband Devissaro, mwusician with both Indian and Western back=
grounds, we are trying to use voice, dance and music exploring the many
possibilities offered by the meeting of different cultures. Nothing to
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deny the importance of tradition to which we all owe the foundation of
our work, but to stretch its limits and break down habits and stereotypes
with a purpose of bringing out the essence and convey contemporary
contents by contemporary means. I consider this process of ‘decondition-
ing’ very useful to the unfolding of creativity.

Significantly all this is now happening in Vrindavan, the Vaishnava
sacred land which played a very major role in the development of
Dhrupad and Kathak. There I am learning with Pt. Vidur Mallik
whose singing is drenched with Bhava and shows a constant wish for
renewal since Panditji is always composing new ‘bandishes’ on beautiful
texts like Swami Haridas’s and delights us with his vast collections of
Dhrupad-Dhamar, Khyal, Thumri, Bhajan....Here Daksha Sheth and
Issaro have started A. A. R. T. 1. (Association for Arts Research Training
and Innovation) in a beautiful old building in the temple compound of
Radha Ramana and there it will grow with artists coming from all over
the world to exchange and create together. Our next major engagement
will be the Festival of India in Germany (Spring *92).

Many are the subjects which Dhrupad can contribute in the West.
A Gregorian choir director is searching in it for ways to use the voice and
improvisation which have been lost in that school. European Medieval
music groups are also looking in this direction as well as therapists,
pedagogists and, of course, professional musicians.

Music intended as worship and self-knowledge is a concept common
to many cultures. Especially in this time a message of understanding and
esteem of each other’s achievements and ideals is the necessary assump-
tion for revolution.

The sharing involved in making music together is something
extremely powerful and fulfilling. Pursuing this communion of souls is
our contribution to the celebration of life.

He tuhi adi anta gupata prakata sakala karapa hara tuhi
Jaga Karatara tuhi jivajanta |

Adi tii jugadi tuhi madhya tuhi anta tuhi
Vyapa rahyo ghata ghata mem nari kanta //
Thou art begining, end, latent, manifest
thou art the cause of all events,

creator of the universe, life, birth.

Thou wert in the beginning, in ancient times
in the middle, in the end

spread everywhere, in all beings

thou art man and wife.
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Notes

Pandit Dilip Chandra Vedi’s composition; see also Meer, Wim
van der, Hindustani Music in the 20th Century, The Hague/Boston /
London, Martinus Nijhoff Publishers, 1980; Ind.

A traditional composition from the Dagar Gharapa. The text
given here is quoted from Mital, Prabhudayal, Sarngit-Samrat
Tansen jivani aur racanaerit, Mathura, Sahitya Bhavan, 1960 p. 97.

The text of this composition (in Rag Kanharau) is from Mital,
Prabhudayal, Svami Haridas-ji, jivant aur vapi, Mathura, Sahitya
Sansthan, 1961 : p. 69. It has been set into music in Rag Hindol
and Tal Dhamar by Pandit Vidur Mallik of the Darbhanga

Tradition.
From the Laudi of Jacopone da Todi.

Traditional composition set in Raga Hindol and Cautal. See also
the text and translation in Meer, Wim van der, op. cit., p. 42.
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HAVELI SANGITA
SHYAMDAS

The Haveli Dhrupad Dhamar tradition of the Vallabh Sampradaya,
which includes the Nathdwara and Braja styles of singing, is a repository
of elixir. ““Haveli”, meaning home in Persian, is a devotional abode
where Shri Radha and Shri Krishna are served with music (raga), food
offerings (bhoga), and an array of various arts. These Havelis are the
traditional homes of the lineage holders, all descendants of Shri
Vallabhacharya, the last Vedic Acharya and the guru of the great blind
bard Shri Siurdas. The most important aspect of Haveli worship is the
pleasure of Shri Krishna. He is treated as master, friend, child, lover
aud the ultimate connoisseur.

The Haveli Dhrupad Dhamar tradition is a refined and sophisti-
cated vehicle for experiencing the glories of the amazing Hari. Equal
emphasis is given to the raga, tala, as well as to the words of the poem.
In Haveli Sangita there are many sensitive considerations. For instance,
the ragas Malkosh and Lalita being hot in nature are only sunz during the
chilly mornings of the cold season while to cool Shri Radha and Krishna
during summer’s midday, the deity is serenaded with cooling melodies
like Nur Sarang. My teacher, His Holiness Goswami Prathameshji called
this form of singing ¢the jet to the spiritual sky”. Others have called it
«|ila kirtan”, that is, praises of Hari’s divine play. The Haveli ‘‘padas”
or poems depict the various lilas of Shri Radha and Krishna. Only
those poems that were composed from a state of lila consciousness are
acceptable to the tradition. Sardas, Paramananadadas, Nandadas and
the other Asta Chap poets as well as Hit Harivam$, Svami Haridas and
other enlightened poets’ poems are found throughout the various Haveli
kirtan books. These padas express both daily and festive praise.

An example of direct lila composition is found in the story of
Govindasvami, a disciple of Shri Vitthalnathji, Shri Vallabhacharya’s
son. Once, when Govindasvami was singing a poem in front of Shri-
nathji in His temple on top of the Govardhan hill, he suddenly stopped.
When Shri Vitthalnathji questioned why, the bhakta replied, “Shri
Krishna has suddenly left the temple. Now what is there to sing about ?”

The Haveli tradition is grounded in singing the poems in the
Dhrupad Dhamar stylein order to experience the lilas of Shri Radha



22 Dhrupad Annual—g1 98 iy

Krishna. For this reason, the words in the poems are given great
importance. Through the eyes of the enlightened bhaktas current day
singers can experience the lilas that were sung about hundreds of years
ago. The Haveli padas in praise of the lilas of Shri Krishna are
grouped into many categories. Daily poems include Krishna’s breakfast,
lunch and dinner as well as lilas of the forest with His cowlads and cows.
Of course the majority of the Dhrupad poems deal with the amorous
plays between the Gopis and Shri Krishna. An example of the amorous
sport is depicted in the ‘‘khandita” padas sung in the morning. These
poems reveal Shri Krishna arriving at a Gopi’s house early in the morning
after breaking (“khandita”) his rendezvous appointment with her.
Surdas’s Malkosh poem tells it all in an early morning dialogue between a
Gopi and Shri Krishna.

Where did you get those nail marks ?
Some monkey clawed me in the woods.
Why are your eyes so red ?

From looking at the rising sun.

Where is that sandal balm from ?

I’ve just worshipped the elephant god.
And from where is your forehead marked ?
I just laid at my praying place.

Where did you pass the night ?

In watching dance shows over there.
Why do you speak so perpelexedly ?
For fear someone might hear.

What has passed has passed.

And now you’ ve come standing here.
Says Sur, ““Krishna !

Can you patch the entire sky ?°

On the evening of Ramanavmi, Lord Ram’s appearance day,
Surdas sings in Raga Bihaga when Shri Krishna is put to bed by his mother
Yashoda....

Krishna, I will tell you a story.

Once upon a time, Lord Rama lived.
The son of King Dasharatha

Janaka’s daughter was the palace queen.
Rama renounced the kingdom and claim
To power and proceeded to the woods.
Where the arrogant Rﬁvar_la'

Abducted his wife Sita,



Haveli Sangita 23

Hearing the first part of the tale
From his mother Yashoda

Krishna suddenly cried out
(Feeling as if he is Rama !)
“Lakshman, O Lakshman !

Bring the bow, bring the bow.”
Sings Sur,

Yashoda scared the immortal Lord.

The various intricacies of the divine mode of service or “seva’ are
beyond the scope of this article, but an understanding of the Haveli
Sangita’s devotional position reveals the heart of the tradition. The
Haveli worship is a sacrifice and the singers who praise the lila are like
the chanters of the Sama Veda in the traditional Vedic sacrifice.
Shri Vallabhacharya comments, “The only way to realize the essence of
Krishna (bhava) is to emulate the perfected devotional mood.” The
Gopis of Vrindavan are the exponents and gurus of the path. They
relish Brahman’s manifested nectar form of ¢‘ras”. They know Him to
be “comprised of divine mood.” Itis in their voice that most of the
Dhurpads are sung. Devotionally speaking, there are four major moods,
The mood of servitude is experienced in being a «dasa”, friendship in the
«gakha” mode, parental joy is found in the séyatsalya mood while the
mood of “kanta” is known to His lover. The amorous position is consi-
dered by those who are “mood experts” as the refined position and
contains all the four moods.

=99

«Gopi prem ki dhwaja”. *“The Gopis are the banner of love.”
Shri Krishna supports all contradictions. To the yogi, He is the infinite
abode while He is a cowherd to his friend. To His mother He seems
to be an infant as He sits on her lap and supports the universe. To King
Karmsa, He is death personified. To the Gopis He is simply Love.
According to this Dhamar, Krishna is able to sport with each soul on an
individual level according to specific needs. Too far a climb for the soul,
so Krishna descends to the world. Some Gopis chastise and call him a
hypocrite for leaving them alone in the forest. Others say He is not the
son of Nanda and Yashoda but the inner witness of all hearts. Both
their praises and rebukes are offered to the Eternal from the position of
love. The Gopis® devotional diversity is like the melodic notes in a raga.
They say in Braja to Uddhava, ¢“Oh Uddhava, do not see us as ten or
twenty, we arc all one and with Shyam.” Sanskrit may be the language
of the gods, but Braja Bhasa is Krishna’s tongue and so most of the
Dhrupad padas are sung in Braja.
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Like raga, lila requires movement. Union and separation are the
two sides of the devotional petal. They promote /ila, the ever increasing
bliss arena supported by the attributeless Brahman. Asa singer must
know both raga and tala, the bhakta knows Brahman to be both Saguna
(with form) and Nirguna (formless). Bhakti begins when this knowledge is
enhanced with overwhelming love. Then the Dhrupad begins !

What does this Vedantic message have to do with Dhrupad
Dhamar ? It is its core. Hari plays with name and form and where
there is love He will dance for a mere glass of buttermilk. The raga, the
tala, the spirit of the musicians all come together to form the musical
congregation of Dhrupad. Itis all homage to the play of perfect bliss.
The poems in the Dhrupad tradition are mantras. Veda is their root,
the Upanisadas the trunk, while the Gita is the branch. The Shrimad
Bhagavatam is the flower while the Braja poems are the fruits of the
Vedic growth. The subject is a rarefied nectar enjoyed by the Gopis and
praised by the poet Paramanandadas. . . .

Beholding Radha’s full moon face

The ocean of bliss swelled in Krishna.

It overflowed to Vrindavan where it stopped
In the Yamuna and the Gopis.

A trace was spread in the three worlds-

Not known through karma or knowledge

It remains in the hearts of those

Who savor nectar.

No law can restrict the flow of “ras” yet as Govindasvami dis-
covered, it flows by Hari’s door. One evening after Shrinathji’s temple
was closed, Govindasvami, an accomplished Haveli singer was leaving
the temple when he heard the door guard singing to himself. His untrained
voice fell ill upon the Dhrupad master’s ears and he remarked to the
guard. ‘Don’t sing like that.”’

Respecting the great bard’s words, he remained quiet for the entire
evening. The following morning, Shri Vitthalnathji entered into the
temple and when he saw Shrinathji’s red eyes he questioned, “What
has happened to you.” The Lord replied, “Last night, Govindasvami
prohibited the door guard from singing and I could not get to sleep with-
out hearing his gentle song.” Govindasvami was later informed of the
Lord’s musical preference.

Haveli Sangita is divided into eight periods. Shri Krishna is awaken-
ed at Mangala, dressed at Sringar and honoured as a cowlad at Gvala,
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During Raja Bhoga he takes lunch and wakes after his afternoon nap to
the Uthaphan period. That is followed by Bhog when He is offered fruits
in the forest and Sandhya marks his return home with the cows. The last
period of Sayan contains His supper and the evening plays. Poems in
both the parental spirit of Nanda and Yashoda and the Gopis’ amorous
mood are found in all eight periods. In addition to daily praise there is
an extensive collection of festive poems sung in over forty different ragas.
This Haveli tradition is also rich in paintings, food preparations, flower
decorations, dance and other arts. So sensitive is this tradition to Shri
Krishna’s pleasure that the Havelis do not allow the Mridang to play until
the second period of Sringar. They want the Lord to be awakened gently.

The bhakti poet singers offered their poems and played with the
Lord. Their words are not metaphors but are descriptions of how they
related to Sri Krishna. Once the sons of Shri Vitthalnathji wondering
if the blind poet Surdas could see that they had not adorned the image
of Child Krishna that was without any clothes, brought Surdas into the
temple and requested him to sing of the Lord’s attire. He sang....

Oh see, today the Lord is nude
Just adorned with pearls.

The Dhrupad singers from the Haveli tradition were exclusive in
their ‘bahava’. Kumbhandas would only sing of the Radha Krishna lila
and never visited Gokul, the site of Shri Krishna’s childhood lilas only
twelve miles away. When Nandadas was questioned by his brother
Tulsidas why he had left Rama for Krishna, Nandadas replied, “Rama
had one wife and could not keep her. Krishna could satisfy thousands.”
When Shrinathji threw three stones at Govindasvami, to the dismay of
his guru, he threw one back. When Surdas considered that before he
would leave his body he would increase his collection of poems from
100,000 to 125,000, Shri Krishna secretly entered 25,000 poems into his
collection. They were all signed Sura Shyam and are sung today. The
great Haveli Dhrupadias having heard of God’s greatness, digested them
into their hearts where the essence was brewed to devotional perfection.
Only then was there a manifestation of song that spoke of their lila vision.

The Vedic mantras were once curious to behold Brahman’s intimate
nature. They either extolled Brahman directly as in passages like, ““He
is divine mood” or indirectly as when the Srutis praise Brahman’s
various manifestations in a pantheistic manner, but had never seen Him.
With an eye towards fulfilling their innermost desires, Shri Krishna
allowed them the vision of the eternal realm of Vrindavan. Those

4
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mantras cherished entrance into the /ilz and so when Shri Krishna
incarnated upon the earth, they became some of the Gopis. The mantras
that praise Brahman directly became the unmarried Gopis while the
indirect mantras had worldly husbands and Krishna as their Lord and
ultimate husband.

The lilas of Shri Radha Krishna are eternal, yet can appear in a
form at any time within the bhakta’s devotionally charged world. It
comes with an understanding of Krishna’s name, attributes, form, and
lila, a continual subject of the Dhrupad Dhamar padas. Nandadas
sings in Dhrupada, raga asavari......

Since I have truly heard Krishna’s name,

I have forgotten my home and become crazy.

My eyes well, my mind revels

My body consciousness in disarray.

I have only heard the name after

Many spirited Dharma vows.

“Look at what happened to that careful listener.”
Says Nandadas, “Imagine if she sees Him.”

The Haveli Dhrupad Dhamar tradition lives on practice. Its
Devata is the Supreme Connoisseur. Nandadas summarized it all. . ..

““A lamp it not ignited by discussion
But only when it is lit.”
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“BIBLIOGRAPHY ON DHRUPAD-—VL”
FRANCOISE DELVOYE, ‘NALINI’

Abbreviation : D. A. 90 : Dhrupad Annual 1990, Vol. V, Varanasi,
1990.

Indroduction : The sixth issue of the non-critical “Bibliography
on Dhrupad”™ presents some more titles of interest for the study of
Dhrupad; they include works in English, Hindi and Persjan recently
published or reprinted, and references to publications not yet mentioned
in the previous issues. The names of the authors are alphabetically
classified, according to the system adopted in the first volume (See D. 4,
86 : 95-115) and maintained in subsequent ones (See D. 4. 87 : 119-121,
D. A. 88 :98-102, D. A. 89 : 105-107 and D. 4. 90 : 117-120).

I. Books and Articles with Reference to Dhrupad :

A. English :

Callewaert, Winand M. and Lath, Mukund, (Eds and Transl.), The Hind;
Padavali of Namdev. A Critical Edition of Namdey’s Hindi Songs
with Translation and Annotation, Delhi, Motilal Banarasidass 1989,
[56, 90, 91]

Erdman, Joan L.—Patrons and Performers in Rajasthan. The Subtle
Tradition, Delhi, Chanakya Publications, 1985. [131, 224-225, passim]

Manuel, Peter—Thumri in Historical and Stylistic  Perspectives, Delhi,
Motilal Banarsidass, 1989. [55, 58-64, 67-70, 80, i04, 124, 160-165,
167, 170, 173, 179, 187, 214, 222-226]

Misra, Susheela, Musical Heritage of Lucknow, New Delhi, Harman
Publishing House, 1991 [62, 78-79, 81, 90, 100]

Naheed, Nargis, The Musical Heritage of Pakistan, Islamabad, Modern
Book Depot, 1987. [7, 31, 84-91, 105]
Nayak, C. J.—Contribution of Astachapa Poets to the North Indian

Music’, Journal of the Oriental Institute, Vol. 37, Nos. 1-2, Sept.-
Dec., 1987 : 83-87. [passim]

Ranade, Ashok D.—Maharashtra Art Music, New Delhi, Maharashtra
Information Centre, 1989. [30, 45, 48, 71, 75, 82, 84, 91, 100]

- -Keywords and Conce pts — Hindustani Classical Music, New Delhi, Promilla
and Co. Publishers 1990. [11, 20-22, 28, 53-54]
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Rao, Vidya, ‘Thumri as Feminine Voice’, Economic and Poliiical Weekly,
Vol. XXV, No. 17, April 28, 1990 : 31-39. [passim]

Sharar, Abdul Halim, Lucknow : The Last Phase of an Oriental Culture,
(A collection of articles in Urda first published in the Lucknow
journal Dil Gudaz, from 1913 to c. 1920 under the title of ‘Hindu-
stan Mem Mashriqi Tamaddun ka Akhri Namuna’, literally, ‘The
Last Example of Oriental Culture in India’), translated and edited
by E. S. Harcourt and Fakhir Hussain, London, Elek Books Ltd.,
1975, 1st printed in India, New Delhi, Oxford University Press,
1989. [This book contains no specific reference to Dhrupad, but
isa firsthand account of the music and dance performed at the
court of Wajid Ali Shah (r. 1847-1856) : 132-142 and passim]

B. Hindi:

digea, faaa 97, wq @9 (se9 @@w), A faed), wigd agifaaen,
1990 [1, 7-8, 15, 52-53, 76-77, 92-93, 130-132]

qifag @t @g, &Y, [ § swwaz], Quwa awy T sfo Fowr wiga
R, FQAH, IAL AW GG qAlEF @FEH), 1987 [31-32,
34-37]

ais, [fReal ® wureaR], AW 919, WA, ST GIT NT  A12F AFIEH],
1989 [ara, 5-31, 154]

II, Books and Articles on Dhrupad :

A. English

Delvoye, Francoise ‘Nalini’—¢Bibliography on Dhrupad (V)’,in D. 4. 90 :
117-120.

“The Verbal Content of Dhrupad songs from the Earliest Collections—
I. The Hazar Dhrupad or Sahasras, a collection of 1004 dhiupads
attributed to Nayak BaKhsu’, in D. 4. 90 :93-109; Hindi Summary
by the Editor : 110-111 : grifgq &agi & 1cq 9,931 &1 Fea—1. gL
H93 AT U : 98W F Qoo¥ HAAT F gy (Sfo Hitarsy wgan
‘afedi’) 1

Dhrupad Annual 1990 Vol.V, Ed. Prem Lata Sharma, published by the
All India Kashi Raj Trust, on behalf of the Maharaj Benares
Vidya Mandir Trust, Varanasi, 1990; CIE arfgsr 9]0 TqA1E,

Tyl (agifaaufa fae do R0¥s) arqifasr 1o gawar waf



32 Dhrupad Annual — 793 aifasy

Ranvig, Harriotte Hurie—‘Dhrupad : Swimming in Sound’ in D. 4. 90 :
57-58; Hindi Summary by the Editor : 59 : g9% : @A qu0

(3fraz @@ Weaw)

Sanyal, Ritwik -“The Dagar Tradition : Characteristics of Alapa, in
D. A. 90 :¢4-67; Hindi Summary by the Editor: 68-70 : zz
a3 ;. AT &1 fafasead (wfas qrars)

Sanyal Ritwik and Bastit, L.—*Dhrupad News’, in D. 4. 90: 7-19;
Hindi Summary by the Editor : 12-16 : €98 AT |

Wadhera, Prakash, ‘The Cadences of Dhrupad’, Sunday Observer 23rd
Dec. 1990.

‘The Quintessential Alap in Dhrupad’, The Hiudu, 28th Dec., 1990 : 17.

B. Hindi :

gqusard, @ifzarg, “witdla duta qwq F1 geraeqer gaa,’ in D. 4. 90 :
82-91; English Summary by the Editor (i. e. Synopsis) : 92:
‘Dhrupad : The Beacon of Indian Music’ by Adinath Upadhyaya.

FIEHHY, THIW. ‘g9 TREqW &1 A7+ G1gq’ Eqrg A qAigAa se,
aaw (arfear) 7 fago 1990 : 5

‘T F g a7 HaAl F a7 F7 9gULEN Y gar, aE, (aifeag),
11 fgo 1990 : 3 &¥T 6 1

sragarE, wdgwm, ‘@aifguran od %o gw@s aifest ¥ gsfeq
gaATT SLA&l & 15 T goAas areent’, in D. 4. 90 : 24-47; Summary
in English by the Editor (i. e. seven lines introduction) : 47 : ‘A
Collative Table of the Reading of Common Dhrupad Texts Com-
piled in M’arifunnaghmat and Kramik Pustak Malika’ by Radhe-
shyam Jaiswal.

famiy, /@1 ‘FAT g O3-wiEE W@ 9o fmagars fAardy  aqgargig”
in D. 4.90 : 71-74; English Summary by the Editor: 75: <P,
Shivaprasad Tripathi Gayanacharya : The Immortal Musician and
Devotee’ by Mangala Tiwari.

frardl, Fawaew, ‘998 g7 ¥ @Edla @A w1 agwa’, in D, 4. 90 ;
60-61; English Summary by the Editor : 62-63 : ‘Dhrupad : An
Experience of Transcending Duality’ by Kamalesha Datta Tripathi.

¥ag & @iier §0aT e @AdT @A awpd’ (A sfafafa g)
waan (arfeaz), 8 fago 1990 : 7 &1z 8 4

fa=r, geiter, S@as ® dma AT, ogas, SO G_d G0 JiEs aFiEa,
1984 1 [2-3, ud g7-q7]
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@R, faaras Tawm, [T qd gl § ¢ gdiosheg usg=—t3fq ©F Fda’,
inD. 4.90: 76-80; English Summary by the Editor: 81 : ‘Two
Source Words of Dhrupad in Vedas and Puranas’, by V. R. Ratate.

T, HIAT T, ‘GFI-IGINFIANT dNawd F g gad’, in D. 4.90:
17-21; English Summary by the Editor : 22-23 : ‘Some References
Pertaining to Musicians of the Time of Akbar and Jehangir’, by
Rai Ananda Krishna.

wal, 9995, ‘41 gAIT @A ¥ MET G195 qorar ar 7 (Afvgrfes sg),
geawt A%, woFar, 25 a9 1990 |

‘FAAT A1 MDA qron’, Fanfewt, wia 5, &5 4, qie-qq, AR, W@
faar afigz @ig gfassra, 1990 : 37-40 )

waf, gawar, ‘affs “fsagsaq’ @1 gMaos aEqq9 : ©F AW,
in D. 4. 90 : 48-54; English Summary by the Editor : 55-56 : ‘An
Introduction to Tamil Divya Prabandham and its Musical Study’
by Prem Lata Sharma.



DISCOGRAPHY OF COMPACT DISCS OF
DHRUPAD MUSIC

COMPILED BY PETER PANNKE-MUELLER

(All spellings, names and titles as given on CD-Covers)

The present discography is an addendum to the “Discography of
EP-LP Recordings of Dhrupad Music” (published in the 1987 issue of
the Dhrupad Annual, pp. 122-128) and the ¢Discography : Compact
Discs and Cassettes” (published in the 1989 issue of the Dhrupad Annuai,
pp. 108-109). Publications mentioned in the 1989 issue have been
listed again, here with full discographical details.

VOCAL MUSIC :

1. Ustad R, Fahimuddin Dagar/Raga Kedar
Ustad R. Fahimuddin Dagar, Gesang
Lakshminarayan Pawar, Pakhavaj
Anka Jepsen and Friedrich Glorian, Tanpura
Raga Kedar
Alap /Dhrupad 79°44
Recording : 1989 /Hugo Durandi, Duraphon-Studio, Schstz
Cover notes by R. Fahimuddin Dagar and Prafull Dave
Jecklin-Disco JD 635-2

2. Masters of Raga—An Acoustical Gallery of the Great Masters of
Indian Music
Dhrupad/R. Fahimuddin Dagar

R. Fahimuddin Dagar—Vocal
Gopal Das—Pakhawaj
Jyoti Pande /Amelia Cuni—Tanpuras

Raga Marwa

Alap 31°51
Dhirupad : “Sangata dvara sura sada leta” 13’57
Dhamar : ““Eho ali dhtima maci hai’ 15°27

Recorded 19.4. 1988 in New Delhi by Gottfried Diiren
Produced by Peter Pannke

Cover notes by Peter Pannke

Wergo-spectrum SM 1081-2/281081-2

(also available on MC SM 1081-4/281081-4)
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3. Chant Dhrupad /Nasir Zahiruddin et Nasir Faiyazuddin Dagar

6,

Nasir Zahiruddin Dagar

Nasir Faiyazuddin Dagar

Shri Laxmi Narain Pawar : Pakhawaj
Musarrat Dagar : Tanpura

Raga Bageshri

Alap 26’40
Dhrut 10°26
Raga Bhatiyar

Alap—Dhrut 15’36

Recording : Centre Mandapa
Cover notes by Dhrupad Society
Auvidis A 6159

(published before as LP AV 4511)

The Dagar Brothers /Rag Kambhoji

Mohan Shyam Sharma—pakhawaj drum

Mussarat Dagar end Wasif Dagar—tanpuras

Rag Kambhoji

Alap /Dhrupad 63°00
Recorded at Saraswati Audio Studio, New Delhi

Produced by Bob Haddad and Tim Smith

Cover notes by B. Haddad and the Dhrupad Soviety

Music of the World CDT-114

Dhrupad/Dagarvani—Hindustani vocal music
Dagar Brothers

Mohan Shyam Sharma, Pakhawaj drum
Musarrat Dagar and Qamar Dagar, Tanpuras
Raga Multani

Alap 45’49
Dhrupad 14°45
Dhamar 8’45

Recorded 1988

Cover notes author not mentioned

Victor CD Ethnic Sound Series 23 /VDP-1353

Dagar Brothers/Raga Miyan ki Todi

Ustad Nair Zahiruddin and Jstad Nasir Faiyazuddin

Dagar, Gesang

Nilofar and Wasif Dagar, Tanpura

Mohan Shyam Sharma, Pakhavaj

Raga Miyan ki Todi

Alap 61’54
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Dhrupad 13’51
Recording : 1988, Pere Casulleras, Waldenburg/BL

Cover notes author not mentioned

Jecklin-Disco JD 628-2

Dagar Duo/Raga Behag

N. Zahiruddin Dagar and Wasifuddin Dagar, Vocals
Qamar Dagar and Nilofar Dagar, Tanpura
Mohan Shyam Sharma, Pakhavaj

Raga Behag
Alap 59’30
Dhrupad 15’43

Recording : 1989, Pere Casulleras, Waldenburg /BL
Cover notes by Peter Panuke
Jecklin-Disco JD 642-2

Masters of Raga—An Acoastical Gallery of the Great Masters of
Indian Music

The King of Dhrupad /Ram Chatur Mallik in Concert

Ram Chatur Mallik /Abhay Narayan Mallik—Vocal
Purushottam Das—Pakhawaj

Vinod Mishra—Sarangi

Natthilal Sharma—Harmonjum

Ramkumar Mallik /Rameshchandra Chaturvedi--Tanpuras
Raga Vinod

Alap ’ 34’36
Dhrupad : “Piya ghara nahim ali 1i*’ 6’34
Raga Sindura

Dhamar : “Ladili tu mana na kijau” 12°01
Raga Paraj

Dhamar : “Eri dapha bina mrdanga bajata dhamara”

Sulphakta : “Darasana kaum naina mere” 7°22

Recorded 27.3.1982 in Vrindaban by Gottfried Diiren
Produced by Peter Pannke

Cover notes by Peter Pannke
Wergo-spectrum SM 1076-50
(also available on MC SM 1076-10)
INSTRUMENTAL MUSIC

Great Masters of thc Rudra-Vecna/Ustad Zia Mohiuddin Dagar
Ustad Zia Mohiuddin Dagar-Rudra-Veena
Manik Munde—Pakawaj drum
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Philippe Bruguiere, Yvan Trunzler—Tanpuras

Raga Pancham Kosh

Alap

Johr

Raga Malkauns

Composition

Total time : 60’00
Recording : 1987 in Paris by Georges Kisselhoff

Cover notes by Alain Seron ‘

Auvidis A 6131

(published before as LP AV 4514 without Raga Malkauns)
North India/Instrumental Music

Asad Ali Khan, rudra veena

Mima Das Gupta, tanpura

Raga Gunkali

Alap 14’51
Recording : Manfred Junius

Cover notes : Alain Daniclou

Reissue : Auvidis D 8021

(published before on LP Barenreiter/Musicaphon

BM 30 SL 2052 Stereo)

Masters of Tala—An Acoustical Gallery of the Great
Masters of Indian Music
Pakhawaj Solo/Raja Chatrapati Singh

Raja Chatrapati Singh—Pakhawaj

on (1) and (3) accompanied by : Ratanlal—Ghanti

Sundarlal —Harmonium

Allyn Miner—Surbahar

on (2) and (4) accompanied by : Surya Pratap Singh—Ghanti
Gauri Shankar—Harmonium

{1) Ganesh paran/Lakshmital 22’15
(2) Krishnatal 718
(3) Shiva Paran/Brahmatal 21’52
(4) Tha Chautal 6’54

Recordings : (1) and (3) 23.3.1982 in Vrindaban

(2) and (4) 27./28.5.1987 in Munich by Gottfried Diiren
Produced by Peter Pannke

Cover notes : Peter Pannke

Wergo spectrum SM 1075-50

(also available on MC SM 1075-10)




THE VERBAL CONTENT OF DHRUPAD SONGS
FROM THE EARLIEST COLLECTIONS

II. THE KITAB-I NAURAS OF IBRAHIM ‘ADIL SHAH II, SULTAN
OF BIJAPUR (R. 1580-1627) AND ITS PERSIAN PREFACE BY
MULLA NOR AL-DIN MUHAMMAD ‘ZUHORI’-1.1

FRANCOISE DELVOYE ‘NALINTI’

Introduction :

The present introductory paper on the collection of Dhrupad song-
texts composed by Ibrahim °Adil Shah II, Sultan of Bijapur from 1580
to 1624, is a modest attempt to emphasize the documentary value of
Dhrupad songs in the light of some contemporary and later Indo-Persian
texts.2

Sultan Ibralhim °Adil Shah IT was one of the most creative and
influential patrons of Arts, among the ‘Adil Shahi Sultins of Deccan
(1490-1686). He is well known for his interest in Belles-Lettres, Archi-
tecture, Painting, Calligraphy and Music,8

Ibrahim ‘Adil Shah was fascinated by the word Nauras, a vernacular
idiom for the Sanskrit term Navarasa referring to the Indian aesthetic
theory which pervades throughout the literary and the artistic traditions.
Nauras is also a Persian adjective meaning ‘“‘young, fresh, tender, recent”,
Thus the Sultan gave the name of “Nauraspur” to the city for arts and
pleasure which he ordered to be built at a distance of about four miles
to the west of Bijapur in 1599.4 1, the same way, he denominated by
the term Nauras a number of palaces, institutions, coins, musicians, etc,5

His remarkable collection of fifty-nine songs in Deccani Hindi
revealing several other vernacular features, is well known as the Kirgp-i
Nauras or “The Book of the Nine Flavours or Sentiments”, It is thus
named after the Indian system of aesthetics, This collection compiled
between 1596 and 1624 (?) is a rare example of a rag-wise anthology of
song-texts composed by a single poet-musician who was also a great
art-patron.

Ten manuscripts of the Kitab-i Nawras are known to be extant
today; a critical edition in Persian and devanagari scripts, based on nine
of them, followed by an English rendering, has becn published by Pro-
fessor Nazir Ahmad in 19566 That illuminating study of the Kifap-i
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Nauras with a well-documented introdaction on Ibrahim ‘Adil Shah IT and
his contribution to the cultural history of Deccan, represents a pioneering
work inspiring turther research.

I. SULTAN IBRAHIM ‘ADIL SHAH II (R. 1580-1626)

Among the Indo-Persian chronicles dealing with the history of the
Deccan Sultanates and more precisely with the ‘Adil Shahi dynasty, we
will only mention those which are more relevant to the cultural history
and to the royal patronage to fine arts and music. A selection from the
most interesting records will be quoted in their English translation.
However, a thorough study from the original Persian manuscripts would
be required to assess the actual value of data relevant to music (its
technicalities and aesthetics) and musicians of the time of Ibrahim ¢Adil
Shah II.

A. Written Sources on Sultan Ibrahim ¢Adil Shah II.

1. Indo-Persian Sources on Ibrahim °Adil Shah II.

One well-known source of information about the reign of Ibrahim
¢Adil Shah II is the Persian chronicle written by Firishta Muhammad Q4sim
Hindi—Shah Astarabadi Tarikh-i Firishta also called Guishan-i Ibrakimi
or N.uras Nama. Commissioned by the Sulfan himself, it is a general
history of India from the oldest times to 1607, and its III book deals
with the Deccan in six chapters.” This famous Indo-Persian chronicle
like other texts of this type deals mostly with political history.® Cultural
history and specially music is documented by some Indo—Persian works
of interest. We will mention a few examples which came to our notice
while we were collecting Indo—Persian sources on Dhrupad.®

In his Persian Private Memoirs, (Wagqa i°~i Asad Beg also called
Halat-i Asad Beg) Asad Beg Qazwini provides interesting informations
about the music performed at the court of Ibrahim °Adil Shah II. The
author was an officer in Emperor Akbar’s service, working under Shaikh
Abu’l Fazl for a period of seventeen years and was sent on very delicate
missions by Akbar for which he was lavishly rewarded.l® He also
served duriog the reign of Emperor Jahangir and died at the beginning
of Shah Jahan’s reignin 1631. Asad Beg was sent to Bijapurin the
Deccan (1603-1604) to bring back the daughter of Sultan Ibrahim °Adil
Shah II, who was supposed to marry Prince Daniyali, a son of Akbar. 1t
In his valuable memoirs, Asad Beg gives a firsthand description of
Bijapur : the palace where he is put up, its surroundings, and one bazar on
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the Northern gate of the city. He describes jewellers, bakers, linendrapers,
a clothier’s, a spirit-merchant’s and a fruiterer’s shops with details about
the variety of the rare goods and delicacies which they were providing.
From his account, it appears that musicians and dancers, whose number
was 900, and increased up to three to four thousands a few years
later!2, lived in some part of the same market :

<. .On another side may be a wine-merchant’s shop, and an
establishment of singers and dancers, beautiful women adorned with
various kinds of jewels, and fair-faced choristers, all ready to
perform whatever may be desired of them. In short, the whole
bazar was filled with wine and beauty, dancers, perfumes, jewels
of all sorts, palaces and viands. In one street werea thousand
bands of people drinking, and dancers, lovers, and pleasure-seekers
assembled; none quarelled or disputed with another, and this state
of things was perpetual. Perhaps no place in the wide world
could present a more wonderful spectacle to the eye of the
traveller.”18

Another paragraph is more relevant to music and Dhrupad in parti-
cular, though the word itself does not occur in Asad Beg’s text. The
author who mnoticed that the Sultan spoke Marathi—*“for although he
understood Persian well, he could not speak it fluently’”14—gives an
interesting account of the last evening he spent at the court, before leav-
ing for Agra. “When the Mughal envoy was to leave the ¢Adil Shahi
court, a grand musical concert was arranged to celebrate the occasion.
In that farewell party Asad Beg found him so much wrapped in listening
to music that he could hardly reply to his (Asad Beg’s) questions. Their
conversation centred round music and musicians. Ibrahim enquired
about Akbar’s fondness of music and was told that he listened to it
sometimes. He then enquired of the Mughal envoy whether Tansen
stood or sat while singing before the Emperor and was told that in the
Darbar at day time he had to stand while singing; but at night and on
festive occasions Tansen and other musicians were allowed to take their
seats while engaged in their performance. Ibrahim is stated to have
expressed that music should be heard at all time and musicians should
be kept happy and contented...””15 This account attests to the popularity
of Tansen in the Deccan, around fifteen years after his death, in 1589 !

This reference to the first musician of Akbar’s court brings us back
to the Mughal dynasty. Emperor Jahangir’s Memoirs (Tuzuk-i Jahangiri)
covering the years 1607-1627, constitute an important Indo-Persian
document for the 16th-17th court-music history.16 The Emperor makes
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precious remarks about the musio he heard at his father’s court, when
he was only “Prince Salim” and we know through contemporary Persian
sources that he was himself a connoisseur and a great patron of music.

In the account of his ninth reignal year (1614) Jahangir mentions
the visit which Bakhtar Khan Kalavant, a musician from Deccan paid
to him while he was in Ajmer.1” According to the Mughal Emperor :

«Bakhtar Khan Kalawant, who was closely connected with
¢Adil Khan, inasmuch as he (‘Adil) married his own brother’s daugh-
ter to him, and made him his preceptor in singing and durpat guftan,
appeared in the habit of a dervish. Summoning him and enqui-
ring into his circumstances, 1 endeavoured to honour him. In the
first assembly I gave him 10,000 rupees in cash and 50 pieces of
cloth of all sorts and a string of pearls, and having made him a
guest of Asaf Khan, ordered him to enquire into his circumstances.
It did not appear whether he had come without °Adil Khan’s per-
mission, or the latter had sent him in this guise in order that he
might find out the designs of this Court and bring him news about
them. Considering the relationship to ‘Adil Khan, it is most pro-
bable that he has not come without ‘Adil Khan’s knowledge. A
report by Mir Jamalud-din Husain, who at this time was (our)
ambassador at Bijapur, corroborates this idea, for he writes that
¢Adil Khan has, on account of the kindness which has been shown
by H. M. (Jahangir) to Bakhtar Khan, been very gracious to him
(Jamalud-din). Every day he has shown him more and more
favour, keeps him beside him at nights, and recites to him durpats,
which he (‘Adil Khan) has composed, and which he calls nauras
(Juvenilia). “The remainder of the facts will be written on the

day when I get my dismissal.”1®

Mir Jamal al-din Husain Anju was the first enivoy whom Akbar sent
to Bijapur to bring back Sultan Ibrahim ¢Adil Shah II’s daughter. But
as the noble man—who was enjoying a royal treatment at the Sultan’s
court—did not come back, Asad Beg was sent to speed up the matter,
in which he happened to be very successful.19

2. An Italian Document on the Music at the Court of Ibrahim °Adil Shah II.

Among the documents available on the musical set up in Bijapur,
we must also mention the report written by an Italian traveller, Pietro
Della Valle, published in the years 1657-63 in Rome (and translated into
English, French, German and Dutch).20 Della Valle gives a fairly pre-

6
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cise description of an odd instrument (obviously a vipz, i. e. a rudra-vina)
which he had seen at the court of Ibrahim °Adil Shih II, “used as an
accompaniment to the voice of the player who had been a court musi-
cian’’ of the Sultan.?! This kind of data is important, as it corroborates
certain informations given in other contemporary written and iconographic
documents. As shown by Joep Bor in his thorough study of the sarangi
and in a recent article “The Rise of Ethnomusicology : Sources on Indian
Music c. 1780 c. 1890, European sources should be included in the
written and iconographic documents on the history of Indian music.22

3. Portraits of Sultan Ibrahim ¢ Adil Shah IT

Among the few portraits of Ibrahim ‘Adil Shah 1I, four are showing
the Sultan playing some musical instruments and a fifth one displays
musicians playing for the Sulian. All these paintings have been published
and well-studied by specialists.2® Nevertheless a more technical study
of the instruments the Sultan used to play or which were played in his
court or which are depicted in many Deccani paintings of musical inspira-
tion, should be carried out parallel to a research work on the names of
instruments mentioned in various songs of his Kitab-i Nauras and of those
referred to by the poet Zuhari in his Seh Nagr. We are intending to
present the results of our current pluri-disciplinary research in the second
part of this paper.24

II. MULLA NORUDDIN *ZUHORD’, A PERSIAN “POET-
LAUREATE” AT THE COURT OF IBRAHIM
‘ADIL SHAH II :

Mulla Nuruddin “Zuhtri® is considered as one of the greatest
Persian poets of India.

1. A Biographical Sketch.

There is still some controversy about his exact birth-place in Persia,
as there is no consensus among contemporary and later Indo-Persian
writers who mentioned his name and praised (or did not approve) his
literary work.25 Born around 1533-1536, he spent his childhood in
Khurasan, where he already showed a particular aptitude for poetry
which was noticed in his entourage. He was thence encouraged to leave
Khurasan for Yazd, one of the main cultural centres of Fars, where he
was considered as one of the outstanding poets, He then left Yazd for
Shiraz where he spent seven years in the literary and artistic circle and
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became one of the leading poets of his time. He also learnt calli-
graphy which occasionally provided him with a fair means of living,
throughout his life. He spent some time at the court of the Safavid
Emperor Shah Abbas I (r. 1587-1629), but as he did not find there the
recognition which he expected, he finally left for India, where he reached
in 1580. He lived in Ahmadnagar for some time, as the “poet-laureate”
of Sultan Burhan Nizam Shah II (r. 1590-1594), to whom he dedicated
his most famous Magnavi of 4500 verses, the Sagi Nama composed
around 1591, on the model of Shaikh Sa’di’s Bustan. In Ahmadnagar
Zuhiiri met Faizi, the renowned Indo-Persian poet sentas an envoy by
the Mughal Emperor Akbar; both poets had an extensive poetical corres-
pondence. He was also noticed by Abdur Rahim Khan-i Khanan, the
famous general of Akbar, well-known for his multilingual literary genius
as well as for his generous patronage to poets and artists. Zuhuri refused
the Khan-i Khanan’s invitation to join Akbar’s court, with the excuse
of a religious pilgrimage to Mecca, which he finally could not undertake.

Then Zuhiiri left for Bijapur where he was appreciated by Sultan
Ibrahim ‘Adil Shah II from the very beginning. ¢The then poet-laureate
of the court, Malik Qimi (born c. 1579), also became a great admirer
of Zuhtri, and gave him his daughter in marriage.”?6 Both poets were
highly rewarded by the Sultan and contemporary Indo-Persian chronicles
like the Ma’asir-i Rahimi of °Abdwl-Baqi Nihawandi and the Futihat-i
¢ idil Shahi by Fuzini Astarabadi attest that they distributed the money
which was presented to them.2” Zuhuri spent the rest of his life at the
court of the Sultan and died in Bijapur around 1616.

3. Zuhuri's Literary Work ccmposed uuder the Patronage of Deccani
Sultans (in Ahmadnagar and Bijapur). Iis Contribution to the Musical

History of Medieval India.

The eatly poetical work of Zuhuri,composed in Persia has contri-
buted to the fame of the poet, but part of the literary oeuvre which he
composed in the Deccani Sultanates, constitute a valuable documentation
for the history of music (both Indian and Persian) in medieval India.
One remarkable example is the Sagi Nama, a masnavi which he
composed in praise of Sultan Burhan Nizam Shah II of Ahmadnagar.2®
In this poetical work of 4500 verses, according to Shahab Sarmadee,
“Zuhuri sets apart a section for Music and Musicians (Sariid va Mutrib)
of the time. Herein he creates a subsection to sing the praise of the
Ustadi of the Music-Producers of India’ (zi ustadi-i-naghma sazan-i-Hind).
The instruments the Ustads excel in are Jantar, Bin, Mandal..and others
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like Tal. The song-form is nowhere named, but taking the clue from
Kitab-i-Nauras, it may be tentatively presumed that Dhrupad, or some
form akin to it, may have been under popular practice in the regions of
Bijapur and Ahmadnagar as well.’’29

Zuhuri is remembered as a great Indo-Persian writer for his poetical
work, in various metrical genres (masnavi, qasida, ghazal, ruba‘i, tarkib-
band, tarji-band, etc.) compiled in his “Complete Works” (Kulliyar).
But the most remarkable feature of his literary genius is his equal achieve-
ment in prose writing. In his History of Persian Language and Literature
at the Mughal Court (1930), M. A. Ghani wrote :

“His best work in prose is the Sek Nasr (or the three €ssays),
which he wrote as a preface to a book of songs composed by Ibrahim
¢Adil Shah, under the title of ‘Nauras’.” 80

However, in his monograph on Ibrahim °Adil Shah II’s Kitab-i
Nauras (1956), Nazir Ahmad expressed a different opinion. He agrees
that the first preface was commissioned to introduce the Kitgh-i Nauras,
but “the second and the third pieces were intended to be the prefaces of
the Gulzar-i Ibrahim and the Khwan-i Khalil, two joint anthologies prepared
by Malik and Zuhuri at two different dates”.3! Zuhari was suggested
by the Sulian to write a preface in Persian to his collection of songs in
Deccani Hindi. Malik Qumi also wrote a preface to the Kitah-i Nauras;
part of the “Complete Work™ (Kulliyar) of Malik Qami, two manuscripts
are extant in the Reza Library of Rampur and the Royal Asiatic Society
of Bengal Library in Calcutta.®2 Nazir Ahmad remarks :

“It is, however, strange that none of the contemporaneous
manuscripts has been prefixed by either of the two prefaces.
Apparently these prefaces were meant as reviews introducing the
book to the public and not to be prefixed to the book asa preface.
It is also possible that only Zuhauri’s might have been prefixed toeh t
first manuscript prepared some time about A.H. 1007 and never
after,”83

Nazir Ahmad also questioned the existenc of a “Commentary” or a
“Translation™ into Persian of the Kifab-i Nauras.® Zuhuri in his preface
has clearly stated that ‘‘since the royal favours and imperial gifts are
common to all distant and near, he did not choose to deprive the resi-
dents of Iraq and Khurasan of its taste, and wished that the book should
be translated into Persian so that the Persians too by grasping its meaning
may every day have a Nauruz there.””®5 Only one manuscript includes
a faithful Persian translation in prose, ‘“notof a high standard, though
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we should certainly have expected it to be of the same order as is the
Sih Nathr.”’88 Further discussion on the existenee of a contemporary
Persian translation is beyond the scope of the present paper.

We will now introduce these three essays in prose interspersed with
various metrical verses, in the words of M. A. Ghani :

«The first and second, which are written in rich ornate style, are
simply in praise of the Sultan. The first is regarded as his master-
piece, and abounds in similes and metaphors suggestively drawn
from musical surroundings........

The third has a historical value besides, and enumerates the
men of skill at the court, with brief notices of their respective merits.
All these three prose works are considered in India as models of
ornate prose, and, though they have been immensely copied by
subsequent aspirants, remain still unapproached.” 37

The scope of the present paper does not allow a thorough critical
evaluation of Zuhari’s prose-work from a literary point of view, but it
intends to highlight its decumentary value for the reconstruction of the
musical history of one of the richest periods in the artistic tradition of

the Deccani Sultanates.

We have noted down the informations on music contained in those.

texts. We will give some relevant excerpts from the first “preface”
(Nauras) quoted from the English translation of M. A. Ghani, based on
the text which he “collated with several valuable manuscripts found at
the Habibganj Library of Nawab Sadr Yar Jang Bahadur, the State
Library of H. H. the Nawab of Rampiir, and the Asi Press Library,
Lucknow.”’?8 We will add some original Persian technical terms of
music into square brackets, in order to correct the wrong translation
(specially of the names of musical instruments) and to provide a more
precise terminology. A more technical description of the musical forms
and instruments and a musicological analysis will be presenied in the

second instalment of the present paper.®?

The Nauras or “The New Fruit” starts with these lines40 :

«The songsters of the pleasure-house of speech (the learned)
that have accomplished the work of the palate and tongue (i. e.
given good relish to their appetite) with the fresh fruit of Divine
ecstasy, are sweet-voiced with the honey of praise for such an Artist
as has caused the taste of sweet notes [naghma-$akarin] to run into
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the veins and fibres of the reed; and the gay-hearted denizens of
the garden of Mirth (poets) that have busied themselves in spread-
ing the carpet of joy, are sweet-tongued with the fresh water of the
praise of a Creator Who has grown flowers of fragrant tunes on the
twigs of sound and echo (i. e., given melody to human voice).

“The camel of the zeal of His Hedjizis (lovers) is bound with
the bells at the sound of the Indian music [fal-i indiyan] (i.e., gets
ready to dance), and the wound of His °Iraqis’ heart sweetly smiles
by the salt of the string of the Turks’ tambour. . ..

“....He made a sounding-organ (arghaniim-i sakht) out of the
chest of man’s body.

“The rebeck [rabab] began to reveal the essence of Divine
mystery when the skin on its body was dried through His love. The
flower of the wound of His love grew on the stem of him whose
bones became perforated like a flute [ney]. ... When his back is bent
like the guitar [cang, which is actually a harp] with the pain of His
love, the heart runs with the wires (far) of lamentation in hand.
The full and the empty are full of the song (naghma) of the beloved,;
look how the cymbal [daf which is a kind of tambourine] proves
this. :

““May complete blessings be showered on the Saviour of people,
Mohammad, by the plectrum [mizrab] of whose guidance the guitar
(qanun which is a kind of zither) of Faith is reverberating with
sound.. ..

‘“....He is the king of Apostles, the crown for the head of all;
through whose favour the harp [ganiin] of Existence produces music
(naghma). . ..

“....By the grace of Time the Daera [dai’ra which is another
kind of tambourine], which is the centre of the circle of principles,
iusiil of music, overflows with joy. And with the strings of ganiin,
which serve as the ruler for the book of songs [kitab-i naghmat] (in
order to keep its lines straight), an inscription of comfort is written
on the pages of people’s affairs.

““The tambiir to prey upon our senses carries a noose of strings
on its shoulder; the pipe [ney] for the revival of Mirth is engaged
in blowing the trumpet.... From the scale of the cup of the
Kamancha [kamanca, a bow-instrument] the ear of the faculty of hear-
ing is filled with heaps of songs; the Indian musicians [tarana sazan-i
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Hind] are holding the balance [farazu] of Jantar-Been [jantar va bin] |
in their hands to weigh these precious melodies, and the sane-headed ‘

devotees are intoxicated with the wine of the cask of Mandal
[kham-i mandal].

““The head of care and sorrow is trampled under the dancing |
feet of ‘Usul’ and beaten by the clapping hand of Ta/; and with the 'Jf
songs of the writings of Nauras, the atmosphere of the old Inn of |
this world abounds with gaiety. t

“The age is so much occupied by musical performances that |
it would be fitting if Bahram should dance in his grave. The phea- I
sent of song has made his nest on the lip, and music has erected a |
house in the palate and tongue of the people. The cock of men’s “3‘1
heart prepares to fly towards a city whose roofs and doors produce
music. From the blending of melody in the air the feathers are
made into Musqar.

“The tongues of people are intoxicated with the wine of song;
breaths are dancing hand in hand. The king of music with his
book Nauras has brought silence to speech. If Nature was to make
the elixir of mirth and cheerfulness, it would make it from the holy
land of Bijapar.. ..

“....And of the many obligations that he has imposed on
men of wisdom and understanding, the one is that he engaged him-
self in the composition of the book Nauras, and honoured the [
faculty of speech and hearing by its read and heard, and so arran- |
ged it that just as the freshness of meaning gives freshness to words, ‘
so the newness of the tunes that are associated with these verses, i
pearls be showered on them, knock the chain of effect on the door
of hearts (i. e., produce effect); and with the air of the breath of i
singers wipe off the dust of old and new sorrows from the corners
of the hearts of listeners.

“The word is full of rejoicing on account of the king of the v
Deccan; the dust of grief is laid by the water of his song. The
masters of songs [arbab-i tarana] are his old pupils; one who has (i
newly become his pupil has the style of a mastersinger. . ..*’41 4‘

The Nauras of Zuhuri ends with these words :

““As long as from the goblet of the tambour of the sun, the I
wires of the rays shine out, may be the breeze of song continues to 1
blow from the garden of my master’s assembly and as long as on
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the guitar of speech [ganiun-i sakhan], the chord of human breath
is played by the plectrum of the tongue, so long may the song of
the praise of his rule be a store for the mouth and tongue of the

populace.

«So long as the words ‘Chang’ and ‘Qanin’ are used in a
twofold sense by poets in the assembly of speech, may the claws of
the hawk of his prosperity be ever red with the blood of the
prey of conquest, and the wire of the Chang of his happiness be
secure from breaking. May the song [ahang] of the musical instru-
ment [gapiin] of the world be in consonance with the tunes of his
praise; may the laws and customs of the world be in conformity
with his wishes. .’’42

Conclusion

We hope that the textual and iconographical data provided by a
further research work on Sultan Ibrahim °Adil Shan II’s contribution to
music, conducted from the historical as well as the musicological and the
literary points of view, will offer a representative example of this parti-
cular kind of textual and iconographical material and highlight the
specific methodology which its study requires, while attempting the
sspeconstruction’” of the musical history in medieval India.

Notes

1. The present paper is the first part of an essay on the Kitab-i
Nauras composed by Sultan Tbrahim °Adil Shah II. It deals with
the songs-texts collection and also with the contemporary and
later Indo-Persian writings documenting the Sultan’s contribution
to music, in a historical perspective. The second part (to be
published in D. 4.92) will be a more detailed study of the
musical concepts and the technical terminology of the Kitab-i
Nauras, in the light of contemporary Indo-Persian writing on
music and iconography.

9. See the first paper of the series of Studiesin the Content of
Dhrupad Songs from Early Collections, Delvoye, F. ¢Nalini’,
“The Hazar Dhurpad or Sahasras, a collection of 1004 dhrupads
attributed to Nayak Bakhsu’, D. 4. 90, 93-109.

3. See Ahmad, N., Kitab-i Nauras, Introduction, Notes and Textual
Editing, New Delhi, 1956 and the books and articles referring to
Ibrahim °Adil Shah II in the Select Bibliography; for instance
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10.

i3]

12,

Devare, T.N., A4 Short History of Persian Literature, at the
Bahmani, the Adil shahi and the Qutubshahi Courts— Deccan, Poona,
1961 : 80-112. See also Verma, D. C., History of Bijapur, New
Delhi, 1974 and Social, Economic and Cultural Histor y of Bijapur,
Delhi, 1990.

A short time after its completion, the city was completely destro-
yed by Malik Ambar, the Abyssinian chief minister of Ahmad-
nagar, in 1624.

See Ahmad, N. op. cit. : 57.

See Ahmad, N., op. cit., : 82-94 for the detailed description of
nine manuscripts, See also Gyani, B. G., “Kitab-i-Nauras”’,
Islamic Culture, April 1945, Vol. XIX, NO2, pp. 140-152 and
Zebrowski, M., Deccani Painting, New Delhi, 1983 : 67-113.

See Marshall, D. N., Mughals in India, A bibliographical survey of
manuscripts, London, 1967, repr., 1985 NO 471 : 145-147 for the
manuscripts, editions and translations of the Tarikh-i Firishta.
See the English translation by J. Briggs, History of the Rise of the
Mahomedan Power in India (1829), New Delhi, repr., 1981 Vol.I11:
1-115, on Ibrahim Adil Shah II : 87-115.

See Ahmad, N., op. cit. : 2, note 2, for references of other Indo-
Persian chronicles dealing with the reign of Ibrahim Adil Shah I1.
See also 4bdul Dihalavikrt Ibrahim-Nama,(1 603), in Deccani Hindi,
edited by Devi Singh Vyankat Singh Cauhan, Bombay, 1973.
(In Hindi with two introductory pages in Engligh by the General
Editor).

We are grateful to Prof. Shahab Sarmadee who brought to our
attention Indo—Persian texts relevant to Dhrupad.

See Marshall, D. N., op. cit., N0 270: 83. See also Elliot,
H. M. and Dowson, 1., The History of India as told by its own
Historians, (1867-1877), The Muhammadan Period, Allahabad,
Ist Ind. ed., 1964, Vol. VI: 150-174. H. M. Elliot got a eomp-
lete English translation prepared by B. W, Chapman, but only a
few extracts were published in his History.

See Joshi, P. M., ““Asad Beg’s Mission to Bijapur, 1603-1604",
Potdar Commemoration Volume, Poona, 1950 : 184-196.

See Zuhuri Khan-i Khalil’s English translation in Ghani M. A,
A History of Persian Language and Literature at the M ughal Court,
1
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23.

24.
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with a Brief Survey of the Growth of the Urdu Language, (1930),
Allahabad, reed., 1972, Vol. II, Part III, Akbar : 444. See also
Ahmad, N., op. cit., : 51-52 quoting the contemporary Tazkirat
al-Muluk of Rafi al-din Shirazi and later Persian sources like the
Basatin al-Salatin of Muhammad Ibrahim Zubairi.

Quoted from Elliot, H. M. and Dowson, J., op. cit. : 163-164.

Ibid. : 152.

See Joshi, P. M., op. cit. : 193 quoted in Ahmad, N., op. cit. :
48-49.

See Tuzuk-i-Jahangiri or Memoirs of Jahangir, translated into
English by A. Rogers (1909-1914); revised and annotated edition
by H. Beveridge, New Delhi, 3rd ed., 1978.

See the description and the reproduction of a portrait of Bakhtar
Khan Kalawant ‘“‘with an autograph note of Jahangir on the
picture” from the Jahangir Album kept in the Staatsbibliothek,
Berlin, in Das, A. K. Mughal Painting during Jahangir’s Time,
Calcutta, 1978 : 137, 153 and Plate 36.

See Tuzuk-i-Jahangiri, op. cit., Part I ;: 271-272.
See Ahmad, N., op. cit., : 8 and 48-49,

Della Valle, Pietro, The Travels of Pietro Della Valle in India
(1664), tr. by G. Havers and ed. by E. Grey. Vol. 1, London, The
Hakluyt Society, 1892 : 117-118, quoted from Bor, J., “The Rise
of Ethnomusicology : Sources on Indian Music c. 1780—c. 1890,
1988 Yearbook for Traditional Music, International Council for
Traditional Music, New York, Columbia Univ., 1988, 51-73:
52-53.

See Bor, J., op. cit., 52.

See Bor, J., op. cit. and “The Voice of the Sarangi, an Illustrated
History of Bowing in India”, Quarterly Journal of the National
Centre for the Performing Arts, Vol. XV, NOs 3 and 4 and Vol.
XVI, N° 1, Sept-Dec. 1986 and March 1987.

See the books and articles on Painting in the Bibliographical
References.

The second part of this paper will present a more technical study
of musical terms in vernacular languages and Persian, (songs of
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the Kitab-i Nauras and Indo-Persian documents) as found in
textual sources, and detailed description of their iconographical
representation in contemporary paintings. It will be published
in the 1992 issue of Dhrupad Annual, Vol. VII. See also Sarma,
P. L., “Dhrupad ke padorm mem sarmgit ki paribhasik sabdavali”,
D. A. 88: '5.47, English Summary by the Editor, “Musical
Terms in Dhrupad Texts” : 48-51; specially : 16-24 and 49-50.

The present biographical sketch of Zuhuriis largely borrowed
from four studies published in India : Ahmad, N., Zuhuri Life and
Works, Allahabad, 1953 and Ahmad, N, op. cit., 1956; Ghani,
M. °A., op. cit. Vol. II, Part III, Akbar : 181-219 and Naik,
Ch. R., ‘Abdw’r Rahim Khan-i-Khanan and his Literary Circle,
Ahmedabad, 1966 : 313-331 and passim.

See Ghani, M. A., op. cit. : 187.
Ibid.
See Marshall, D. N., op. cit., N0 1931 (iii) : 501.

Personal Communication, Prof. Shahab Sarmadee (1987).

See Ghani, M. °A., op. cit. : 194. Ina footnote Ghani refers to
the original manuscript preserved in the Rampur State Library
“from which a copy, by the special permission of H. H. the
Nawab, has been made by the author” is no more available
dueto the closing of the Reza library. Seh Nasr-iZuhuri has
been published in Lucknow in 1846.

See Ahmad, N., op. cit. : 59.

Ibid. = 59.

Ibid.

Ibid. : 60.

See Ghani, M. °A., op. cit. : 341-342.

See Ahmad, N, op. cit. : 61.

Ibid. : 196.

See Ghani: M. ¢A., op. cit. : 305.

See supra note 24. The following examples indicate the need
for exact translations of technical terms.

See Ghani, M. ‘A., op. cit., Persian Text, Nauras: 307-320;
Annotated English Translation, “The New Fruit” : 321-345.

Ibid. ; Passim.
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42. Ibid., Persian text : 307; English translation : 345. Indian and
Persian instruments referred to by Zuhuri give an indication of
the coexistence of both musical traditions, as it is corroborated
in contemporary paintings. One famous Deccani miniature
illustrating one manuscript of Zuhuri’s Sagi Nama (British
Library, London) shows twelve musicians playing Indian and
Persian instruments; see Bor., J., op. cit., 1986-1987, Nx 59 : 64.
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1. ganfgn afesarg fdfta, dimge & geam (Tsamre Quee-2ER0)
F fea@ Al & geo I Ao ggene ‘gl @ e gfvwr
wiears Jegat ‘afedt’

(darfawr @ qre-Ham)

IS F geara saifga anfaearg fGda g Wwa oug & o
F GUE 9T I8 TEA(FACHS 3@, qHIIT A 9Fdl GIREr &al &
I 9T g7 981 & LA HeAiwd 9T 9@ a1 7 a3 99519 § |

gear saifgn enfasang feda sarel &1 s asqqiie AT
qATGRTS! QF AT ST qFGA & AfGwaAEr gearl (L¥o-2%¢%) A
gq@ a1 | gifged, waed, Fager, geaser iR @ ia § sed fady
afazfa & 10 ag aglaena g |

sarfen aferang A ARG @se ¥ aga @71T 91, o {5 depa &
q9%8 &1 ATHY § | 799 F1 fagra wa & aifgea st s §
gax st 2 | i@ wiE § fazigw &, fq@wr od g—aar, ar,
gFaR seaife | geard § Foni & 99a AN F SgRa § A
% qkaa § I die R fag aad & At $1 4ee & sreed sy
a1, IGHT AT “AEIT @7 A1, I IFHIT F 9gel, veaqren, sy,
gastd A1fE A 9T A= arw fzar ar |

afyai-faed § geam g1 =T 893 q&i &1 dug frar Alg
Famy afgg ¥\ WOl & svana 9 F GIZ FT AT ATI! AYAT &,
faasr afgar cad wfa-mas ar T Agg FS-ATH HY oJT |

frara AYxa & @ anefefaal s o\ §, a8 ¥ 9t & s
q% 915 gHter afga daraT F3&F Sto AN AFAT T LM% H 3T dog A
g fearar ) g fagaigyl g&ma & & #gasE A S3ur
fasr F1fge |

I. geaw gatfgn snfreag fata
(15T Q4<0-2ERT)

aff@d & gearl 1 SFT WG A fo@ ¥ gy qwqndsi § §
fept avraey aiepfas sfaga & &, & @fia agar @79 F@mE & quo
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A2 Ferear fou faga Sudel g1 ST aifas Q9w waET §,
I el gATE W 3T F2 AR |

(%) geamm ganfegw snfemang fadta a3 &a

9. WAy HILE sa

us glaerra &g § fefear ageng wifaq fgeg g srequrand) gra
fefaa wredr sfigra so arder fefear, & qean sarfed o 5z3 §
gy AEATT o | gearT w1 &A1 & WFT g FA AHAHS F T 9500
a% &1 MILA #1 sfagra & i gast QU @ 3 eqia § g3gd Hy
ST foar mar § | oreq we ot Y wift g@d W usAfas sfagra s
qIged & |

qe AT HIAAr & safwna efadel &1 A g awify gag &,
fadr groma s@s 90 AT S aard | zgu sEfgn aifesarg feda 3
gRaR § "fg A feafd 93 go A9% qEsd | 385 gwaT H0
guifaa a1, S g8 a9 aF [Q AT GO H FNT F1AW W
IO FEHNT & g W AT A ST FIGAST B USAFS F A7 §
(3L H SAY WL R | AU ITH qF@T F aAysgR RS w@v A
(2803-2%0Y) #IX a8 &1 "iar v A1 (5 &g geara safan aifearg
facdia 1 3& 1 @ ad, fSaFr fFarg awax F & g aifqare & any
B F@r Ar | o9d ey eqfadEl § q@aAT A SR HT geae Fuiq
frar | forg wgs § S¥ W@ AN, AR P IOV gR 9T fewd Fiay,
g, AFars, waSk & AT, AUT AR GSH F sArqrfay afz v
ged@ 38 quid ¥ fredr 3| g9 quia & Yareward f& mas, amEs,
Acis, A<itwal Aifz, faasl dear 39 999 Qoo ft §IX 3 a9 18 AT
T AT g &Y A oY, ST M are { G gL 81 1% oY, F g9 24y
AT & fonelt fgedr & <@ & |

srag A A1 fqard & sFgT 9 sifan demwe § oF gfg R
weftee &1 s fwar 7ar ) agi @19q 30 & qrar f5 geam @
gad § zaar aeara a1 fF 3T F g%l F1 IAT A A o I Faa
AgN AT | gearT A AFIT A qNA-wE F aR F qor e Iy qamar
war BF erFa w-mT @fld g3 & | R geata & ag W qar fa
AT AFIL H A A GAT @S QA A AT 56T AT F ? Soy
qarar qar, 6 fzT & ga & 69 &t @3 T & A gar A, e
A H ST ARG 9T AT R &7 FNAFA F1 Fo5 M-I
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i ggufa S o | Rav oed@ §, 6 g@H Y war, 5 aMa dQras
gug gar AT =gy ST dawrd F1 ga9 ST dgE W@ ST
a1faq | 59 Ie9@ Y A TAT A & fF QAT #Y Q4e ¥ Heg & S
% 94 99 a1 WY qFEA H IAHT (I a7 AT

TS T 9L HNE a1, aY Jgii ¥ cgfa Jg GO FARIN H1
geaa mwad 2w, frad 6 diegdl, aagal TaTed) & A GG F
ofrara faear g | araag gqa faar aFaed @ d S &a
gar a1, Ig% ark # e goE faed &1 aad weg ¥ AYF ad
(152, & AR & SN 3 foar %, fir ag@d & 9EAX @l FIEA ATHT
¥ gam org A ¥ | 9a% AR ¥ wgins fead §—

“geix @ FerE & Aifes gf ¥ agd agdrsr fear arn
aifas @f 3 e @t wig i 3@ & faag 39y AT AT SR Y
‘qrogqgad’ WA § A9 T8 A Ar | a7 g@a F ' § W aEd
qraT | &Y SOHT GEIT HE A Fifar 11 9gS ANr § {7 S G
g T3 AT T AT IR F FIE F 9 gHS 1T TH Al A
arer &1 | ATa @i F1 S§ afafa T T ST ATaS @f 1 ag qar
s & fou &g &, 9g FAEd atfew @i v srgufa & faar srmar ar
a7 59 Yo & qar aa0 91, qUF 26 IWE F FEASIA S a1 g | aqifes
gt & ara e faa 3y g3 Qar Agi wwar A 5 ag IAH! FAAHTA
3 Faer AT QT | T A gaa, o 9°r anT AISArgT § gAY
g 91, T fa=e a1 gfe H3TT 8, Fiifs az fegar & f% aea gl
£ aEang (FEi) g fedt 13 geArE F At ¥ gAA Aifee qi 9ud
(srTeEr) & s ada ags &1 Sar o |\ afafed ag 3@ a7 aifasifas
Fre wrET AT | T Al g fEd guaa 9+ gAwn e, foeg A

Feraarg |’

A< STAEA g8 9, 999 g o1 fad s ¥ gear garfega
e #1 3@ Fem & oy dsr freg a8 gead & USRI
afae F1 ITAT FA § &1 @ 1971 AT et &1 981 | aa fwT g an
£ qTHST Siea fAgel & [T AT 74T T 98 FAAT %S Wl |

3. gwifem anfzsag fada & T@R ¥ drita 9T ZATSE! TEAEASA—

fogr A dfa feafd F ar 4 o qearde gq@ey &, IAH gH
sared ard fads Yeer 6@ & arr-faam & ged@ ATIRAF JAT B»
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ST H HFAE AT AT =9 AN F ©F a1oNT 1 F1 0 P g St
REAOTEY IET 1 TAF F F3F 91T o9 3 feg, sgamg %
SqawT 3 ard e g1 arel & faaww & gARER § @Ry Ewi
FT SGINT ATTIAF g |

geam gtz enfromig fda & fa—

oAl ol §3% oy o €, 978 ¥ A N AW E, Faad oy
BIE A qAT gY fe@rar war § o7 aiwd § dnast | geam & fog
AT FI gu femrar war & 1 g7 fasfi 1 seqaq Fray qar g fHTsdy
fo7 el &1 geara asar o, ar oY 8% AR ¥ qod 9 & g
faaer afrolt fast & st oiwa garr 2, 9a% oigq ) gea & g fa5)
F AR Sl F ATAA-TIAT IGHT TGAT TR g |
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AG-9FTL F1 H1S A 781 fzar g, foeg FFaEd A13@ ST g7 I53HL TG
Fgr o wwar & fF geg ar sad faeargear FIE THIT AAGL #IT
sigAg-an ¥ gafed | 1’
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it ‘e @R g & Fra-ugl @ for wega A Y, GE
afees o1 g0 7 & qrdaEl 9T Jare fraran

qo @ue § & Sfawr ¥ §o SgIu qEgd Ha E |

IqHER—

AeETN afaard & giea ¥ fog sdfaa sevglhk & faxfaa
7@ ¥ geard gaifga anfaceag fgdha & gifiag 1 T 9T AFIAE &
fou Afaaifas, dma-aeda & afsfas sfemo & dxfoq amd
o S9ENT IETGI SHEGT Y, Q&Y A g |



3T § U7 F W, T B T7 A
faatas Tmas @R

A %0 #1197 AfTa H—7 o quoi § wedaser e
T i Aida’ Mdw dw § enfid wgft geg A FRATIAIT I8 FAT
TEIT 3@ T 3229 2 |

FIAT S8 WA ¥ geag 9gfadl # gerd: dm e §
fawifsa fear s asar g1 (2) w97 e@x anfx 1 & gafeq am
MA TR, o fagg Afew } sk fawwr sdw qema: shg an §
ST qar FAfaq ereqd G131, A & TR qur GrAA Zrq ey
wal W gre far g1 () fefia R 9T iz 3 gy &7
§ mradar Y wfagr g8, faad ofgar, AT &1 I9fAga} aqur
AT B qrag WAl F A1 O AT s 5 af | arg &
T %F, W qAT NN (FE-AAD) AfE F e 9T @%, are, qg,
WS Y Sl Aife F1 90T wqrqarg g1 ot eadT wA ¥ Treyd
W AWE FIE 979 Y ag¥ faear, feeg sragwagaE & ugfy wwa &
AT (F99392) § A= F AF F w7 § @} Mewg ¥ geag F5
geardl #1 afg qeEdaT (93) #3 o) afqadife AT it 1 (3) gT
T T IS &l @A § F fadew smiashien audiz 3 ainfys
qedl ® =A ¥ @ gu qrArArd qemarfas wag g fofaad
‘TR’ § RWFG F AgET 0F Aa1 w9 gafeqd gar, oy 3a wgar
w3 q g, WS € A FoHT I9F @ AR 9% Mq-are-eq &Y
<8 it &1 ‘afia’ dar o & g1 Ag &t gam mrA-sar fawaaeg
w1 93€9T ¥ fesifas fasar-sear feada fazi )

T9 99T 8 OF & q19 wiaer § f ey § T G q1d QA
fea agfadi & s 1 gor—qF R 70 394w Al &qr §
AT AT &R [RN aF Q@ AT 9 S & | gafq anl eiw e &1
FRAIFER faa9  Fgidig adgam waE A & frar 8, awify amreg sq
T 3a%l dist 3 A fAwar §1 @a @ wAEme® § 0 gaw a1 g8
g1 wFed & & gt § @rara gfe ¥ war o awar 2 f& afaaan &z
919 ¥ g% F fora agia & saraar ar whs are TFHHIH qINZIT
i aifg QA g, auard § a@y ge gl 8% @& uF ek Ay
agaa g & adum @ ader e aR fsew g g, NATEAIT,
agaifaa o fag-sfag stha e sk ggfy gl & agr
Ol g | SW el § qdA afa ) aafaae § s ‘98’ faur

1. gaeg &t wwa: g faramaat auifagasear | oo ¥.30 (
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R SwpEanh F SR AT g geenge B gfeRniia fEae
Trast A W AR SO0 g\ A S9dE HEAIA F AT AEF
gfe ¥ waa s An-qgl @ qeq faur & agfaa a Qmi A
@R gear § IEAUR geR-gon ery Ay avwmved fer aed

a1t Fasmet &Y 3N Fgar sfaa & gt |

@9 A ‘g9 g9 32 & & fag Qar Y, =@ Afawr-ang a3 wgn
&\ Fagare <& 92 § @9 ST 3 A 1A AAATLOTET &Y Sq77 W
@R 51.0% & 1T @IS FT &eq T TEGA |

qiaifas 3fz ¥ MAHH qFA<ARAF § | a9 § 9% 0 A i §
qeq @ g, o @ied ¥ qIqAG FAY agt sraqafkd AET Sar g
3fas @raTa S gedt 9% A § aEr E R, 98w Han & feg g
dqar o quay WA\ o @i F waaif F NE ¥ a9 g@ Ag
fasar | 39 9EaRARAS THI9ER § g Jaar A, 9 9w
qRATAT Y 99T 1 & | guay arena T4t  SEar § | o |

fas asi qar @ el qX gfady fead IqEE-9w agsAl g
QrEATd TE-EATATGAIR Sra-ad, GA-UiT qur ®=yg arrfe AT ¥ ATHIE-
w0t adis qee-gsdl 3 a1 & i gy gedl fafaw sasifal, sed
(@1@) ¥ g% 98T 9T AGAAT R AUFAIL EAT0A FOAT [ @
nzd 9 39 MA-GE] § O enfes i argres @ # ffaf & s
31 o¥ Wi gRgE A FwAr ¥ aud faa qTR=ATAr T it @
qut & & # galoq $a1 § qor ae fag A1 | AR, s
qa1e, fFvagar galgaR &N 5@ TA-9EA 1 Iw@E a9T T8N S8
2% a1@ Fo 1 a1 gafafed § | % ¥ <6 9gfa § wwag Mfqal, w,
qaisTE, SH aar SAd &R ST 8% & afkaddl & qaiy 359 § |

g Bedl A gz (afrem) # difa w341 sfaa 81 <8 s
SFIT W & | aur—En, MWAA S arH ArfE | GART S SwgAnw g
3g A FESET § AT Y e &1 T, 98 N g | TMAMEIFAR 99F,
Aegar, o @ifa & AT 9% SAW &I 1S AT a1 GA0ET §
g1, TeaT, ST, TeHd, &, Ay, miad, fefz, #ieq, gargs,
affd, T, mgfag, aeaga, aneqd, faoega snfe al & g o g |
32 8§ oF @ & fog ad® gs7 qar aRAEEES ¢ & 95T A gfafg
&\ gagam agi snd aifvarfas gl qur faaest A’ & fagx &
qar g gugar Fifge | a9r | F @Y, wiifq, T, stfa ar ArEE o
gt geanf | &, v, e, At i B el aa-faend §
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39dw faarelt § e, &dtw &R AT Y A1 Fife § @ar
Sfaa § | #4if & qeaa: Raegfi & 9g% 0 =% 25T waw grt §
qATTAD FT T FIA G | AT 95 T § 59 27 o) wgeq QY &
graey A 93 i & 9afF A ¥ arfsig 9913 fagz @tfes §1 e
T IR s W A FgAr aghaa g g | Sfaaeagrey wfa
& & ] | 37 mAgS kel 1 uF ffs w5 gk Frafaal ¥ o
qIg AR @I | ad TRIAG AN FFIET L, S AT
q At 17 =6 F S 9% 2gar g F8 Tar & wwify difearsif
® ael 1 W1 wAgET faar, aren, gar aif sear fEfEay g 9T
Al FaraR A &1 afudia arz gerw @ar 2, Rrad wdw YA % it
afor § | &itw & ot fafae ®u 3 fafae qabfi § 49 A2 aqy g1 aur-
Frqq, 9=aw, agea, aafaa, foa, safe, agfas, ageaaifa aur
gezraaIica | o7 fafaw qafdl & a3 34 # ea<i qur <93 g-grah
Il & 89 ¥ 0F agfan s qo Iq9 qF BT ATAT AT F )

288 famar-gear o s awer qmag dfgar § g1 T AR
wd ammdfgar & gaufas 38, fyaa Nfa saa == dfgar &
qatta® # fafea 31 “Saufed A" sv @9 ar =rc wat q® &
ST &A1 | A1 37 a2 @var & qaifas ma-fafg & feq am
TF 99 9I-Hg §, sTlAw § ag sher Frawag gie fasargas
sqafead gart §, awiiEa gar & | ag wifgar &0 A qes H9g, TH AN
& | S WA GEIOIAT AT Y X A9 qEU WET CMrA T 44 2l
SR AfFaar mT o7 § faus =g qrElzar § oF ageaqu G
famar & | @7ar § g9t qaifas qur sawias w0 § ey arer 999
‘eifad®’ AT S mAE e faadt ¥ qw ey, afaar eI
#XAT R, w8 qaifas 1 Aftgg war & ez s DESIE T
gaulEs # @R aksFa g8 a7 ardfts ware & qqg G A9iq
ST & 3 919 §9%F TT ¥ aAredtg 9 1 qrATed w9 § TE P W
<9 96 H 19 €9 § we wdfaa 3 qeNa fafakaads Saifs 1 |
A7 favaaeg aaiq 39, =fa, org, o ik & svsg gaaafeaq,
qead "lgqm A1 98 N T AR § Faad a7F oA, e e
AAAGY, JARATT A998 gaq0sd, wsaarat (@65 arfz) § qEgd
qequl WA Al §; gt 3T qum-quE mAkat F vy g9k gavwre
Famaife FTE MT WM AN A FJF g9 Ty TFH W
A1faF AT MG H1 3 GHed GAAW I Q9T Geavag aeq o7} & a7-q7
gowsd &1 9 fawar § ag o fakeaa g fe aaft swmf g §

Q. SiRgrHAIMIAEQEAE w9 agg: s gfw qao )
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mfama-favas weshia faaw, agrag, aweamifz wsa: afng § &,
quifa @fgar oI @ o7a A Sudw @wrEd Gidfas feeaa @ fAfade
g1 fragar s owg i § ‘awdia’ &1 Wge avEs g Amedd
(anfastied) e a1 @0 § o ey, arAgg MEEsE H
IR g |

ag # 99 gg 9w (sfa) 1 & 79 51 37 § | 907 SFA-(@E19)
9g @UAST (WW) H1 TAT AT AETAT | AAT—°Ag F I
grear asr fead fafad aq, agan ag gefafe’ | ef, Mt & o
Gy AT ‘gL ANV F AW Y T SR AT H1  JHAIET H1929%
21 I, GRars arlq @’ & d@s agmgarsan gies aed
qiae st A fo@r g—'aaad ol & el F A 93 ST A
qre AT 3 | 59 a0 F srgan fue oedl (@ieh) A Al fae o
§ e a gar gfena 3V freg @z g e agmgarsang st g &¥ gs
F30 & foq f@ar 7ar Sgu-taw w3 § @A & Hi A Agk fawarn |
=g 93 Y AEAF g |

FAA § S9T F GAFH AT IR ST ARV AFR SY a9y
fafesg <eg arem a@ wwR @S § § WA S@ry A5 @
IR A7 T WHIT Gl F1 /M 9@y &' i Sw Y o7a
sz arel & G91 Afae § | g6 GBI A TEA g9 F1 areg W) A
3 gy &, TaF! Seaq T & g A §

Fo (e 531 ST gFar g B o aa § arar 99 qren agareT,
wfgard, @A S gavfERe, sEar S a3 § g6 afew, qwquy
gedl AT WF-ad #1 gqfa 1 [y, waqds fafew gaea
aforiia srrgfaal snfe ard v, &avm aEa § & and ot § 1 el
198 A 3741 & gwIfad § Qar el ogr o1 awar § | g9 aqam
q5g, T AT SAFTY &1 B3 €17 T8 |

aeg #, ST F <8 WIS H19 § ag sglaEm il &) guand
quid: GgTA% a7 GFdl § | AEAFAr § 94 agl safwal 1 g 7|
SRS § US-IS41s Qa1 faaral, e 1 gafaq @19 ¥ daga
WA\ e Reafg go se@s TR | 1§98 W &1, e wad ) fafag
A HT S A9 AT @ W E, SA9T afusQ fagei & fadaa
# g fomr-qgr M AT W1 a8 9 FA A & | 1 1 ‘4’ a1 &%
N afg @ = f@ar @ av wigad @ 9g U @i g9 @
qETEY ST Gl g |

Q. ‘TEA9 qAFar wo -93-99;



THE SEEDS OF DHRUPAD IN VEDA IN THE
FORM OF ‘STOMA’

VINAYAKA RAMCHANDRA RATATE

Editor’s Summary

The author classifies current music into three levels, viz., (1) Vedic
music, specially Samagana which is performed in Srauta sacrifices and
also on other occasions; (2) The Gandharva Veda established as an
Upaveda of Samaveda. Although no text by the name of Gandharva
Veda is available today, Gandharva music is described in Bharata’s
Natyasastra and (3) the Desi tradition formalized and systematized by
Matanga in his Brhaddesi. This tradition is rooted mainly in Agama or
Tantra, according to the author.

The author has tried to trace the seeds of the two streams, namely,
Marga and Desi to Veda. He places Stotra, stoma, and gayatra in the
Marga category because they are used for eulogizing the gods. The rks
grouped under Porvarcika and Uttararcika as well asa group of some
other rks taken together bear the collective name Pragatha. The
remaining part of the Samaveda Samhita is composed of rks that have
been used on different occasions in the sacrificial pavilions, courts, other
platforms etc., their common name is gana. The author appears to see
the seeds of Desi in this category of Vedic songs.

The author concludes by drawing attention towards the similarity
that Dhrupad bears to the Marga tradition. He also puts up a plea for a
serious study of the srauta tradition.



Mgt wfier # TEA G oF gETEE
wo qfiga WS AFR : dfereq afewa

|IAT AT

AT H1 TAAF IWIU F 17T Fo FT A7 99@ 3 | 7%
70 & gug qeprea Uedfas foafa as8 agi v | fqafaal & aga-
H1% N Ta9H 1 T HIAT = 57T o7 | Q¥ qAF § o § Fqar-
5497 T sfigeed A qqq Igrarg a1 ggraaans & A @ | ggrga
FHATE Aaced 1 faare-ger &, fagd ararT-0a &1 IFEAR H31 2 |
qfe &1 orof g &1 o ani § s A gafa (Quo) wwag & Fa
gl 38 afear & 1 gad ‘agr-graey’ (TnE-9gra?) @1 § g wag-
W D A F Sar § QO wrAqAar &1 Al gfgafe-ant st afasrd
4 1T § |

Mas-dfe & Aw & g2 N qFea 9 a9 Naewarand &
aMIAIT § IeAH +ff agareht & qrqq 9@ § w19 g1 gedt afwar &
A T ArAEA FRN q9R g sgFE A FEA A & f{uan
%1 §=81 995 &l | qF Arard=t ¥ faad 1 6 $8 F18  q20q da
T91 98 QUi Wil | sfirash & ara qgea S 1 Fa1 aifsadl as
At @ | geaq 2w A faosma =it @S St 4gIUT 7 S0 F gaEd
ardog =it firegares & swfqa s Mare a1 A Der 9gu A &
ga9-999 97 JA-NAR qF gega 1 gonfesr § qrafga gueg
fawat 1 frsrar g arad € 633 | | aafaor & ana ¥ 9FF T W
qig fFa1, @FArdgds il qu ST S qF FAT H dag Leck H
Mare AT S fqAin £ Jq0 A TZT AT FT | FAS: FeFHIAT
ATst Y §F1T |

fea Hasr, USTAWT, Td FFEaraRdl & gAd Siaql o1 a9 safq
ggs ATHiTa I g\ gfe-ariia @=8M F FfA gEE, AW,
AR, A7eald, Sdeardl, AT, FONIE, Mfargeardl d
gififas afe & S ogd argey sigr ar | 4gf =81 &1 Taw agfa
qret ot Ada § maAy o , I P 9@ T v B @A T@v g o
59 grIad § wfead w1 g3 am faar war § ifE wET w1 s
239 Star QiaT § | ora: g9 wfad § o @fia W gAN Ella F A
¥ AT Srar A, Qar v oAr § | Mare-ART & A1 g3 dita §

A faar @ g
9
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Wi oF qar el ards § b sraa awge fafa
g <ufed @fia wagafs &1 afesT oir <@ &1 afas sor g
AFHI AT A7 28 1 560 F GZR 976 W B G967 a3 Y F@[
@1 R | Nl 0 &la & Srar 9 araw 9 1 gfe-anifa assi w6 sa5
I & |

WIAGAIE B CHIAT F AEWFAT § | OHIAT F fou g g
QFATT A & oI gMa § o fadw a1 ax 51 92 qaa-dat | @i &
qg MAD! ey qifasras § | enfeas g@ agwg s jg 99 =ifgd
AT & €93 TAR B I9T ArTAFAT 3| 9 awg fafesa =a & 5

ST AFAT G (F 93 AN § Feav AIIAIGRET FA JIE Fqid 9
TEHIR TEAHT FIE T TG

HIAT & 7T 5T AN H1 499 &7 § Ag<a fIar a1 g | Nqre
HWfaT § A 9% AT qAR AN F A ¥ AT T8 9@ gl sLag I
S Faren § fadioa: wfwmia 1 saaar % SRaAT ATUYATE | 59
WfER § 998 G AAN F A=A9 § Sror-q0q Gar s g | areta
Al 8 951 g9 9aR & 97 e od 93991 §
T, AR B I @A G, I g9 AR § A g | agi @x-va
BT ST H 92 9 | WA 1 q4qrar & 360 g ¢ fafag w9l 5@,
dlaredl 1 q@iEl 43 FITHAN A AR q@ET A 99 F a il
TR A G| E96 QF MR Q141 € e g & | gare-aSt & sean
TG QA D R A9 F FaAl g FAT g7 WG F 92 gl
R g HI AgT qreleh 63 & |

¥4 # HRATE Sl F1 93—(I0T gearadt 1<) |

(1) 3% WA 9 Ted, R ET AT W@ | ARG gF A
WA 9197 G AN 9T I IFIE = gl & FAX WA g0
YT @A A 9T fg@Hi 0 001 09 NY w@q Maw 7 AR
e AT F W W@, gATI T AR N Ae@rg o quie AR 6%
® S1% FAaT F FIT 1% U1 8 2R R

gasaret w1 97— g4t

S A 1S A, 57 WA Fq T, AT § Nfaew A agay fag
A | TEAT F T 943, TEa § 99 qF, AT W @I J| o
@I R T @ g9 S, A% fa@wdt a7 & 3@ ¥ A3
93 || Sraearl freard fgsdg QA &l & 4w o3 e §a
a1 R
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AT Ma%r A &fF FooEm w1 92— D)

gl #1 Jr3Q afa 397 71 daote @wa i W

faa 0 QA & Ava a5 AV A HT 915 1

TE 1 AgH 3 &g § A Fga g H o1

FO ST S WA F 9 G 9T 913 § a1 FIG A1 77 9 R

YIHTAT T8 S HT1 (FAR) 98— (T IF T{IR)

TS ATE Aigd @®ad i || Aqq {9 Fifg 3@ WA g1 Ul
T 1N

Aqq A T ATE 3GT H1 NN Aa@ Feaift N Shar & ik
F FA1 4@ Afsd 3 AA RN

g wIw g9 g1 a4 g afa fafas ad@t sifcn =0 as <@
ML MW TT STAT & I 1130

3 AT GFS a9 aftar i e aF W || 9AET ] aqrd
#1 sfa 9T e _F amd 1w

S JWSF @ HaT A A T E | AzSq FaA F faear &
qg i agi Hida ¥ gAars A & | guArgEt W98 913 S § | fafae
@I AT 75l 198 ¥ATR TEA F HdT G g@Es f o9 fFaga:
yafa gt g | qam=d do Ay S shqgea o A & ASEr A
/A 9| A AT Q@ @ q@ET q9AT FQ A | G787 0F 099 D
qIeaq & F fed sog & e | do YwATNAUS o Mfges wash Mafar
B G G a5 S A g@rES-ENa 3@ A0 Gl | A1 o agy
GAGI-TIA &1 qTFqU HdfAal ar aEsi & €1 § = aeg o & Farsay
g1 AZT ATATIATT § |

qga dfed argsit I F7 S0 HIA § qraq 4L B ASr=q
qrgtor afRar # gaAT | 997 § £ A9 § GNAIAT ASFHAT A7 | {3
& afa araer @ 9 faqr =it A1ga st & S0 g st % ead a9
qErastt & | 799 fqarsil w7 qET 999 @ g W gE@ w1 93 sqfeat
A9 Q& AR = Iqed FW |

fafaaq qifitas faer & e e gaa 9aRil® WA 91 oq9
w1 faear afveq Misrae qedsh & &1, S & gEmee & qre-ae
S9aTarE ot 4 | diagre-aar 9feq Ao st & 78 99999 gegeq
s aferoll, qcaeaid I@aasl, = agq AgAS ¢F qdq fagsit 9
S Ag AgAel ud qdq fagslt § aaa osg a9 fmer wgw
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1 QA F [& FIge fagsht & oY afar fard 91 9g@ dat @R
Hudn & fod qorfan 4, fET@ifeas e § & a7a § g i
gfaar gam A W

H1a3 fagsit H1 Reg-qeeqy § qr=rd /gl F1 a8 a5 fsar §
gafaa g | =it Mo qss ot & IR fasay 1 5e9@ & g faear
2| 9% g9g-uaR & sy =t q@equs Aard, 19 @7 99R off g
wdn & fasy dfeq neg st od fageara st ger<rdy difear a & |

q Ao STl AT AGTAAT A1SA1T ST & HI7T 17 ¥ | ATSAA S
7 sl feeg fazafaemea § dita & ssas-wsamma & feg oY o
sqaedr Y Y, |G Avgsl agrs # ardtaad frar | afear & ofesa
faggae it TrEaEd areg d@ig & fas &1 gq QAT agrgaE 3
fazafaaen § wRda aredig @ig & gequa-seargT H1 A A
femar 1

o9 gelferde 7 e gaTg Ian AL Aredia s agh safeaa
S a1 NI AR ETAE A HT GG GR QUS[S HY [ AT
T AT AT | J&T &1 A9 G371@ § IGo7 I5aT ¥ |

g R A AT FRN fewg famafamea § 91 950 oF qawn
fqamr & sta NHAT 9 | 99 sarg wd gadiaar & arg anw et
1 Qe &1 RET 8 &, 9g G4 & N Asq19Hi § &Y faw away & |

do FFSIl AETUS HT ¥+ Ia% AAFGIT 37 Sfag giaramd
§ 91 | H F IR ATOTSENT @i & ATGH[ =AY Faq o7 | Fg-garef
910 IAT ATAEN § 7% I g2 | qfROAETEq qFgsil AGIRAST -
qgq & Afafis S=asife & aeam aaa & o da=Re saar @ 9 |

dfeqsit % €198 AT F & F1 Ao STF g fofaqd 39
“g1qg faer agfa” & sisqdia faear § faad fafea Qar g 5 emad 0=
do q15F ST 4 9T A A fawr o qaww s ¥ & o | N
SaFr fasll Sl dig g & dfg faar 33 &g sar W@ A
A7 q§1 SL9E F1 gAfE VA SRS &A1 F e WHT A |
FEI-g! a4 HIETS T WY IedE@ 3% T8 &7 & fawar |

A197 o &1 W fafuaq fer &t stz wikgad w1 § gaF g0
% afag a0l & arer 51 gea® gsq99 GFHar . dfeqd it § sa9T 30 a9t
aF qa & fafua qiell &1 @Fad fHar § 1 emad I3 g fAese gaa
I WiarFal 1 FIAT ¥ 939 w2 & N fqar fd o)

fafaed v Tleat & afafis dfeq aegel sag e & s
% | IAF 919 A1 JqAHASN F G § afrs o F 93 9 | wia-alag
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giias SIFT 9939 fagsit @ o avgslt wgvs ¥ SfiAash &
TOE-HATT §T d@d HIX 98 &1 qwg Farar &R oF @i #
faerredt zq 14 33 97 Faraarar | & a9 g7 F @ o ol
F o@d dfegsht grur fwar o war | qweg amga fazeaz sreqesar,
qAUT MSVFATE & FIWT I H1F AU & I 7| 39 IHR &0q
1 OF gSA G IT% I & TS T4 |

ol aegelt SRFEA ¥ N qFe o A JAT A qeHT T s
QATIN qgf HATFW T | AR T A9 F FIA-T0F FOF  9QGET F
1w dfex § qafa G @1 swaar aeng w9 sow feens g5 <@ &)
QX qSUF GHIST WA 3G IS ggar, @t fafens W) oqe
g 9T F2 M-I AR T A A9 HTATA ST S NrS
dfet w41 yHerE (FN) fewa ginds faemew ¥ wiqes d@da
afafa & acaraa & sasw qdn aeT 1 FEwT graeT ga Aar | g
qFET qT Al AGH GE-TGA-FST F FAGHT A &N F G NG G
&I &ifta 4t AT faena-fagrer gq &

94 fadl =it fgarers wifFere da 9ax Ra ¥ Usaqre |
AAH AMAT 9T AFT QWA GG AT & qHISISH ]y
AmEr (230 ara1x) feaa NS F gar, Frad @ia F srferareasia
#fl A7 AGINUS HT §T FAT-A189 galr | Uoqqre A fady &9 &
QEMFTEST & G187 1 AT A I+ gifes qwrs 4 |

gna-awedl & ofs Wt aEr agd < o1 awedl oy
gEasar faer, fame-fafang oix safa & aw ST ] TAT SaFT
AT AT | GEAA AT 1 ader fan @i seafa Ry s
f6a ST Qar enaET gFIF AT | &@o IEATE FANT @F F T W &g
Na afed F F 3 04 A9H AIGT-FOT ¥ @f grgd seaeq
guifad gg o | &% si=x @inifas faufadl & @ snad Spe aT-wor
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THE MUSIC OF ‘GOPAL MANDIR’ AND MRIDANG-
ACHARYA LATE Pt. MANNUJI MAHARAJ : A
BRIEF INTRODUCTION

SEEMA GUJRATI

Editor’s Summary

The Gopal Mandir of Varanasi was founded under the lineage of
Vallabhacharya, Shri Mukund Prabhu, the deity of this temple, was
brought to Varanasi in Samvat 1886 from Nathdwara by Tilakayat Shri
Daunji Maharaj. Like other temples of this sampradaya, the texts
composed by the poets of Astachhap are sung in the Dhrupad Dhamar
genre. This musical rendering is mainly centred around the text and
the elaboration by was of alap, layakari and the like does not form a
part. The accompaniment of pakhawajis indispensable and the texts
are set to various ragas.

Mannuji Mridangacharya was born in Varanasi in Samvat 1959,
He was deeply interested in music since his childhood; his father was a
good pakhawaji. As a child he used to play on pieces of wood. He
learnt mridanga from Pt. Bholanath Pathak who was also well-versed in
Dhrupad singing. Pt. Bholanath learnt from Balwant Raoji Dakshini,
Baldevji, Shri Madan Mohanji and Parwat Singhji. The last two were
the pupils of the famous Kodau Singhji who belonged to Banda, was first
employed in the Rewa court, then in Gwalior and at last in Datiya till
his end. Acharya Mannuji was the most illustrious among the pupils
of the ‘lineage’ of Kodau Singh.

Pt. Mannuji was a favourite of Pt. Madan Mohan Malviya. He
was appointed by Malviyaji along with Pt. Shiv Prasad Tripathi Gayana-
charya in the Banaras Hindu University in 1932 for imparting training
to students. He had also close connections with the well-known musi-
cians of his times, one of whom was Ustad Alauddin Khan of Maihar,
He learnt dhrupad singing from his mridanga guru, Pt. Bholanath Pathak
who in turn had learnt from Shri Jaikaran Mishra. Sometimes the name
of Beni Madhaviji is also mentioned as his dhrupad guru. He also acquired
proficiency in tabla from different gharanas. He collected compositions

related to tabla for about thirty years.

Mannuji’s work bearing the title Taladeepika in four parts is an
epitome of his lifelong labour,
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Pt. Mannuji founded a Pathshala for music in the Ranchhor temple
of Varanasi. This Pathshala is still being run, but the emphasis has
changed from pakhawaj to singing.

Some names of his notable pupils are Rama Vallabh Mishra (tabla),
Ram Kripal Gupta (mridanga), Jeevanji, Vithal Das Gujrati of Calcutta,
the Mahanta of Sankat Mochan late Amarnathji Mishra, Bhagwanji,
Late Pt. Sitaramji, Krishnadasji (all for mridanga) and for vocal music
Late Kishori Lalji, Bhattji, Narayan Dasji and Narayan Das Vishambhari

(sitar).
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THE CHARM AND LIGHT OF DHRUPAD
BHUVANESHWAR PRASAD TIWARI

Editor’s Summary

The author describes the charm of Dhrupad which drew him
towards a strong resolve for learning it at any cost. He further describes
the rigorous practice of svara and /aya required in the training of Dhrupad.
The resonance of the ranpura and pakhawaj as well as the spiritual content
of the song texts had a special charm for him. He also emphasizes the
need of giving the requisite orientation to parents and guardians for
making them sympathetic towards the learning of Dhrupad by their
children and wards. The practice by the beginners should be closely
supervised by the guru. The author also stresses the need for paying
attention to the food and general life of the student.

The student who completes his training and is sent out for perfor-
mance and teaching should never forget the need for constant practice.
Haste in making use of the training for earning money should be discar-
ded so that proper maturity in performance is attained.

Poor students should be supported by the state in such a measure
that they could provide for themseives balanced diet, adequate housing,
instruments and cquipments.  Similarly, competent gurus should be
supported adequately wherever need be. The gurus should also pledge
themselves to imparting serious training to deserving students. Training
should not remain a burden, rather it should have a charm of its own.
The author conclude by eulogizing the potential of Dhrupad to bring
peace and harmony among people.



DHRUPAD NEWS
RITWIK SANYAL

Here is an annual report on dhrupad events. The period covered
is Feb ’90—Jan *91. The reason for a fewer number is perhaps the

disturbed political conditions everywhere.

1. Varanasi—Feb. *90 : The 16th annual Dhrupad Mela, organised
by the Maharaja Banaras Vidya Mandir Trust at Tulsi Ghat, was held
on 21st, 22nd and 23rd February during Mahasivaratri fcstival. The
Mela was declared open by Maharajkumar Anant Narayan Singh, Dr.
Raghunath Singh and Professor Veerbhadra Mishra., All of them stressed
the need to propagate dhrupad from different platforms all over the
country. As desired by His Highness Dr. Vibhuti Narayan Singh, the
Mela extended our cultural boundaries by inviting two dhrapad perfor-
mers of non-Indian origin : this gave the mela an international look. It
also showed how the so-called pluralism in Art can be unified by the
holism of Hindu theory. This also proved that the popularity of dhrupad
is not limited only to the act of listening but also to learning and perfor-
ming by diligent and talented expatriates,

The vocalists, instrumentalists and pakhawajis who performed at
the fest were : Sri Sukhdev Chaturvedi, students of BHU (dhrupad-
vrindagan), Sri Sachchidanand Soni, Pt. Vidur Mallik, Sri Raj Khushi
Ram, Ud Sayeeduddin Dagar, Sri Ramjilal Sharma, Sri Pravin Arya,
Srj Phillip Fallise (Belgium), Mrs. Nancy Lesh (USA), Swami Pagaldas,
Sri Laxman Bbatt Telang, Sri Tribhuvan Upadhyaya, Sri Nirmalya De,
Sri Saket Maharaj, Sr1 Raghuvir Mallik, Sri Ramkumar jha, Sri Gunindra
Mukherji, Kum. Chitrangana, Sri Premkumar and Ramkumar Mallik,
Raja Chhatrapati Singh, Sri Raj Kishor Mishra, Pt. Jyotin Bhattcnarya,
Pawar Bandhu, and Sri Shrikant Mishra.

2. Bhopal—November ’90. The annual Dhrupad Samaroh was
held on Nov. 24-26. The artistes were Pt. Siyaram Tiwari, Sri Bahauddin
Dagar, Ms. Asghari Bai, Sri Arjun Shejwal, Ud. Zahiruddin Dagar and
Wasifuddin Dagar, Sri Manik Munde and Sri Shrikant Mishra,

3. Jullunder—Nov. ’90. The prestigious Harvallabh Festival was
held after a gap of several years. The dhrupad recital was given by
Ud. Zia Fariduddin Dagar accompanied on the pakhawaj by Sri Shrikant
Mishra.

4. Gwalior-Dec. 90 : The annual Tansen Samaroh was held from
7th to 9th December. The dhrupad items were performed by Ud. Nasir,
Aminuddin Dagar (who received the Tansen aad worth Rs. one Irwakh)
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Dr. Ritwik Sanyal and Pt. Vidur Mallik. Sri Shrikant Mishra provided
pakhawaj accompaniment to all of them.

5. Behat (MP),Dec 90 : Ustad Zia Fariduddin Dagar performed
at the birthplace of Tansen on the 10th December with Srikanta Mishra
on the pakhawaj.

6. Bhopal : Jan. ’91 : Ustad Zia Fariduddin Dagar performed
Dhrupad at the felicitation of Shri Ashok Vajpeyi and a seminar on
culture. Accompaniment on the pakhawaj was provided by Shrikant
Mishra.

7. Patiala : Jan. 21, 1991 North Zone Cultural Centre organised
a music festival ‘Basant’ in which Ud. Zia Fariduddin performed Dhrupad
to the accompaniment of Shrikant Mishra on the pakhawaj.

Western Europe: Ud Zia Mohiuddin Dagar gave an intensive
course of lec-dem on dhrupad in Holland and France during the month
of July. Sri Uday Bhawalkar of Z M Dagar’s School of Dhrupad in
Bombay joined these two European centres as teacher of dhrupad for
a year.

Other Activities : Dr. Ritwik Sanyal performed at the Deb Kala-
kendra, Uttarpara (W. B.) on April 20, 90 and Sursagar Society of
Calcutta on April 22, ’90. he also gave two lec-dems on dhrupad at
Saptasur-Calcutta on April 21, °90. Pakhawaj accompaniment was given
by Sri Ashok Tagore at all the three centres. Dr. Sanyal also conducted
five workshops on dhrupad during the period between March-December,
1990.

Ms. Nancy Lesh (U.S.A.) took part in a workshop on
temperament of Musical instruments, Indian and western on Nov 9 and
10, 1990 at the Kala Academy, Panjim, Goa. She also gave Dhrupad
performance on the Cello. Nancy Lesh is already a budding Cellist
playing the Dhrupad genre in which she had rigorous training for almost
8 years with Dr. Ritwik Sanyal and Ustad Zia Mohiuddin Dagar.

She also performed Dhrupad at the 10th young Artistes’ Festival,
St. Xavier’s College Bombay on Nov. 24, 25, 1990.

Awards : Ustad Nasir Aminuddin Dagar of Calcutta received the
prestigious Tansen Samman, 1990 of MP Govt. at Gwalior Fest, The
Chief Minister increased the amount of prize from Rupees fifty one
thousand to one lakh. For the Banaras dhrupad mela prizes
(Endowment Fund of Travancore), no awardees were nominated hence

no were names declared in 1990,



B UE WAL

(aeaifas-5d AFIR)

£J9g-graeel JaATsl &1 arfes [FaRr segF 6@l e &
HAGY 'Y TF F1 FG AN f@ar AT g | 59 ST gl ft geqr

FIH F7 § | 7198 g a9 FA0eT FTHT HIW 3 |

2. SR —GIEN "qo—Ti@gal aTlus 5192 Her W, W &R
R FEA F Al F od qv Age gara faar afe am
F AT ¥ godt =e 9T arAfad gatl AS BT AT AU
FATX aeg ATvaw fag, sto At fag i o A A gru
Nfia fFar aar | @l J goa F Fweardl SATCHAIT A ATAIADRAT
R g% faar| agrua ero fayfa "mer fag &1 =81 & SgEI
&g 1 & A ¥ uef qiegfas @ame &1 fGEa $& @ G906 @
¥ sarre ot arrifra fRar war o | gAY OF A afiga @st
gar a2 ag fag gt B goz A SiwlEar F4@ =30 a5 difag 9§ 8,
afyg @7a Zat & W@ & AFT @R A qferdl &R sfqwraner
SHIT g HiE@q i MA-gqE F w7 H W g9R F ufq S wgeE &
W

fad TraF-araswt 3 7T fear s am §—FRi e fasafaaeg
¥ freneff  (g@a-geanm), o gedd =qadt, o afemarda &,
do fageafeo®, = USIEGH W, So §IGEA IR, H AN IS
gat, = gaa ard, =N fefe wfew (Afesaw), =Had @ S
(Go o @We), TAMH 9M® @, =N FEAU WZ T, =N frqaq
gaqreard, =i fanfen 8, =i ada agud, =i WA afees, = wagar
g, =0 oiteR qEsii, Fo fAimar, =t SagmT AR WagAR afess,
wiar oAafa fag, = vz fam, do saifed wgramd, 9ar aey,
wero AT fag #ix =it siwtea fas

3. WATH, ATFAT 'o—a1fuF 97 GAIAE FIFAT W F [
aF gl | ForE I—do faarum faard, =t agrsda ey, fad
FETdars, = asd ATIS, Fo FEIGEA SFR &I JHGF AT AR,
oft wifors qo2 & =N #fiwreq fae P

3. SEHT, AGFAT 'Qo—fqeara gracey Awl £5 a9 & AqUS
&% &g ganl Io a1 VRTET R 7 = sewred fasr $ q@ras g F
19 £19& Tad Segd 6 |

¥. arfeaz, fagraz 'eo—arfas q@dd gug fauag & ¥ <
a% AT | 5193 A9 Jo MG ANFET S (I+F ¢ &1 ©93 H7 ATAHT

11



82 Dhrupad Annual—g1az aifs

geaT foat wan), e kA, s o do fageafeos 3 seqa far |
¥l & Q1T q@ras qua = 2Fea G

X, FFE (Ao o), famray 'eo—ao fiyar FUIZET ML A
qIART B FeH-TA17 9T Qo fageaT &1 = S&req faw N garas g
& g g Bar

% WAE, Ad ‘2 —3o A1 HAZAT WA 0w
N aWmE Jedr & seafe 9z gafaa ‘Gesfa g dae’ §
= 2w fae & q@rEs d0a & qra araa gega fHar

o. gfearer, saad *el—3aT A7 gicslas I+ ¥ ‘g9’ 9w
¥ o didraa aEfaa fGFar, fSai sz fo@ 97 sesr aftafes
gl

afgadt Qa9 —seqiz Mar Afgsd =M A Gag Tl
F[ CF T T A1 ATg § G908 o Hid § Soar | g qead-
feaa 92 faaea & faardt st 37 waes & &7 O91 30 & gw
Fexl § OF q9 as (s & &7 § wd GFar |

a7 frar-se—aro Efas araw & 37 For 3w gag qreT
(afk=w d1@) & Re A% ‘o & T OB A1 GLW@ER da@ar F
R A%S F 9= TAT IEGT (BT | AT GEYT FEFAT F 2 AFS %0
T H0T XA SRR Aten ot fad | At A s ams dWed
q@Es 93 gafa &1 1 St grEge A Aqre-faavat eo & @9 Fowar
% 419 98 91 9f9 FEAe ff T8 |

=T A7 da S f5 AT 9T w T AT FE G, ¥ wieda
31T afe=dll qreli 93 ‘eqz-arnwoy (Temperament) 93 o HEdqar
¥ qaEaT & &I Lo, R0 W WK fwar (For awiad, Mer) | agi
AR 19 7 A&7 3t Seqq fFar | ot sL9a faa 7 aga Sl
g% Slo sl arare ¥, fH Io far Mifgeda = & frer & sk
1T 3% B IWWI g2 FOHIR § | A9 G2 799" Fiow, qrad §
R¥-X4 AGFEX {/%0 H] ZAT FIFIX GG & Q7 AlG37T § IF) 9
193 S T o

JIERR—FSHAT & Jo AMGT FHIET W &1 #As7 g3
YR F1 faeard arada e (23%0), Aifoas & g § faer |
Eq SR F qAUAT T 59 (EFR A AR g8 99§ 4L genne gy
FT L F1@ FT A G | A & 9% AT %0 § fodgn & U qfkqe
g1r eifaa 18 gRear sfaa agi ga



qQEqIIHIT

Ta a9 F graEsd § guw ag sar 91 G g9 F TS AT -
farar, ‘a2’ & Fon ar aod fua, -are-gRed, Fag-afiEg o
fazduor senfe faquell & w0z aifed & ofw il & arasy ST B
TR\ WA wag A fafe qxeaRie—awim, ene, 3fan, qedet
SiTfE a2 ot qrt gega 1 0€ 21 weqd o § Feedt A% Fear § aena
BTANT A A€ G arar @, g A g A 9w o gy ard g
for a3 ez faare @ AMfEe |

A sdfear sN & @ § g swx T 49 ‘gaay (Eperi-
ments) ¥ 1 g QY 7 g, Iay faraq & fou oF gReaT IAT FT
1A a1t § T ag ag B AdAar w1 o sar 2 ? g F Mag
A91Aar & foq @dg e w@r g1 Fer faudl § adiqar, q9)9 ara s
fafadyr st QY & areg 917 § Ffiaar Rars 36 W& ST
% fog TTfras &1 & gon-Her #t & 35 sua-uaR far § g
HIT afrgt § mAa-gaw o woz qwaw § ow fafae g By gfafsy
FLARZ| QAT A & 5 z@% qF Feu-deraw g2 HI8 g
d a8 ) g foege o mamd @ & g freg mfrae 4t
AT & JS g ATA-A1G § 0% Gaqr 910 7 &GHG ofF a7een
gAT BN, I FA Y Iad Adlar A oot <@ g | feg ag
AN I F WNTT Y £ B A | I IFR a7 afe E SR
o atfedr T A 9 o 9 9E G FIAT 0% AT § 4y ag AT 9
AAAAT A7 §, I AT ¥ g96gq @ A9 qreqy ¥ fafsger gl
g Arean & aftadq & gad gru gega @i § 0 afk 1S g&q
afeada ar 913 a1 3 s7a ¥ aWed A amar qwax § sggy ik
feg oY forr diegfal &1 afiq-azfodl &1 @93 3 #1 samg gwag
A&z HVG arsr awar 1 Q4 9FC R Fhqar § AT gHFAr
qrazas g | 39 faaw & faar feed) st adm agir ap qeAiHRT g

g
gfeant & afadi & afafes w92 gafe & foa ¥ 7g &

ST STAd § F 9ad a3 gurT § ik ege-u dk @g-ars & afasq
o g | ag At srf-arEy ara g fpafe & Wax TG Hha § S



84 Dhrupad Annual— 793 arfasy

@ FT wArea gra: A% wgar | freg afa st AfR & aw g
et & 92 @Nasl § 9EaT 33-29 A Afawr g3 al g@ET fFar
g1 g 2 | afradl & g3 s aftex & arg sfafeq qeal & o Srad
@ & 8l &o off graIaaargsy S9 AfFET § g8 qrew W afaT F g
gfgere 33 @ § | 20 961X & F9-2T § fw enafs gen ancaral 1
Igwa giar g g9 93 iR fawre edfaa @1 s swie Al s
gawl S w7 ¥9 qT qgaar g da fuw ofkfeafa & @i s&
gusiar F¥Er gear g, @ aX W fa=me gAr 3ifge) z@ 9FR &
-39 a1 21 @ & X Fr-w3 wleax & g &1 e sfafwar €
graw AT T8 § | 9 AT A IS 1 3w enwona § -

“daq Fgr @S G H |
grag-am gafgar  gd,
feafr @y gl am”

S § a9 AT o F FWAT Y @M 599 favw AV A @) gy
fir uffge & forw de (9gd w9zw@R R o ardafas aan) & sfy
qar et afafwar saw s @8 | grqel @O AT N aafs § dig
#77q @Y g ha § fyawr A Sar-Nar qwe w0 ag sy
AT ZWIT |

AAFAT AR GIFA F AT gEIe T FAAAr #1 qatar 7 g
g7 QA1 95T 93 g AWNHT s § F919F avash arwfag w3 )

I 933 A fage & g arfion 9l § gafaa gag qzeqq
9T I 9EGT FA A G WO AN 0L &1 sy sy
e g ATAT T@AT & THATT T 3 |

g9 afaw1 & fd-99 saeq & fava § @Y @521 %€ Hraoy ¥ 2
fagig aiterafdr gamaravwg A € @wr 1 BEwt sk graey §
TR &t 1 T arareg &, 6 S @ @R s g faar
o1 ©9 &1 IAT 91 § | AR Ae-watat & afq gw qarardf § s4ife
SAT MY-IH ARG GTAT BET F auF @ & Sy | g a
Al ANy & foq qras earfad $3 @ § o gea-fagas iy zfagra
4 3¢ Sfaa cara sjazg fadr |



EDITOR’S NOTE

We had said in the editorial of the last year’s issue that the five
issues of the Dhrupad Annual have presented valuable material on the
analysis of its structure, thought-content of song-text, raga-tala-scheme,
composed and improvised components, etc. We have also presented
information on the Darbhanga, Dagar, Betiya, Talwandi traditions of
Dhrupad.

It has not been possible to initiate any new direction in the present
issue. Presentation of valuable material on Persian sources initiated in
the last issue has been carried further. Some of the articles included in
this issue do raise some important problems for serious thought.

The avant-garde experiments mentioned by Ms. Amelia Cuni present
a problem about the definition of innovation. Tradition has always pro-
vided a place for innovation within itself; e. g. novelty in thought-content,
use of new instruments, creation of new ragas and talas and innovation on
similar lines has always been acceptable in tradition. It could not be said that
song-texts pertaining to Krishna-lila did not exist previously, but an exclu-
sive and yet complete stream associated with raga-seva in the temple must
have had its innovative halo in its initial stages. It has to be remembered
that this innovation had arisen from within the tradition. Similarly,
if an American chello-player has started performing Dhrupad on the
chello, it is only a case of adopting a new medium, but the music presen-
ted through that medium is not cut off from its tradition. If there are
some subtle changes in the music presented through a new medium,
tradition is strong enough to assimilate them. But when an attempt is
made to mix or combine the musical traditions of different cultures, the
very attempt involves cutting across tradition. It is essential to under-
stand the difference between these two types of innovations. Proper
evaluation of any innovation is not possible without this discrimination.

As regards the dhrupad tradition established in the temples of
Pusti Marg, it is well-known that pada or text is the most important
factor there and the variety of svara-raga and laya-tala is subsidiary. It
is also well-known that the music presented in the temple is by and large
free from the tendency of playing to the gallery. But the exchange or
interaction between the musicians associated with the temple and with
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platforms outside the temple has not been given serious attention. The
musicians employed in the temple have been learning from gurus outside
the temple and temple musicians like late Shri Purushottam Dasji have
imparted training to students outside the fold of the temple. The subtle
psychological problems arising out of an interaction like this need to be
seriously studied. Similarly, when the temple musician reaches a platform
other than the temple, what is the nature of compromise that he has to
make ? Such interaction has always been there and somtimes very sharp
reactions of a temple musician have been recorded. The utter unwill-
ingness of the poet-musician of Govardhan (Braj) to attend the court at
Fatehpur Sikri is expressed in the famous lines that begin as follows—~ -

“What does a saint have to do with Sikri ?
My shoes got tattered in going and coming
And I forgot the name of Hari.”

All musicians attached to the temple could not be so detached
from fame and riches that they would express such a sharp reaction to a
platform other than the temple. Total detachment and deep attachment
could have numerous degrees in-between them which have not been given

due attention.

We invite a discussion on the relationship between innovation and
tradition and the limiting boundaries of innovation, We would like to
initiate a column of discussion, beginning with this problem.

Our keen desire to present material on the tradition of Dhrupad avai-
lable in some villages of Uttar Pradesh and Bihar as well as Chattisgarh
(M. P.) has not yet fructified. Let us harbour a hope for the next issue.

A word about the mixed nature of this journal. For various reasons
it has not been possible to make it a research journal, although each
issue does contains at least one, if not more, item of serious research,
Considering the mixed composition of the contributors and readers, this
has been unavoidable. We do owe an apology to those contributors who
put in serious research work and whose articles are clubbed with items of
general interest. They are setting standards for potential scholars and
will certiunly receive recognition as such in the history of research on

Dhrupad,
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