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CHAPTER ONE

The Literary Aspect of
Thumri Compositions

~ Classical Hindi Poetry

Thumris are generally written in Braj Bhdsha, a dialect of western Hindi spok
region around Mathura. From the fifteenth through nineteenth centuries, Br
was the primary literary dialect of the Hindi group of languages in North |
particular, it was the language associated with the Krishna Bhakti cult, wl
itself centered in the Mathura area (Dwivedi 1966: 1ff).

Braj Bhasha is an Indo-Aryan language descended from the Vedic dialect
by the Aryan people who migrated to the Indian subcontinent from the we
second millenium B.c. From these languages developed, on the one hand, !
which survived only as a literary and religious language among Brahmins thr
India; on the other hand, the Vedic dialeets also gave birth to the Prakrit
became the languages of the common people by the fifth century 2.c. (Dwivedi

Of the three forms of Prakriws, Sauraseni Prakrit was that spoken in the !
area and eastern Punjab. By the eighth century a.p., this language itself had
artificial and decadent, so that it was replaced by Apabhransa dialects; |
among these in literature was Sauraseni Apabhransa. Like Sanskrit and the |
Sauraseni Apabhransa too calcified, partially due to the encumbrances of
grammarians (Dwivedi 1966: 3), and it gradually was replaced, by the tt
century, by the dialects of western Hindi, viz., Khari Bofi, Dingal, Kannauji,
Bangru, and Braj Bhaska. The subsequent development of vernacular li
throughout North and Central India was a natural consequence of, fi
increasing population and rural density which promoted the rise of
nationalities,- and second, the rise of provincial inland commerce, which
greater communication, cultural as well as commercial, between villages (K
1975: 334-9). j

Dingal was the first Hindi dialect to achieve literary prominence, as long n
epics from the twelfth and thirteenth centuries recorded the exploits of Rajp
in their feuds against the Muslims and, more often, against each other (Dwive
I5f). When in the sixtcenth century, the Braj-speaking region beca
prosperous and stable seat of the Mughal Empire, Braj Bhasha eclipsed Din




3

.

2 THUMRI IN HISTORICAL AND STYLISTIC PERSPECTIVES

Titerary language. Tulsidas’ Avadhi version of the Ramayaua, the sixteenth-century
Rimcharit-Manas, and Amir Khusrau’s (d. 1325) Kheri Boli verse show that other
Hindi dialects did have literary traditions. But it was Braf Bhasha that was the most

--prestigious and popular, as it was the medium for almost all of the Krishna-Bhakti

poetry that became the dominant inspiration for Hindi verse until the‘ late ninctf:c?nth
century (Dwivedi 1966:38). Subsequently, Kkart Bol, with a heavily Sanskritized

vocabulary, was chosen as the language for modern Hindi prose, and it is this dialect

 that is now taught and spoken as a standardized lingua france throughout North and

Central India. ) )

Classical Hindi poetry is generally divided into two eras: the devouon?.l period
(fourteenth to seventeenth centuries), and the Riti period (seventeenth to r}:neteenth
centuries). Medieval devotional poetry can be seen as a product of, and an important
vehicle for the spread of syncretic, antinomian, and Iarg§1y mOl’l-OthClStlc rehg?ous
cults that gained popularity throughout India as a reaction agamst the percm'vcd
decadent sterility of the Brahman orthodoxy {de Bary 1958: I, 345-7). Seminal

~Hgures in thes¢ movements were the poet-saints Nanak (d. 1538}, the founder of

' Sikhism; Jayast (d. ca. 1542), a Sufi mystic; and Kabir {d. o 1518}, .who, preached a
. fervent devotionalism transcending Hindu-Muslim barriers. Tulsidas a'foreme‘n-
* ioned Ramcharit-Manas was the outstanding literary monument of the Vaishnavite
* - Rama cult,! which was centered in Avadh (now castern Uttar.Pradesh.). The
©* foremost poet of the Krishna-Bhakfl cult was Surdas (d. 1563}, a blind ascetic from

Agra (Dwivedi 1966: 68). In his verse; as in most Bhakti poetry, his intense devotion

- to God is presented through the erotic metaphor of Radha’s impassioned longing for,
; and final consummation with the divine lover, Krishna. In a some?vhat mare purely .
“mystical vein are the Rajasthani and Brgj Bhashd poems of Mira Bai (d. 1546), whose

verse is still extremely popular throughout North India. o )
Scholars generally agree that the sincerity, depth, and vitality of early Bhakti

* poetry ‘gave way to artificiality and shallow sensuality in the Riti (loosely,

“rhetarical” or “decorative’”) verse of the following centuries. Dwivedi (1966: 88)
writes that early Hindi poetry

... was intimately associated on the one hand with the life of the common man and
* on the other with spiritual and religious aims of life. Towards the middle of the 17?
century, a distinct change occurred. Poetry ... bcca-me secular anc'! scnsuous.klt
rapidly lost touch with the common man and {nstead of trying to tac E
. fundamental questions and vital problems, it devo.ted itself to the less laudable tas
-+ of catering for the sensuous pleasures of the rich.

.The change evident in architecture and painting as well as poetry was to. a
considerable extent a result of the collapse of the Mughal Empire, (:Ofxsx?qucflt
potitical chaos, and general economic decline which sharpened class contradictions in

! Vishnu is generally worshipped in the form of his fwo human incarnations:_Rima-, the mor:aiis;;;lc
protagonist of the epic Rimdpana, and Krishna, the deity of the Bhakd cult, warrior/philosopher in the
Bhagavad-Gita, and cowherd/divine lover in Bhaktl poetry. :

|
1
|
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late Indian feudalism.! Dwivedi (1966: 92) writes that poets were no lot
ascetics like Surdas, but dependent on and often sycophantic employees i
of sybaritic landlords and petty rajas. Their poetry, he argues, was ste
decadent hedonism of court life and became correspondingly manneris
and obsessed with eroticism.

The rise of devotional cults was one of the most important features in
religious, and soctal devélophent of the medieval period. The movement |
the north, where it was to achieve the greatest fruition and popularity
south, where, by the sixth century a.p., Tamil Vaishnavite and Shaivit

Aargely replacing Jainism and Buddhism. The new creeds stressed s
« personal love between man and God. As the followers were mostly froi
castes, the Tamil cults were antinomian and progressive in that th
exclusive and parasitic Brahmanism and also included a number of wome
de Bary 195%: 1, 345-7), T

Kosambi attributes the rise of the new anti-ritual cults to the emerg
classes of free farmers and traders who were no longer bound by tribal
and customs. Accordingly, Krishna’s protection of cattle also reflected
agrarian classes which opposed the wasteful cow slaughter of the d
pastoral tribes, and the onerous cattle-sacrifices of the Brahmans and th
(Kosambi 1965: 90ff.). '

By the eleventh century, the devotional Bhakd cults were sweeping
north. The center was the Braj-speaking Mathura area, said to be the b
Krishna, the dark-complexioned cowherd worshipped by the cult. While r
of the Bhagaved-Gita could be regarded as an obscurantist defendant «
system, the Bhaktl cult Krishna was a divine lover, and a cowherd ra
prince. Presumably, this new Krishna was originally the deity of the fer:
the Abhiras, a tribe which migrated to Braj from the south. Thapar
writes, “More sophisticated symbolism was attached to this cult when
Ridhi for Krishna was interpreted as the longing and attachment of the -
for the Universal Soul.””*

To women, low-caste peasants, and members of urban professional gu
offered, on the religious plane, the promise of immediate communion
rather than the endless cycle of rebirths preached by the Brahmans. A
level, Bhakti constituted a reaction against the caste system, which had
agent of socio-economic repression (Kosambi 1975; 292, 290-1).

The rise of the Bhaktl cult coincided with the rise of Indian Su
movements were syncretic, mystical cults with mass followings among
classes; as such they reflected the shared village life of Muslims =
{Kosambi 1975: 389) and tended to transcend religious barriers. Mu

! The term feudalism is not used here to imply identity with any specific Europea
Kosambi (1975: 3268} for a discussion of Indian feudalism.

* Krishna as the divine lover appears ir Prakrit poetry as early as the first century A.B.
widely worshipped in that guise until much later.
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" important form of worship and celebration in both the cults, and their popular
religious songs became, in de Bary's words, “the forerunners of a musical
renaissance” (1956: 347). Indeed, as we shall see, thumri itself grew largely out of the
" devoticnal/erotic folk songs of the Bhaktl cult.

Language

~ As stated previously, the great majority of thumt compositions are in Braj Bhashd, the
“diglect of the Agra-Mathura region. While Khari Boli constructions and, to a lesser
extent, Urdu words are not unusual in thamti, only a handful of thumris in Avadhi
. and Bhojpuri are extant, and still fewer are in Dingal or other dialects of Hindi. On the
surface, the continued preference for Braj may seem peculiar; evidence suggests that
* since the Mughal period, the majority of professional urban classical musicians have
: béen Muslims, most of whose mother tongue is Urdu, not Braj. Further, the regional
dialects of Lucknow and Benares, where thumri matured in the last three centuries,
are Avadhi and Bhojpuri, respectively, not Braj. Finally, in the last century, Braj as a
written language has been totally eclipsed by Khar? Balt, which has become the lingua
' franca of North India. The author has also observed that many music listeners who
‘are conversant with Khar? Boli-derived Hindi, (whether as a first or second language)
- often experience difficulty in understanding Braj lyrics in a thumri or fhayal. Hence,
" the persistence of Braj in thumrl, where comprehension of the text is cracial to full
appreciation, reguires some explanation.

Gosvami (1957: 139) asserts that Braj is employed in classical music because, due

: 0 its supposed paucity of conjunct consonants, it contains more vowels than other
North Indian languages and is therefore more suitable for singing. Similarly, Meer
{1981: 91) opines that “the softer and more open sound” of Braj and Avadhi are
preferred over modern Hindi due to “the lack of long vowels and useful consonants”
in the laster. Certainly, insofar as modern literary Hindi borrows heavily from

+ Sanskrit vocabulary, the Jatter’s intractable and harsh conjunct consonants (as in the
very word “Sanskrit”) render it less appropriate for use in romantic song-texts. Yet
‘this argument does not explain why Braj should be preferred over simple Khar? Balt or

" 4radhi. Furthermore, although Braj is indeed a sweet and musical dialect, native
speakers’ {including musicians) of other North Indian tongues, such as Punjabi,
Dingal, or Urdu, would vehemently (and justifiably) deny that their languages are

* deficient in inherent musical qualities.

Instead, the predominance of Braj in song-texts may be largely astributed to the
fact that before 1800, Braj was the primary literary dialect of Hindi, as well as the
spoken dialect of the region where thumt originated. As we have seen in the previous
section, from the fourteenth century, Braj assumed predominance among the literary
dialects of Hindi, Moreover, as the Krishna cult was centered in the area around

~“Mathura, it is not surprising that devotional Bhakti poetry associated with Krishna

" “was written almost exclusively in Braj (while Rama-ite verse was generally written in
Avadhi}, Correspondingly, the alleged founder of the Krishna cult, Vallabhacarya
(1479-1531), although born and educated in Benares, settled in the Braj region
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(Dwivedi 1966: 38); Surdas, the most celebrated poet of his time
Mathura and perfected and enncbled Braj as a lterary medium (Dwi
Although Mira Bafs native tongue was Dingal, she composed many
which had already become “the official language of Krishna-Bhakti po:
1966: 76).

On the rural, folk level, the popular heri, rds, and daréari folk songs
the cult were sung primarily in Braj. As we shall see below, thumri der
out of these folk songs, and naturally retained their dialect. At the lev
classical court culture, Agra, in the Braj region, was the Lodi and My,
112 years and the local dialect must have permeated the atmosphere
some degree. While Persian remained the dominant court langu:
matters as well as poetry, court musicians like Tansen composed in
said to have had some connection with the Mughal court (Keay 196
became an established tradition for classical poets to write devotie
poetry in Braj, whether that was their native tongue or not.

Further, simple Braj Bhdsha does not differ excessively in grammar
from Khari Boli, which shares its grammar with Urdu. Hence, °
musicians and patrons of succeeding centuries, with a little effort, neec
great difficulty understanding or even composing Braj lyrics. The sam
said of Avadhi and Bhojpuri, which are'so distinct from Kharf Bolias to b
te an Urdu- or Hindi-speaker not conversant with their peculiaris

The following well-known thumii, for example, would be labelled as
to its use of the vocative ““to” rather than the Kkart Boli ““tum”™ or “t
respects it could be regarded as being in either dialect, and could be eas
by an Urdu or Khari Boii speaker.

Exampre 1
Ja main to se nakin bolin
Jird k3 bat piya main fo se no kahin.
Go, I won’t speak to you;
I won’t tell you what’s in my heart, O my beloved.

By contrast, thumris composed in eastern Hindi dialects like Bhgjpuri a
not be easily comprehended by an average Urdu- or Hindi-speak:

While Braj Bhasha by far predominates in the thumsi texis, a few cos
in other regional dialects, notably, Bhejpuri, Avadhi, and, less often, Di
Boli.! Urdu vocabulary, not uncommon in older (i.e., 18th C.) dard
example, Sadarang,? also occasionally occurs in bandish thumris, as in
excerpts, where Urdu words are underlined:

N

! A number of Rajasthani bard khayals of the Manarang school are extant; they
contain elements of Gujerati, Avedhi, Khari Boli, and Braj as well. Cf Pant 196}
? Cf, eg., Pant 1961: 139.
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 ExamrLy 2

Is ‘barl men na jaiyo 1e
c.ods bari men are kyd boyd
U Tishk mohabbat sart

(Telang 1977: 60)

Don't go into this garden;
. What is planted there,

But love and passion.

ExampLE 2a

- Jiva ka andesha mord kaisd jae

. - Karet ayj garj

e “{Bajpayee 1977: 64)

N “How will my heart’s torment ever pass?
I implore you.

7 Most thumris would substitute Hindi equivalents for the Urdu words, e.g., “prem”
- {or “ishk {ishg) mohabbat.” Where such Urdu words are nevertheless used, in
"singing, the Urdu phonemes not extant in Hindi are often rendered in their corrupt

~Hindi forms, even by Urdu-speaking singers (e.g., “arj garj”” and “ishk” in place of

~the Urdu * ‘arz garaz” and * ‘ishg,” respectively).!

: The fecund and eccentric Lallan Piya composed a few bandish thumris in Sanskrit
{Telang 1977: 84-K).

© *In general, it may be stated that KkarZ Bolt and Urdu elements are slightly more
commen in bandish thumris, as most of these were composed by Urdu speaking
musicians based in Lucknow. Conversely, Avadhi and Bhojpuri occur somewhat more

.. in the later bol bando thumris, since many of these presumably originate from the more
provincial towns of Benares (Varanasi) and Gaya, and were more subject to local folk
_influence (in musical style as well as language). Still, we must reiterate that all but a
small minority of thumsi texts are in Braj Bhaskd, even if occasionally diluted with
clements of neighbouring dialects.

- Subject Matier
“"Tlye subject matter of song-texts in Hindustani classical music has been examined by
- a few authors; Wade and Meer have analyzed khapal and dhrupad texts, respectively,

" and due to the mutual influence between kkayal and thumii, their observations are
worth noting. Wade (1971: 1212} groups khgyal text themes into eight categories:

.' 2 Views of life
- 2. A patron (king or other)

YA simi}ar phenomenon in kkapd! may be noted on EMI CLP 1308, where Nazakat Ali and Sal-amat
A¥, who are fluent Urdu speakers, render the word “Hazrat” in its colloquial Hindi form “Hajrat.”

THE LITERARY ASPECT OF THUMRi COMPOSITIONS

. Wedding

. Religious devotion to a deity other than Krishna
. Krishna

. Union with a lover {husband or other)

. Separation from a lover

8. Miscellaneous

=l h oW R

Meer (1980: 86—9) adds to this list the group of songs describing natu
spring and the rainy season) and songs imparting musical theor

Not all of these categories are found in thumii. Laudatory songs 1
such as Mohammad Shah of Delhi (ruled 171948} are totally abs
more comtnon in dhrupad than in kheydl, date from the feudal period ir
and are incompatible with the more personal and romantic character
such panegyrics survive at all in khayal (e.g., T4 hai Mohammad Shah k
Suhd) is testimony less to the persistence of feudalism in India than to
meaning of the text in khayal is of practically no importance. It has b
the sor: of devotion, self-sacrifice, and begging for favors in many
thumri texts reflects a neo-feudal mentality, where the poor, or the
dependent upon the “largesse’ of the rich in order to survive; cers
devotion to Rama seems modelled on that of a servant 1o his lord {Dw
Nevertheless, no thumri texts explicitly praise a human patron.

Similarly, texts regarding musical theory do not occur in thumri, a:
is not strictly bound by any formal theory. Also absent are composis
weddings, devotion to deities other than Krishna, and the joys of eroti
4, and 6 in Wade’s list). Only a very few compositions can t
philosophical or ethical.

Some erotic songs contain references to the rainy season, or to the
the cuckoo, or to other natural phenomena. Songs describing spring a
the vernal Aolt festival comprise an important sub-category of thumiis,
consider later.

The great majority of thumrl texts are amatory, describing eithe
separation, or the playful antics of the vexatous yet ideal lover, Krish
texts fall into these categories as well, particularly as many éwta kha
tempo) were originally written in the nineteenth century as bandish {
thorough examination of these types of compositiens is relevant to the
as well as thumsd. In what follows, amatory thumrd texts shall be discu
to traditional and contemporary Indian social life in general.

A preliminary observation to be made about thumii texts is that tl
from the perspective of the woman. In this respect they differ from
Persian ghazal, which lament the pangs of separation from the male’s s
somewhat different range of emphasis.

Thumri texts, like thumri musical style and structure, represent :
urban classical and rural folk traditions. The folk element in thumrily
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+ oSt conspicuous in the kol songs celebrating springtime. Although holt songs share
their subject matter with dhamar songs (a seasonal sub-category of the archaic
classical genre dirupad), the textual inspiration for even these austere and rigidly
* classical compositions may have derived originally from folk music. Similarly, the use
. of regional dialects like Avadhi and Bhojpuri, and the prevailing simplicity of thurmri
16x1§ auest to the strong folk influence thereupon. The standard themes of separation
" srid Krishna-warship also pervade the folk music of Uttar Pradesh. Hence many
thumris, particularly the so-called hori-dipéand songs, are probably stylized adapta-
- tions of anonymous folk songs.
. ""The influence of the classical, literate poetic tradition is, however, perhaps greater
. than that of folk verse, and is certainly easier to document. As we mentioned zbove,
st thume] texts are in the Bhakt erotic tradition of medieval poetry, with Jayadev's
Gt Govinda as an earlier, but primary source of inspiration. Few, if any, thumris,
hawever, actually date from that period; rather, most appear to have been composed
"druing or somewhat after the Riti period. Nevertheless, while the Krishnaite
" sensuality and the use of mixed dialects in Riti verse are certainly evident in thumsi
“{exts, the latter do not reflect the decadent over-emphasis on rhetoric, Sanskrit
" diction, and rigid and archaic poetics that characterize Riti poetry.'
““Most khaydl and thumrl texts were probably written by Muslim musicians, and
_even their verse reflects some influence of traditional Sanskrit-Hindi aesthetic theory,
although it is true that they were generally ignorant of Sanskrit and did not share the

. pecantic approach to poetry of their scholarly contemporaries. For this reason,
shuimrd texts have much greater stylistic affinities with medieval Bhakti verse than with
©Riti poetry. Indeed, the only prominent poet of the Riti pericd to contribute to
classical music was Ghananand (d. 1761}, somc of whose verse may be found in the
Yoluminous Rage Kalpedruma (1848). Accordingly, his poetry is relatively free of the
manneristic and insincere artificialities in vogue among scholar-poets during his era

" (Dwivedi 1966: 125).
it is safe to assume that most of the anonymous authors of thumrs that are sung
today were primarily musicians, and only secondarily pocts. As we shall see, many
ucknow-style handish thumris refiect a degree of poetic sophistication and artistry,
znid some poet-composers, suck as Lallan Piya or Sanad Piya, achieved some renown
in their lives and are remembered even today. But these compositions, and the
Taucknow style as such, are seldom performed today, instead, the texts of the bol bando
thumris currently in vogue are extremely simple in style, and notably devoid of the
* tpannerisms of the classical Rifi poets. However, that is not to say, as Wade (1971:
. 139} implies, that thumrl poets were totally immune to influence from the Hindu
. aesthetic theory which so fascinated the classical Hindi poets of their age. Although

! This aspect of Riti is denied by Wade, who asserts the Riti period poets “were no longer scholars who

 couid read the treatises, nor were they inclined to mvestigate the subject of poetics™ {Wade 1971: 139).

in fact, the prominent Kiti poets were obsessed with Sanskrit-based poetic theory, and often devoted

- “riare time to writing pedantic zesthetic polemnics than actual verse {Dwivedi 1966: 934, Pandey 1975
:h4=5, and Keay 1960: 93).
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much of this system of poetics may strike the Western reader as pedant
relevance here because, first, even relatively ingenuous poet-musicia
Sanskrit were indirectly influenced by poetics and, second, Indian
continue to discuss Hindi verse in terms of the classical aesthetic frames

In brief then—the foundation of Sanskrit (and later, Prakrit and Hi
was codified in the Natya Sastra (2nd C. B.c.~2nd C. A.D.?), 2 treatise ¢
written by Bharata Muni. Bharata classifies mundane human emoti
major enduring states (sthdyi bhavas) such as love, anger, or sorrow, ar
transient sentiments {saficdri bhavas), like discouragement, nostalgia o
In an effective work of art, these emotions are transformed so
experienced as rasa, or acsthetic pleasure, on a universal, transcendani
there are eight (or, later, ninhe) rasas (corresponding to the sthdyf
afford a detached pleasure whose attainment is the goal of art. Thus fai
simple and astute, and bears remarkable affinities to certain mo
aesthetic theories, particularly the view advanced most articulately by I
that aesthetic emotions are symbolic analogues of mundane, ordin

Bharata goes on to classify heroines (nayikds) into eight types® (b
“dressed up for union,” “separated by a quarrel,” or “having a sojourn
These cight basic heroine-types constituted the framework for subsequer
poems, including contemporary thumr? texts. The list, however, does 1
Bharata and subsequent theorists® (including those of the Rifi perio
indulge in veritable orgies of enumeration and classification, as if in
knowledge derived from these pursuits.! The particular original i
describe and isolate individual characters and moods so that artists co
them in their subtlety. Hence, heroines are further classified accor
amorous inclinations {anxious or detached, etc.), age (four stages of -
social status {gqueen, aristocrat, or harlot)®, and their relation to the lov.
another’s, or a prostitute). The latter three types are subdivided into &
and also according to their dramatic role (heroine, supporting heroir
personality, their sexual propensity, and so on and so forth, not ad infini
rough figure of 385 heroine-types.

It should not be a matter of surprise, then, that subsequent dram
written in accordance with such theories, depict abstract personality
than personalities, and models rather than genuine characters. In thi

aesthetic theory may be sald to reflect communal and hierarchic feuc

' Cf, e.g- Pant (1961: 138}, who analyzes a khayal in terms of the four seficdri bhdoas
Shukla (1973 215-93) -

? Some later theorists added two mere types. Cf. Garg 1975: 68-9.

3 Rudrat, Bhoj Raj, and Bhanu Mishra are the prominent theorists.

* Indeed, the mundanity of this approach contrasts with and balances the mystical
thought.

5 The class bias of Sanskrit learning is clearly reflected here: she who is neither
aristocrat is a harlot.
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réther than the emphasis on individual personality and the ego in a bourgeois
capitalist society.
“While thumr? singcrs and composers do not appear to have been preoccupied with
f~ystemaucally portraying all the 385 hercine-types, some educated present-day
ingers like Naina Devi and Rita Gangoly do stress the relevance and importance of
ihe exght basic heroine-types in thumii. Hence, Devi writes, “A study of the ‘Nayika
Bncu is necessary and is very helpful in rcndenng Thurnri effectively” (Devi 1975).
As: we shall discuss below, many thumiti singers consciously attempt while
‘Amprov;smg to portray through music the deliberately simple and vague text in as
many shades of meaning (c.g., reproach, tenderness, sorrow, etc.) as is possible.
. Similarly, most authors of thumri texts appear to have been influenced, even if only
indirectly, by the n@yikd bheda theory. More importantly, most traditional thumris
were written expressly to accompany abhinaya {represcntatlonai dance) in kathak
dancc which generally portrays & particular navika.! Hence, while many thumri
LGmPOSCTS may have been influenced only indirectly by the theory, most pre-1900
authors appear to have consciously based their texts on the stercotypical nayikas
'Carg 1975: 69).

Hence, many thumris can indeed be classified into these eight {or ten) sub-types,
dep Hending on the character and situation of the heroine portrayed. Naturally, many,
‘not most thumrls contain elements of more than one sub-type, and conversely,
'ﬂény do not fit nicely into any of the eight groups. Still, we can conveniently analyze
1“135'[ texts in terms of the traditional classification.

t-{1), Vasakasajja nayiki®—“one dressed up for union.” While this nayika appears
&ften enough in thumris, she is seldom the main theme. A good example is a fhoti
th23a! in rdga Kedar by Bade Ghulam Ali Khan:

E);Imi’ﬁﬁ 3
Re naveli nir
. Ba?z than nikali apne mandarva
Liya ke mandarva
" kir singar katrab nainan men Sab Rang pivi ke dekhat’

O newly wed bride,
. emerging elaborately adorned from her house to that of her lover;
* sneaking of with eyes decorated,
i ;she beholds her lover.

(2) Virahotkannhits nayiki—*one distressed by separauon This is perhaps the
st general of sub-types, and accordingly appears in the majority of thumris. The

-" The ndyeka bheda, or male protagonist-type, is only occasionally portrayed in abhinaya, and is given
attention in aesthetic literature.

2 The first eight heroine-types given here are from the Ndtya Sasire (Bharata 1951 467-9).

: 3 Sung by the composer on Odeon MOAE-5004. The poct’s nom de plume, in this case, Sab Rang {“all
\_(‘mrs N, s frcquent]y inserted in the last line.
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composition below is justifiably among the most famous and favorite thu;
Bhairv.

ExampLE 4

Bajii band khul khul jae

Sanvariyd ne jadi ddra

Jadi Bt piiriya bhar bhar mara re

Kd karegd ved bicira?!

My bracelets have slipped off;

my lover has cast a spell on me;

he has struck me with a vessel full of magic;
what can the helpless doctor do?

Here, the heroine’s bracelets have fallen-off because in pining for her abse
she has refused food and become sick and emaciated.

Of less intrinsic poetic-interest, but equally popular.are the many varia:
two texts below.

ExawmpLE 5
Suratiyd dekh bin nakin éain
Kase kakin fi ke bain
Tarpat kin din rain.®
I have no peace when 1 don’t see him;
how can I express the state of my heart?
¥ am fretting day and night.

ExampLE 6
Kate na birkd ki rat
Sakki ke bin joban jat
Sudhi bisrdi mord, angana na bhive
" Kase kahin bat?®
The night of separation doesn’t pass;
my youth is ebbing without my lover;

¥ am losing my senses, the courtyard displeases me,
how can I express it?

In the tradition of Kalidas® “Megha-Dhut” {*Cloud-Messenger”) is th

thumri.

! Sung by Bade Ghulam Ali Khan on Hindustan Records 7TJE 228 \/
* Sung by Padmavati Shaligram on All India Radio, 3/20/81.
% Sung by Bade Ghulam Ali Khan on Odeon MOAE 5005.
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. - ExampLE 7 _
Saiyyin se sandesa mora kahiyd jae
. Kiga re ji 1e
" Yad avat unki batiyan
Kal na parat jiyd ja re piyd se sandese mord.
(Telang 1977:50)
O crow, go and bring news of my beloved;
- how I remember his fond conversation!
* 't languish without him;
- -go and bring word.

- The text below was popularized by Begum Akhtar,
" Exampre 8

-~ Koeliyd mat kar pukdr kargjva lige katar
. Madhitr madhir tore bain, virhan ke harat lain
i . Bhar bhar Gvat nain, hik uthat bar bar!

~ Don't ery out cuckoo, your call is like a dagger in my heart;
your {the lover’s) conversation was so sweet, I've lost all peace;
my eyes are filled with tears, again and again I am wracked with sobs.

(3) Svidhina-bharirkd (svddhina-patikd) niyiki—‘‘one having her husband in subjec-
;tion.” This is the sole ndyikd bheds {excluding the rare # 10 below) which does not
~.{ portray the heroine’s loneliness or anxiety. Correspondingly, thumiis in this category

“are practically non-existent. Shukla cites the following song in rage Bihag.?

ExampLe 9

Lat ulfli sulika jare balum
- Hathan more mehnd? lagi hai
. Mathe kt bindiya bikhar gai
" Apne hath laga jdre bilma.

- Straighten my disheveled locks, dear,
T've got henna on my hands;
. the dot' on my forchead is all scattered;
~+ put it right with your own hand.

(4) Kolahdntaritd nayikéi—"‘one separated from her lover by 2 quarrel.”” This is also
among the less commeon nayikas in thumri, although it may provide the implicit basis
for such ambiguous texts as the following.

! Sung by Begum Akhtar on Odeon ECLP 2444.
* Garg 1975: 75, in Shukla, Also sung by sitarist Vifayat Khan on tape I-15 of Jairazbhoy collection.
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ExamprLe 10
Piya to ménat nakin, kaun jatan se mfn&ﬂix.’
My lover doesn’t believe me, how can 1 convince him?

More explicit is the text below.

ExampLE 11

Bilum tere jhagre men rain gal
Kahan gae éanda kahan gae badra?
Kahah gat prit nai?
Khul gae badra Chitak rake tare
Soi ab ginfi raki
(Shukla 1973: 34121).
O my beloved, we fought in the night;
where has the moon gone, where have the clouds gone?
Where has my new-found love gone? ’
The sky has cleared, stars are scattered about;
now I shall go to sleep counting them.

(5} Khanditd ndytki— ‘onc enraged by her lover.” The heroine 1
unfaithful lover is fairly commeon in thumrls; a good singer can oft
prodigious effect the despair and even love that may lie behind suc

" The traditional thumri below in Khamaj is a typical example.

Exampie 12

Jdvo kadar nakin bolo ham se

Ham se bahuterd tum ve dam dam se

Jhifs lagdvat, nakin moke bhdvat ho

Har jit tum re jam jam se
(Poochwala 1952: 1)

Go, don’t say any more to me;

T’ve had enough of your deceit;

your lies don’t soothe me,

you only lose by talking more.

(6) Vipralabdha ndyiki— “one deceived by her lover.”” Many of 1
category and the preceding one are mutually interchangeable, as
usual cause of the heroine’s anger. The text below is typical.
Examprz 13

Sanct kaho mose batiyan pivd
Kahan guzdr sirt ratiyin?
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Madho Piyd torl vinfi karat hin
Ab na chipdve mose batiyan pivi
(Telang 1977: 32)
Telt me truthfully,
where do you spend every night?
(Madho Piya) I beseech you,
* don’t hide anything.

(7.) .Pm.gz'tab}za.rtfk& r@»z’k&—“onc with a scjourning husband.” Here there is no
s explicit suggestion of infidelity or an altercation between the lovers; they are simply

~ scp‘afated for one reason or another. Many thumris in this category could also be
classified in #2 above.

ExampLe 14
Saipdn bin ghar suna, suna sanvariyd na e
Jab se balum pardes sidhire, Cain jiva nahin pae.

The house is desolate without my beloved, he hasn’t come;
ever since he left, I've had no peace.

{8) Abhisariks nayiki—“one who moves to her lover.” Here the heroine goes at

night to meet her beloved, facing the dangers of the dark jungle and, often, detection
by her mother-in-taw.

Examere 15
Mora saiyin buldve Gdhi rat
Hin nadiyd bhari bhari
Sun re mallah hotd teri ngya laga di ja re?
My -beloved has called me in the middie of the night;
the river is high and deep;
hear me, o boatman, prepare your boat to take me across.

‘Ina wcl.l-.known thumrt attributed to Khurshid Ali Khan (1845-?), Krishna is
urged to visit the heroine while disguised as Radha in order to avoid recognition.

ExamrLe 16

Tum Ridhe bane Sim

Sab dekhenge brij bima

Mero kaha tum eko nakin ménta
Aj pare mose Kanhi

N 2' Recorded by Nazakat Ali and Salamat Ali on EMI 6TCS 028 5040.
* Recorded by Hira Devi Mishra on Odeon ECSD 2748.
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Sab sakhiyan mili nd nacdve

Yeh hai brij ghan Sam.'

Come to me dressed as Radha, O Krishna;
all the women will be watching;

you don’t listen to anything I tell you;

but today come to me;

all my friends will be meeting and dancing;
this is the dark Krishna of Braj.

Finally, Garg (1975: 69) enumerates two more categories:

(9} Pravatsyatpatika ndyiké—""the heroine who is distressed upon h
her beloved’s departure.” The author has not come across any
portraying this particular condition.

(10) Agatapatikd nayiki—"‘the heroine who is returning joyfully
abode.” Such texts are seldom, if ever, found in thumri.

In thumris expressing the pangs of separation, as in most amato
protagonists, whether implicitly or explicitly, are Radha and Krish:
some of those cited above, the beloved is simply referred to as piyd
sajjan—all ambiguous terms which could denote cither a In
Correspondingly, traditions differ as to whether Radha and Krishn
not; according 1o the latter tradition, illicit love is more profound
lovers take greater risks in consummating it. Many thumris, such as
refer specificaily to Radha and/or, more often, Krishna.? Agai
common texts are not easily accommodated into the rdyika bhedas e
but are nevertheless frequently found in Hindi verse. One su
composition below, which, in its many variants, is a favorite with 4
to its scope for expression through aebhingya.

ExamprLe 17

Batd de kaun gali gaiyo Sém
Gokul dhitndhd Bindriban dhiindha.

Tell me, down which alley has Sam gone?
I've searched Gokul, I've searched Brindaban.®

In many texts, the heroine is driven mad with love by Krishna
typical example-is this thumri in Khamaj, which was extremely pe
decades of this century.

! Recorded by Parween Sultana on Odeon ESCD 2748.

? Krishna is often referred to by one of his epithets, e.g., Sima, Ghan{*“dark one
Giridhari (“holder of M. Giri”), Karhd, Hari, Manmohan, Rasiva. Nand ke dhith.

¥ For a much longer version of this text, see Garg 1975 67. Note how the tow
changed in song-texts to “Bindraban,” presumably because the latter is more
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i ExawrLe 18
Kanka murli vale Nand ko chail
Basiyd bajde man har lino jde
Mohan murli ler sund jae
Sughar Piye ki arf le man
(Tetang 1977: 4}
Krishna, the flautist, the mischievous son of Nand,
has stolen every heart with his flute-playing;
we hear the call of his flute;
) believe what Sughar Piya says.
i " A composition of more recent origin is that below, written by Chinmoy Lahiri, and
popularized by his disciple, Parween Sultana.

ExampLE 19

Rasiyd mohe buldve
More bddhe lipat rake, sunt murll dhin
“ Vyakul rahe tan man, nain nir bahae.

The libertine {Krishna) is calling me
but impediments cling to me; hearing the tune of his flute,
my heart and soul are distracted with yearning and tears flow from my eyes.

An interesting variation of this theme is a popular thumri in which Radha berates
Krishna's flute, as she is jealous that it, rather than she, is always at his lips.

ExaMrrLe 20

Murliya, kaun gumén bhari?
Ng sonz ki na ripe ki, na kot ratan jari.'

O flute, what is this arrogance vou are filled with? '
You are made neither of gold nor silver, nor are you studded with gems.

The basic theme of nearly all the texts we have examined above is separation,

' Recorded by Siddheshvari Devi on Columbia SEDE 3304.

While the erotic, fmgdra rase predominates in thumyd, it is the pangs of unreq-ui!:cd
longing rather than the joys of union that are portrayed. The tradition of d-ep:ctmg
the protagonist (in Urdu as well as Hindi verse} as perpetually forlorn and dzstress_ed
contrasts with artistic conventions in many other cultures {e.g., Western pop), Wth-.h
“ halance laments with optimistic and jubilant songs. Two approaches may be taken in
atrempting to explain this concentration on unrequited love. From a purely aes?hcnc

. viewpoint, the artists’ choice to dwell endlessly on one theme—that of separation-—
“"’can be seen as a deliberate limitation which affords a singular depth of seatiment a_nd

expression, and which further provides a cenventional stylistic framework which

~F

L
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highlights the individual artist's contribution. Indeed, this approas
many other aspects of Indian art: just as the Hindi poet may devote
to describing subtle nuances and shades of unrequited love, so may
perform lengthy interpretative passages on a single text phrase; an
may spend ten minutes of a performance elaborating three or four
developing their melodic potential in extreme depth.

While the concentration on a single theme may be a deliberate ar
choice of the particular theme of separation cannot be regarded as e
While that theme is certainly meaningful to all cultures, some schol
and Islam 1968: 3) have argued that it is particularly expressiv
condition. First, actual physical separation of couples is common
economic hardship often obliges the husband to live and work away
disease and other natural accidents may also prematurely claim the ]
partner. Moreover, in much of rural India, men and women
separately, while in the cities the entire joint family may sleep crov
two rooms, or, in the summer, on the rooftop. Naturally, due to 1
privacy in such situations, sexual intercourse may take place ot
causing frustration to both partiecs. Hence, in some thumrs, the |
husband to spend the night with her rather than in the courtyard wi

At a broader level, the theme of separation and frustration may
meaningful to the Indian whose interests and aspirations are frequen
the customary demands of family, caste, and society at large. T
family, rather than the individual, has been regarded as the unit ¢
economic system (Basham 1959: 155). Hence, social cohesion, conve
have been stressed at the expense of the individual’s autonomy. In m:
of formalization between the sexes often occurs, and the concept of th
marital duty may overshadow that of love. Marriages often assume
parentally arranged financial contracts, where bargaining over downri

-attention than the potential compatibility of the bride and groom. 1

reported “dowry murders” in recent decades would seem to suggest
increasing, especially among the middle classes.) Such a rigid :
conducive as it may be to a sort of cohesion and order, may naturall
frustration at the level of the individual, and when his personal ho
thwarted or narrowly channelled, it should not be surprising tha
dance, and even painting tend to dwell upon the pain of separats
Islam 1968: 3).

The fear of social castigation is depicted in the numerous thur
portraying the anxiety of the heroine that her jingling anklets
sieeping mother-in-law as she furtively sneaks off to meet her lover
texts portray Krishna teasing the cowgirl heroine, while she plea
release her, lest they be seen together in daylight. An example is

' An example is Rasoolan Bai's recording {Colum GE 18016) of ** Angan men mat
the courtyard tonight.”
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“ExamprLe 21

Sab K ndr-ndrt dekhat

Lij na dve, nit uth kehe ko muskyal, aisi

Ab ki jane de bat, miliingt 7at, rahing? sath, suningi bat

Ghar ko jane de, rafiyd dne de, sds sunegl lv degi gali
(Telang 1977: 97).!
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wandering mad and alone in the desert. Yet even in Hindi poetry,
Krishna is adulterer rather than husband 10 Radha may reflect a
institution of marriage as a source of fulfilment.

Mysticism and Sensuality in Thumri

Thus far we have been considering thumris of separation as ex|
emotional relationships. Yet there are two other aspects of §agdra v

that need to be examined if we are to fully understand poetry in tl
hand, there is the important devotional and spiritual element in suc
other hand, there is the body of thumris, now seldom heard, wi
sensual and even abscene. T
.In the previous section we discussed how Hindi poetry combined
with mundane eroticism, Thumsi texis natﬁaﬂ?%&re this dual
pervades Hindu art in general—for in thumri, as in much traditi
Krishna is the supreme deity-as-well as the ideal lover, and Radha’s
 model for' man’s spiritual love for God. What is debatabie in th
much of Hindu poetry, painting, and Si:uipturé, is the extent to wh
element rivals the purely erotic element. While some writers attest
of Bhakti in thumri (e.g., Bose 1970: 29-30), others, like Meer {1%
such apologists are merely attempting to provide a glossy spiritu
Fnundane eroticism. [t is difficult to generalize abous the degree of1
in ',chun_uis as a class, except to say that it is a highly variable elem
according to text, temperament, and even mood of the singer and t
of t.he texts we have examined could easily accommodate devoti:
their tenor is more overtly mundane. In some thumris, however, the
more explicic. An example is the text below; the image of the he
river to meet her beloved is common enough,’ but here it seems
-/ tiver is to be understood as life itself, the boatman as the spiritv
protagonist as the ardent devetee in search of mystical annihilatiol

" All the women are looking, have you no sens¢ of decency?
. Why are you always leering so? )
Let me go, I'll meet you tonight, and stay with you, and Disten to you;
let me go home, and come in the evening; if my mother-in-law hears she’ll abuse

me.

Tﬁumrf Texts and the Urdu Ghazal

" The phenomenon of the predominance of the theme of separation has also been N
discussed i relation to the Urdu ghazal,? and the two genres do invite comparison. Y
* . In ghazal, as in thumi, expression and consummation of love are always thwarted, -
/' and the loveris driven to near madness, Naturally, ghazals, most of which are written
as independent poetry rather than mere song-texts, are moie sophisticated, subtle,
and rich than thumr texts; but aside from this, ene may discern some important
differences between the kinds of separation depicted in the two genres. Ghazal is
written from the man’s perspective, focussing solely on ng condition; in
thumri, the female is the speaker and protagonist {although we may assume that most
~ thumris were composed by men). The beloved in ghazal is often portrayed as cruel,
disdainful, and generally heartless, occasionally even wiclding a scimitar with which
1o behead her lovers, who offer their necks in meek abnegation, This sort of extremism v
is absent in thumri; moreover, while in thumsi the beloved is often reproached for his ¥
/. infidelity, he is not portrayed as spiteful. Krishna is mischievous but not cruel, and he
*is ‘unfaithful but not uncaring.
The difference in tone between the two genres is perhaps due to the even greater Exampie 92
- § social repression and inflexibility of heterosexual relations in medieval Muslim ’
< = sodlety, and on the other hand, to the tradition of sensuality in Hindu culture which
" has always pervaded Indian art, and has been traditionaily accorded a place in
P1 . society. In general, the thumii is less pessimistic than the ghazal; in the latter, there is
" seidom any faith that union with the heloved will ever be achieved. On the other /
‘hand, in thumrl, while the beloved may be out of town, it is implicit that he wili
return eventually. Again, the model of the Gita Govinda may be cited:® Radha spends
one night in the agony of longing, but the following night Krishna comes and they
consummate their love in a night-leng ecstatic orgy. This felicitous conclusion may be
" contrasted with the fate of Majnun, the legendary lover in the ghazal, who dies

“

+a

Jhanjhri mori naiya prabhi pdr karo
Gun nakin ek bhi, agun bahut
Chofi-si naiy@ bare bhanj bhaiyo.”

O God, take my leaky boat across;
I have not one virtue, only vices;
the vessel is small, and the current strong.

.

Munawar Ali Khan gives as an example of a spiritual thumn t
Bhairvi “Main to tore ddmanva lagi mahdrai”—"'1 cling to your skirt, !

- V Antard only given here. Not the internal rhyme in line 3. . }
2 Cf,, e.g., Russell and Islam 1968: 2, or Manuel 1979: 22ff : ) €e €x. 1'5 above. ] . S
! For a summary of the Gilz Govinda, see Alphonso-Karkala 1971: 502-5. Source is Dr. Kalyan Mukhetjea. wov IR 4
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: . states that a text like “Bdju band khul kiul jde” {see above Ex.4) can be interpreted as
- potentially devotional, while one like “Ras ke bhare tore nain”—*Your eyes are filled
_+Iwith passion”—is purely erotic.'
~* Some thumris appear to have been designed by literate authors to suggest multiple
" interpretations. Perhaps the best example of such a text is the famous thumr of Wajid
- Al Shah:

ExampLe 23
=t Babul mora naihar chitfo AT jae
- Cir kahdr mil dulivén mangdvo
© Apnd biging dhiite jae.®

Father, 1 am leaving my home;
~ four bearers are lifting my palanquin;
"7 my house is becoming foreign to me.

*“This song admits three meanings {Shukla 1983: 212-3):
{1} the bride being taken from her maternal home to her husband’s house;
{2) the corpse borne on a bier in the funeral procession, as the soul proceeds to
meet its maker; .
(3) Wajid Al Shah himself departing from Lucknow, whence he was externed in
18536 by the British.
‘A few mystical texts were also written for specific saints (e.g., Hazrat Turkman,
. Nizamuddin Awliya) or to commemorate specific oceasions.” _
" Similarly, the nineteenth century anthology, the Rige Kalpadruma, contains many
‘thurris which are in purely devotional vein, like bhajans (Singh, in Telang 1977: 5).
" Most texts, however, are ambiguous, and it is generally safe to infer that from tlr.xe
poetic standpoint, the devotional element is secondary to aesthetic eroticism. Cert:.im
“singers, such as Abdul Karim Khan and Siddeshvari Devi, are rega.rded as having
expressed the spiritual aspect of their thumris more than such singers as B.ac’fe
Ghulam Ali Khan. It would naturally be difficult to analyse and pinpoint the styhspc
idiosyncracies that impart devetionalism or, conversely, eroticism to such music,

! Personal communication.
? Recorded by Girja Devi on EMI ECLP 2334 _
.+ % Hafiz Ahmad Khan relates a siory regarding the 19th century vocalist Inayat Hu_sscm Khan of the
- Rampur ghariné. It seemns that the Suft saint Khalil Mian of Sitapur expressed 2 c!csu’c 0 h(:,ﬂr Inaya:
sing. Hearing of this, the latter scoifed, “What does he know of music? He is but an ignorant dilettante.
Nevertheless, Inaya: traveled to Sitapur to fulfill the holy man’s request, and when he sat before the
“"-% saint, the Jatter said, “Of course, I know nothing about music, I am just an ignorant dilettante.” Inayat
® 7 Khan was astounded that Khalil Mian could have telepathically overheard his contemptuous‘rcmark,
and, paralyzed with awe and shame, he hung his head and was unabie to sing. Finally, Khatil Mlal.‘.l bade
- ., him look into his cyes; doing so, Inayat Khan was at once overcome with mystical cestasy and wisdom,
“fand composed and sang on the spot a thums in sage Fili which is still sung by his descendants. In the
text (which I was unabie to notate), the deseription of the eyes of the beloved could refer to those of an
sarihy lover, as well as those of the saint.

gt
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although the sensationalistic virtuoso effects indulged in by Bad«
some of his discipies are cited by Sunil Bose as expressions of the su
eroticism in their music.! Also the temperament, taste, and sta
listener may certainly influence his own impressions in this regard
natural that if the singer is physically attractive, like Parween Sul
Girja Devi, the erotic element in her art may be more strongly a
listeners.

Indeed it should be remembered that thumri was traditionally t

- of the courtesans, and that it evolved in their salons. Until the

prominent thurnrl singers were practising fawaifs (courtesans) w

_ sold themselves largely through their music. Hence, a {aw if migh

erotic thumrls in order to excite her all-male audiences so that
wealthy <:ust_¢:3m<:1:s.2 Now that thumri has moved from the red-H
stage, and is sung by “respectable” women and men rather than
erotic element is naturally less overt. But due partly to this origin

. function of thumri (to attract customers), eroticism was fo

explicitly and deliberately emphasized, particularly through sug

Morever, as mentigned earlier, many texts were overtly erotic, :
In such texts, the Temon was the standard euphemism for the maj
traditional “Tote 7o nimbuzd . . ."—*Such is my misfortune that the
on my lap . . . Many such songs were reportedly sung by male my
even prominent artists like Faiyaz Khan, who was celebrated fo
“Paiyan parkingt palkd na darhingt’— 11} fali at vour feet, (but) I
bed.” Kalyan Mukherjea relates:!

Faiyaz Khan would sing such songs and twirl his moustache and
and Ata Hussein Khan would be trying to hide behind the tanp
would see this and say, “Hey, Khansaheb, what are you as

Some songs of this nature were particularly suitable for render
such as the following piece of juvenilia:

ExamprLe 24

Kaise peh hort khilai
Sam’ mohe ol lagai re
Khelat gend girl Jamund men
Kin ne mori gend éurdi?
Hatk dar ongiyd bic dekhiingt
Ek gat do pa@r

(Telang 1977: 118}

! Perscnal communication.

? See below pp. 132iF

® Personal communications with Anil Biswas and Dr. Kalyan Mukherjea.
* Personal communication.
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How Krishna plays horf,

he steals from me. .
While we were playing with the ball, it fell in the Jamuna (river);
whe stole my bali?

Weil, T'll look in my bodice—

I lost one ball but found twol

: Anethér more subtle example is the following text:

Exampre 25
Sovat nind jagae ke

- Jab maih rakit bari na bhari

- Tab saipin 14 povan

* Jab main bhali bar taras ke

O Tab sdiyin Cald bides.'

You woke me up from my slumber;
when T was young and unripe,
my husband came and took me to his village;
now when I'm passionately craving him,
he goes off and leaves me.

'Some obscene thumris were writien from the male’s perspective rather than the
female’s. The composition below in Khamidj is typical:

ExamprLE 26

Zara dhiraj dhare balum

Jo hai ihoft-si ban jaegt

Jaise bdgée men palal nimbiivd, vaise vaise mr
- Be patient, dear,

.. ‘what is small now wiil become )
¥ ke that lemon ripening in the garden, just like that.

I

Such songs are part of the long Indian tradition of frankness regardil?g sex t-hat v
surfaces most notably in Sanskrit verse, in treatises like the Kama Sutra, in c!assxca.i
'painting, and in sculpture such as that adorning the famed temples of Khajurahf).
The medieval ancestors of thumri and kathak were evidently performed and refined in
temples, courts, and salons primarily by courtesans. As discussed _above., from t.he
. mid-seventeenth century on, political and economic decadence contributed to the rise

of patrons and poets whose aesthetic values were more hedonistic and sensual than

spiritual. The metaphors and format of Bhakti poetry were retained, but in their verse

! Sung by Begum Akhtar on Odeon ECLP 2444
2 Bource is Dr. Kalyan Mukherjea.
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. . . the sensyous element is sometimes so pronounced that the
an avowed religious purpose seem to stand on the very th

Spirituality becomes a mere pretext for indulgence in gros
(Dwivedi 1966: 95).

This trend became even more marked in the 19th century Lu
attained prominence and maturity. The explicit eroticism in mar
period was paralleled by what is generally regarded as the de
much contemporary Urdu poetry, most rotably the verse of Jur’
unpublishable Mirza Rafi. Now that thumr is sung on stage by :
the prudish bourgeoisie, such thumris are never heard.

Miscellancous Themes in Thumrs

A great many thumris, particularly older oneés, depict nei
romance, but Krishna the cowherd teasing the peasant women
go to the Jamuna river to fill water-jugs. Often Krishna would b
clay pots on their heads:

ExampLE 27
Kénha mori gagariya phort re
Dekho dekhe 11 lgngared ne kinki birgjori.
Hiin Jamund jal bharen jat th
Bif langar mose kinkin birajor
(Telang 1977: 152).

Krishna has broken my water-jug; see how this mischievous
I used to go to the Jamuna to fill my pot, but Krishna

Another favorite prank portrayed in many miniatures was the
clothes as they bathed.

ExampLE 28

Cunarivd de de mori Syim
Bar bar kar jorat tum son
Tan man mord kdnpan lagt dekho murdri
Avat dekhat sab jan ham ko
Jay sas ghar kahe sab unke
Hath daiya ab kaise karin ri
{Telang 1977: 48).

1. For exampie:
Gori gori bhari bharl hain §ivin yeh gol gol
Cherhne ko jinke kyd hith phaild jae hai.
“Those round buttocks are white and heavy; how the hand sidl
{Matthews and Shackle 1977: 76-7),
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Give me back my bodice, Krishna,

1 beg you again and again;

look, my heart and soul are trembling;

all the womenfolk will come and see,

and they’il go to my house and tell my mother-in-law;
‘alas, what shall 1 do?

Many such thumris, especially those of Binda Din Maharaj (d. 1917), were written
expressly to be rendered together with kathak ebhinaya; these compositions, which
generally contain physical imagery suitable for interpretation through mime, are

" sometimes referred to as artha-bhdva thurnris. Thumris describing Krishna teasing the

cowgirls are numerous but highly stereotypical, so there is no need to guote more.
The final important thematic group of thumtis to be considered are those which
deal with celebration of the vernai holi festival. Such compositions are geaerally
referred to as a separate categmongs, cailed “holi”” {=hori), and their evolution
‘Is to'a certain extent discrete from other thumri texts. However, they are ia every
aspect but theme identical to thumris, and hence are best considered a subcategory of

. thumri.
' The arrival of spring is in itself a considerable cause for joy. To most Indian
" peasants, it means the end of bitterly cold winter nights spent shivering under

- rattered blankets; moreover, the radf winter crop is standing ready for harvest in the

verdant ficlds. Like May Day in Europe, koff was originally a fertility rite, dating
from the late stone age (Kosambi 1975: 199). It is currently celebraied throughout

India by throwing colored water, cofored powder, and water-balioons at
passers-by and neighbors, Village untouchables hurl mud at the local Brahmans, V.
while in the cities, bands of male college students seize the opportunity to harass and .}

molest their female colleagues. . _
Holi songs typically commemorate the exasperating but charming antics of Krishna

as he bespatters the cowgirls with color.

. ExampLe 29

Vashi vale se kheliingl main lo holt
Moke rang men kart aur jhakjhori
Dahi more khiy matkiyd phor
Laj farm sab tori
Braj ki sakhi kar rahi barjort
* Nghak bahiyin marort
{(Kuishreshtha 1978: 19).
Il piay holi with the flautist (Krishna);
covering me with color, pulling and tussling,
"he broke my curdpot;
§ he shattered all my decency;
"he teases the women of Braj and unjustly twists my arm.

i
9
;
I
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Examrre 30

Aj kkelo Syam sang holi

Pickari rang bhari kesar ki
Abir guldl ki dhim madai
Khelat Radha sang Kanhat
{Kulshreshtha 1978: 5).

Today play Aofi with Krishna;

he squirts saffron about;

making a stir with rose-water,
Krishna and Radha play holi together.

Thematic and Structural Differences between Bandish and Boi Bando 1

Thus far we have been discussing thematic content in bandish thur
thumris together insofar as the two sub-genres share an emph
Krishnaite frigdra raie, and an avoidance of cegtain topics encounte
dhrupad. Nevertheless, bandish and bol banao thumrs do differ sc
subject matter, as well as in their rhetorical and musical style. Ba
light, lively songs, often written to accompany dance; emphasis is
leisurely, and sober melodic improvisation, but rather on fast fans (r
ingenious rhythmic manipulation of the text in fast tempo. Hence th
tends to be correspondingly Light and playful, and their rhetori
tightly knit, and making prodigious use of alliteration and interna
rhymes.

Based on an examination: of a large number of bandish thumris
although around one fifth of bandish thumris do express the sorrow
greater number (nearly one half} describe Krishna's teasing of the
charming flute-playing.! Bel bando thumris, on the other hand,
bases for serious affective text elaboration in slow tempo; the text
even) an aurally sonorous, catchy limerick, but a vehicle for prc
expression through melodic improvisation. Hence, trivial descripti
pranks are far outnumbered by portrayals of loneliness and longing
we shall discuss, dol bando texts are simple, stereotypical, an
comparison with the bandisk thumiis, but they offer far more sc
representation.

We may Hlustrate the different emphases in subject matrer
ninety-two bandisk thumris from the anthology Thumiri Sangrah (Te
forty bol banao thumris I have culled from various recordings. V
naturally contain elements of more than one theme {e.g., folf, and K

! Out of the total 103 songs in the collection, 1 have omitted two Sanskrit thum
holi songs. There arc no substantia published anthologies of bof bando thumris, prest
texts are of less intrinsic poctic interest, and, more importantly, their melodies cam
because of their rather loose structure.
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I have attempted in the conclusions below to select the dominant subject in each case.

TraeMaTIc CONTENT

THE LITERARY ASPECT OF THUMRf COMPOSITIONS

LenoTH oF COMPOSITIONS

bandish thumris kol bando thumris

bandish thumris

number of lines bal bando #{w

number percent number percent
" Krishna teasing cowgirls 29 32 ! 2
" longing, separation 19 21 31 78
Krishna’s flute-playing 15 16 7
- adoration of Krishna 13 i4
reproach and jealousy 11 12 3 13
. tﬂisi:qnity 2 2 0 0
" warning against love 2 2 0 0
description of women I 1 0 0

o

¥ through melodic improvisation. Since bandish thumris as compositions are of

The reader will note that the theme of separation is far more predominant in the bof
bandp thurnris than in the bardish thumris, a plurality of which deal instead with
Krishna’s bovish pranks.

The different musical styles of the two types of thumti are also reflected in their
respective lengths. In the bandish thumrl, as the name “bandisk” (“composition”) itself

suggests, much of the emphasis is on the composition as an integral part of the V'
~mqusical performance; by contrast, the emphasis in the bol bando thumri is on the

einotional expression of a text which is in itself insignificant, acquiring emotional
meaning only when the singer interprets the words and infuses them with poignancy

considerable importance in performance, many of these are longer than bol bando
thumris In terms of number of lines. Many have multiple antaras (secondary sections,
based in the upper region of the octave) and thus assume a strophic character if the
entire text is sung {which need not be}. M
Again using the Thumr Sangrah compositions as a representative sample of bandish
imris, the chart below illustrates the tendency of these songs to be longer than bol
fando thumils (while the length of a performance of a bol bando thumti may be much
lenger than that of a dandish thumi).

it should be evident from the vaniety of lengths shown on p. 27 that although bandish
thumris tend to be longer than bol benae thumris, there is no single standardized
format for either sub-genre. While four-line siructure is the most common single form,
a majority of compositions are in other forms. Similarly, the length of the lines
‘themselves may vary somewhat within a single text (.., see ex. 7 on page 12 above),

number percent number b
2 1 1 1
3 8 8 10
4 32 31 14
] 19 18 4
6 23 22 4
7 11 1 2
8 6 6 i
more 3 3 0

The chart may be simplified thusly:

bol banao thw

aumber of lines bandish thumris

number percent number ¥
less than 4 9 9 i2
4 32 31 13
more than 4 62 60 11

particularly in the more loosely constructed bof bando thumris, whi
systematic use of meter.

Rhyme and Rhetoric

Use of rhyme is correspondingly irregular and far from standardize
percent of thumris have no rhyme at all, while the rest display a wide
schemes. Most texts contain some sort of esid-rhyme. In bol bando th
end-thymes are generally present, they are not always noticeable in
example, the last line in an abeh or abe text may be delivered as much
after the initial line with which it rhymes. The free-rhythmic charas
text delivery and the absence of a strophic melodic refrain make
present, even less conspicuous, so that it is somewhat surprising that t
in fact present in some form. To some extent, rhyme in bol band
constitute an anachronistic survival from the bandish thumri, wh
structurally far more important due to the more rapid and rhythmi

Among the four-line compositions, ea-ba is the most common sc
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- :later two lines constituting the antard. Aba is also fairly frequent in bol bando
" thumris of three lines.

" "Considerable variety of thyme schemes is evident in the chart below; here 1 have
:-employed a rather liberal definition of “rhyme,” encompassing the counterfeit device
vof outright repetition of a word at the ends of two lines {e.g., <. . . bat/ . . baf”), and the

not uncommon gratuitous insertion of the non-lexical interjection *ri” at the ends of
. _two lines which would otherwise not rhyme.

RuvME SCHEMES

bandish thumris bol bando thumris

“every line rhymes 6 & 12
~ 'ho line rhymes 13 12 4 8
" waba 10 9 4 8

abha 0 G 3 10
. closing rhyme of

some other sort 67 63 27 57

~multiple rhyming antards 11 HY 1 2

. This chart does not refiect the occurrence of internal rhyme, which is an equally
fommeon, -and  certainly more conspicuous phenomenon in  thumri than 1is
end-rhyme. A good example is the text below of Lallan Piya.’

ExampLE 31

So nat nar naye rang dhang chal bal

Vo dekho a7 &7 rangili rasili éhavt

Nainan ki lalan pherat Citdvan fit

Cor man haran heran nirall e alt!

Lallan Piyd pyari ppart chal par vari

Viari mukh mayenk duti mukhra gjab so nai mar
’ {Telang 1977: 28}.

-~ This flirtatious woman in ever-new colors and fashions;
" look at her colorful and voluptuous appearance;

her eyes darting about mischievously;

secing her, the thief in my heart takes over;

- Lallan Piya sacrifices himself to her lovely shadow,

to this moon-faced, bright-faced, wondrous nymph.

. 'This is one of the very few thumris which present the male rather than female perspective,

THE LITERARY ASPECT OF THUMRi COMPOSTTIONS

Alliteration and internal rhyme are both extremely commeon i
where they serve to decorate and punctuate each line with Hvel
respect they may be said to enhance further the emphasis on rhytl
setting itseif. Obviously, then, such texts arc beiter appreciated
: when simply read.

In some cases, the alliteration reaches manneristic extremes, &
Lallan Piva.

ExampLE 33

; Kiken koiliyd kiro kutil kathor kikdar
: Kukiamina katuk kahan krit kari kan
Kant kou kamini ki kamnd karat
Keli kalkart kirman ki
Kartiiti kohad kakin
Kéaya kalah katdri kiri

{Bajpayee 1977: 102).0

Equally indicative of the dandish thumii's stress on sound over
compositions called adhar-band (literally, “{with) fixed lips”); their
due to the absence of labials, the entire text is pronounced withot
The author of the composition below is again Lallan Piya.

ExamrLe 34
Sakhi saiyan ki suratiyd jivira hare
Aiso nayana aniyare
; Sanjan se khare
Card heran Cotur adhik
Lalit dayan hansan nyar
Darsat ras rang s¢
Kahi na sakat sughartai
Lallan ¢hail rasiya rangili thare fir tari iare
{Bajpayee 1977: 46).

O friend, my soul is seized by the appearance of my belove
such wondrous eyes, sharper than a knife;

he looks about mischievously, appears laughing strangely, in di
moods;

£
i
i
H

e e e

1 can’t describe his grace;

O you charming rake, Lallan, wait for me wnder the iree.
1
f Such compositions may be said to exhibit the same belabored
sophistication that characterizes much of nineteenth-century Lucl
/ and Urdu poetry as well. Indeed, it is because of this sort of mann

! Adequate translation of this text was beyond the powers of my Hindi-spe

myself.
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detract from their musicality, that thumris like these are seldom sung today except as
curiosities; they are clever rather than expressive, and quaint rather than timeless.
Like the massive plaster and cement edifices erected by the Avadh nawabs, their
durability is fimited. Like all works of art, they were products of a particular class at a
particular time; in chapter IV we shall attempt to examine some of the factors
cantributing to the uniqueness of this particular class, i.e., the Lucknow aristocracy,

and the relative transience of their aesthetic tastes.

The Role of the Text in Singing

Thus far we have been discussing thumii texts primarily as literary works. Judged in
this perspective, they are not great masterpieces of art; although many reflect
ingenuity or quaint charm, they are generally stereotyped, simple, and often
pedestrian, But it must be remembered that they were not written as poems, but as
song texts, and should be appreciated as such.’ For when a poem is set to music, it
loses its literary status and becomes part of the music, with a purely musical function

and value. Suzanne Langer (1933: 153} has articulately described this phenomenon,
which she calls “the principle of assimilation.” It is because the song-text becomes a
musical rather than poetic eleméiit that, in Langer’s words, “trivial or sentimental
lyrics may be good texts as well as great poems.” Thumri texts are fine examples of
verse which is in itself undistinguished, but which forms an excellent vehicie for
musical elaboration. Here we are discussing their meaning, more than their mere
sound-value, for the goal of thumri is the musical expression of the sentiment of the '
text.

" The simplicity and breadth of thumrt texts are assets rather than a hindrance to

expression. Langer (1953: 154) has noted how a great poem may not lend itself to
-musical rendering, as the text is so complete, autonomous, and self-contained that it
“will not give up its literary form.” Thumri singer Rita Gangoly made 2 similar
observation:

If there is a lot of concrete poetic imagery, then the obligation of the poetry to be

expressed in music may become so great that the musician loses his freedom to

improvise. That’s why the ext has to be simple, and that sort of simplicity is

difficult to acquire in music, and in life . . . and that’s why a simple sdhitya [poem], .

full of scope, is'the ideal composition in khapdf and thumii. Since the aim is music,
not literature, if the literature is complete, then there’s no scope for the singer. So
the literature used is of such a type that it leaves a lot of area to be filled in?

Thus, the most popular and cifective thurri texss are simple, open-ended statements
expressing often in oblique terms a relatively broad and general emotional condition
which & good singer can illuminate and present in an infinite variety of shades and
farms. Typical examples are excerpts such as “piya bin nahin dvar éain”—*1 find no

"In this respect, thumsd differs from ghazal.
? Personal communication, 4/81,
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1. <c

peace without my lover™; “ras ke bhare tore nain”—"your eyes a
or, even more suggestive and oblique, “bajd band khul khul jae'
slipped off.”

Munawar Ali Khan has aptly likened the text 10 a telegra
has died,” which in itself may convey little emotion, but car
prodigious emotional expression in the course of melodic ¢

The general, broad nature of the thumm text may be illust
with some verse more specific, concrete, and explicit in imager
for example, express in simple terms a general feeling of lo:

Kate na birha K rat

Muain kise kahin jiva ki bdt.

I cannot endure this night of separation

To whom shall T explain the state of my mind?

Contrast these lines with Shakespeare’s sonnet no. 27, which o
same emotion, but with incomparably greater prolixity, sp

Weary with toil, I haste me to my bed,

The dear repose for limbs with travel tired;

But then begins a journey in my head

To work my mind when body’s work’s expired;

or then my thought, from far where I abide,

Intend a zealous pilgrimage to thee,

And keep my drooping eyelids open wide,

Looking on darkness which the blind do see;

Save that my soul’s imaginary sight

Presents thy shadow to my sightless view,

Which, like a jewel hung in ghastly night,

Makes black night beauteous and her old face new.
Lo, this by day my limbs, by night my mind,
For thee, and for myself, no quiet find,

Although superior as poetry, such verse would not be suit
thumri, whether in part or in its entirety, because the imager
specific and closely interrelated that a vocalist would be unabl
line and highlight different shades of interpretation. v’

In the process of bol bands, which we shall examine in gre
singer may elaborate and develop a single line or phrase for a:
Hence, there is no need for thumi texts to have strict internal
different lines depend on each other for coherence, musical elab
difficult, as the singer would be obliged to improvise simultanec
or more-line segment of text. As a result, most bo/ bando thu

! Personal communication, 4/81.
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 atomistic structure, where although the lines are interrelated in so {ar as they may

- express the same general sentiment, each single fine is complete and self-contained,

" and thus can be used by itseif as 4 basis for improvisation. Examples 1, 4, 3, 6,17, and

13 above are illustrative of this characteristic.’ Bol bando elaboration and reinterpreta-
“tion often occur on a single phrase, such as “khelat gend” (“playing with the ball”) or

“koel bole” [“the cuckoo cries”) or even a single word, such as “dard” (“pain”} or
“fain” (“happiness”). Thus, in thumri texts, the “patchy” quality, or the lack of
sustained dévelopment of a single idea, is not the result of the noet’s inability to stick
10 one thought, but is rather a deliberate (whether ingenuous or not) effect rendering

<.the' text suitable for ol bango?

To clarify and summarize—a good thumri text is “incomplete” in that its

" cxpression of emotion is sufficiently broad, simple, and general so that the singer can
““interpret it in innumerable ways. At the same time, cach line is “complete” and

autonomous in that the emotional thought, however simple, is expressed within that

one line, and does not require two or more lines in order to be clear. ,
In this respect, thumri may again be contrasted with ghazal, where the meaning ¥

extends over two full lines (a couplet); as the singer develops a line, he builds up

- surpense in anticipation of the final dramatic moment when the closing rhymes (radif

and gdfiya) are delivered and the sense and rhyme of the couplet at once become clear.
This sort of suspense is essential to the ghazal-song, but is totally absent in thumri.? ¥
Further, in ghazal, the text is of higher and more autonomous poetic quality, and,

_ tonseguently, it,retains move of its purely literary significance in singing. The text is

less assimilated, less a part of the musical product than in thumn. Thus, ghazal texts
are longer, more complex, and more independent than thumiT texts, while the melodic
substance of a ghazal-song is much more limited than that of a thumii. For this
eason, ghazal does not exist as an instrumental form, but thumri, whose interest
is mere inherently musical, is an Important musical genre. (Conversely, thumsi,
uniike ghazal, does not exist as a literary form.} The contrast is even more marked in

igremaum, in which a ghazal is recited, without accompaniment, to a simple, strophic,

si-claborated melody. Here the melody serves only to render the text more accessibie

“25d its. meter more apparent, though it has minimal aesthetic interest in itself

Correspondingty, thursri may alsc be contrasted with the vocal form khgydl, where
the text is important less for its meaning than for its sound. Text delivery is often
biurred, broken, and generatly unintelligible, for what is required is more a
“semblance of speech” and not a coherent semantic expression; the emphasis, rather,
is on pure, abstract, melodic improvisation.* That is, the khayal singer is interested in

! Indced, for this reason, many lines tend to recur in different thumiis. For example, versions of “kdse
akiih 7 k5 A —4To whom shall 1 express the state of my mind? —aoceur in literaily dozens of thumri

1Ex15.

. % Tn bandish thumrls, where the antard, or even the whole text is delivered faster and as a unit, there is
often greater poetic continuity. CE, eg., exx. 21 and 24 above.

. * Cf Manuel 1979: B3-4.

o *Cf. Langer 1933 154
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s a phra_sc‘like “piya bina” {**without my lover”’} only as a set of phonern

thumri singer will explore the meaning in this phrase. In the vocal |
nom-tom &lap, which empioy non-lexical syllables, the semblance of
more remote than in thayal. Tardna and nom-tom dldp are stylistica
khayal and dhripad alap, respectively; but here, the texts exist
concatenations of phonemes, having listle or no semantic value

Thc: relation between text and music in these genres may be seen as
the diagram below: f

text-dominated

music-domin:

tarannum ghazal-song  thumii khayal tarana

, I_Famna syllables may have originaliy derived from Persian texts; many lardnd o
ersian. '




“'CHAPTER TWO

: :,..The ‘Origins of Thumri

arly References 1o Thumsi

- The origin of thurmii has been popularly ascribed to the court of Wajid Al Shah of
" Lucknow, or more specifically, to the nawab himself, or to certain of his
" “court musicians. Wajid Ali Shah governed Lucknow from 1847 to 1856. Although little
- nterested in administration, he was a great patron of the arts, and during his reign,
. music, dance, poetry, drama, and architecture flourished abundantly, partly through
- bis lavish patronage. Wajid Ali Shah personally made many contributions to the arts;
< "ne was a fine Urdu poet, and may be regarded as the father of Urdu drama; he was
¥ "also an accomplished kathek dancer, dramatist, and, above ali, a singer and composer
‘of thumii (Sharar 1975: 60fL). Some of his compositions {e.g., ex. 23 above) are
“ +idely sung even today. Wajid Ali Shah had a particular fondness and talent for
" thumti; moreover, it was during, and somewhat before his reign that thumrl matured
as 2 light-classical form and achieved tremendous popularity. Hence it is not so
. surprising that his name has come to be associated with the origin of the genre.
" Sadiq Al Khan (1800-1910), a renowned thumri singer of the gawwal ba.c'c'hc
7 yhasdnd, is said by others to have invented thumii; certainly he was a seminal
. figure in the development in the art of thumn singing, as virtually every prominent
* thumri singer of the following generation was a student of his (Shukla 1983: 49).
. “Together with Wajid Ali Shah, he played an important roie in populanizing a'nd
“rehaing thumr. However, invention of the genre is another matter; indeed, aside
‘om the unlikelihood of one or two men being able to invent such a major art form as
. 1fzmri research reveals that thumsi, as a recognized genre with the same name,
‘-",'p'zie'dates these men by two centuries. Not only this, thumri appears to be the prod].tct
~ ofa long, gradual, and continuous process of evolution dating back to the Gupta period
(4% 10 6 Cs AD.), if not earlier. o
The most obvious proofs of thumri’s existence prior to 1850 are the explicit
veferences ta it in a number of works. First, in 1834, Captain Augustus Willard (1962:
* %4} has mentioned thumsi in his “Treatise on the Music of Hindostan.” Ranking
shumyi after dhripad, khaydl, and tappd in importance, Williard describes it as a song of
miixed Braj Bhiskd dialect. Bandish thumris from Willard’s time are also extant,
. including some by Man Singh, the Mahardja of Jodhpur from 1803 to 1843, and
. Javan Singh, the Maharaja of Kisangarh and Naghdar in the 1830s {Shukla 1983

R
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50). Moreover, the Rdge Kalpadruma of 1848 includes texts of doz
{specifically labelled thus} in light ragas which are currently used for |
sitarist Ghulam Raza Khan, who flourished in the early decades of
century, is said in an 1835 text to have based his sitar style on thur
have achieved such importance and prominence, thumri must have ex
thirty years previously. In fact, its history goes back much furth

Thumyi is mentioned in the 1803 Radhdgovind Sangitsar (RGSS), a1
comissioned by the Maharaja of Jaipur, Pratap Simha. The RGSS desc
a rdga, not a genre; this confusion presumably derives from the as:
genre with the distinctive modes in which it was sung, which were
heptatonic, employing both raised and lowered forms of the third an
degrees {as in ragas Kafi, Ghara, Pun, Jangla, Pahari, Zilla', ewc

The thumii of the nineteenth century evidently bore little stylistic
the modern bol bande thumrni, which is sung in slow tempo, emphs
portrayal of the text through a leisurely elaboration. In the ninet
“thumri” instead denoted a piece in medium or fast tempo #ntal (or oo
or ¢ktal} stressing bol bast, a set of techniques whereby the text is m:
fragmented as a vehicle for »istér {alap-like passages), /dn {fast meic
layakari (rhythmic manipulation) {Bajpayee 1977: un-paginated
Although the bol bant or bandish thumri resembled dhota khaydl in te:
and compositional structure, it differed from it in the following v

1. it was associated with kethak dance;

2. it employed a specific set of light ragas;

3. its style was technically less demanding than dhotd khayal, -
command of viriuoso tdn techniques and strict adherence to the s

4. nineweenth century bol bant thumris were written primarily by a d
Lucknow composers, all using the pen name “—Piya,” {e.g., Lall
Piya, etc).!

But the fact that thumrl as a composition was identical to &wtd £
suggests that the evolution of the two genres was closely related. Wh
the predominani classical court genre until the eighteenth century, si
the fourteenth century, &kayal had evidently been evolving as a
rhapsodic, and light alternative form, emphasizing fast tans rather than
bant layakari or dhrupad. Kheyal is said to have received early imf
contributions of the poet-musician Amir Khusrau (1253-1325) and tt
Hussein Shah Shargi (sultan of Jaunpur 1457-83, sultan of Bi
(Nijenhuis 1974: 88). However, it was not until the eighteenth ce
Mohammad Shak of Dethi (ruled 17i9-48) that £hayal became the fa
genre, presumably constituting a more lively alternative to the percei

- . -t

! The use of the pen name “Piya” ig\m&g\élt&:mﬁl}el}y!rgliahle;distinction, as

contain such signatures.
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dity and sterility of dhrupad. The contemporary khayal was evidently sung only in
inzdivm tempo (M. M. =ca. 80-180), as1s the custom, fgr example, among exponents
'o_(""':he Jaipur ghardnd (such as, for example, Mallikarjun Mansur}; _the atzwzlar.nbzt
extremely slow”, i.e., M.M.=ca. 12) apparently did not emerge until the twentieth
'éez'ﬁ.turv, oéiginally in the music of Abdul Karim Khan (-cf. Meer _1980: 5‘2n) .
Mohammad Shah, ruler of the decimated Mughal Empire, was, hk.e Walx_ud _AE;
Shah, an inept administrator but an ardent patron of music. It was during .h1s reign
that khayal finally began to rival, if not surpass, dhrupad in popularity. The
deﬂzxw‘ization of khayal is attributed in part to the court musician Neamat Kha}n
';‘Sé&arang” and his cousin “Adarang” (Jairazbhoy 197?_: 21_), some ofwtzose k_ha);als
in ‘praise of their patron are stili sung today, primarily in chota @qyaf style. )
In the early eighteenth century, Delhi was still the cultura} center of North In_dla
{Russein 1962: 268}, While the Mughal court was the most v15‘1‘:3le source of musical
“atronage, the bulk of classical and semi-classical mlfsmal activity presumably took
Vplacc in the homes of noblemen and merchants, and in ﬂ}?‘ salons of the courtesans.
Evidence suggests that Delhi supported hundreds of tawd’tfs {courtesa_ns) who w-erg
‘accomplished musicians, and it was the courtesans who, from the Mauryan perio
on, cultivated the interpreiative song and dance forms that evolved into thumri and
shak. We may infer that male classical musicians like Sadarang supported
mselves partia]ly or entirely through teaching thres-e _{qwé’iﬁ, who themseiv?s
tably stood to earn moré as performers and concubings than’ comparable male
sis could solely as performers. _
“Mohammad Shah himself composed a number of khaydls, and is als“o suppﬂosiad to
have written some thumrls, including one set, like most bandish ;humns,.to éntal (in
Shukla 1985: 55-6). We can infer that thumri and @ay&.l were closely allied forrx'll,‘sha:t
“iis point, strongly influencing each other as they continue to do even today. This
inflience appears o have grown as the effete alnd impotent Mughal emperors
“succeeding Aurangzeb (d. 1707) took less interest in the sober dhrupad, and greater

il

interest in lighter forms like khgyd! and thumri. Thwmri, as a folk-derived dance song

.performed by lawd’ifs, began to acquire ciassic%i'l_rfeatures_and rfeccive recognition in
“the-courts. At the same time, it seems evident that chotd khayl began to resemble
‘humti even more closely as its tempo accelerated. .

' “The thumri of the seventeenth and eighteenth centunes.was probf:.bly .clols%eg
“refated to Jjargld, a popular melody mentioned in Mamkcf-e—Delhz, a text writteB Th- .
"t Nawab Dargah Quli Khan on contemporary music a.nc} musicians of Dethi (in
‘Ahukia 1983 57). While Quli Khan does not mention thumri, he refers to a courtesan

:d a barber as being expert singers of jangld. ) )
ar‘;a'nglé is the name o%a niw virtug;;lly extinc.t thumri rgge, characterized, hlkelm;n);

light ragas, by having both raised and lower third an_d s_even_th scale_ degrei:f. ]é ;s u
s mixed raga of the sort which distinguished thumri rdgas like Ghara, Pile, Khamaj,

T Eg “TE hai Mokammad Skih ke darbdr” in riga Sibd, recorded by Bhimsen Joshi on HMV EALF
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and Zifla’; indeed, the word *“jangla™ is occasionally used in m
“mixed”,' more specifically, it probably derived from a Persian meloc
which was popular at one time in the Dethi area.? Shukla (1983: 57~
word from the Persian “jangla,” meaning “ankle-bells,” and he
corresponding mode, or practice of mixing modes was thus associated 8
dance music, and in particular, with the incipient thumri. That jang/,
courtesans in the early cighteenth century would tend to support th

Two carlier references to thumid establish clearly that the genre

become popular by the mid-seventeenth century in the Doab, or the are
Ganges and Jamuna {Yamuna) rivers, encompassing the Braj-speakin
Réga Darpan is a 1665 Persian free translation by 2 Kashmiri subedar, F
musical treatise, the Mankutubal, written a few decades earljer. Faqirul
“Barva dhun” is called “thurnri” by some people (in Shukla 1983: 58
present, a somewhat uncommeon raga classified under the Kaf; that
using both raised and lowered third and seventh degrees. Thumriis no !
raga Barva, but it s sung in rigas which are similar 1o Barva, such as Ghi
Pif. As in the RGSS, thumd is mentioned specifically not as a ge;
dhun, that is, a folk-derived melody or modal type. We may infer that the
had not come into common usage to denote a specific kind of dance song
loosely applied to the distinctive modal types used by courtesans in
interpretative Braj dance songs—modal types like Barvd and }
predominated in those areas.

The second seventeenth century reference to thumri is in Tofat-ul-H
text written in 1675 by Mirza Khan Ibn-e-Fakhruddin Mohammad. Ir
thumsi is again referred to as a modal type, here a ragini of the Bharat:
classification system. According to this school, rdgas and raginis are classi
major rdges: Bhairav, Malkauns, Hindol, Dipak, 813, and Megh. Thum
the third rdgint of Sti raga, sung mostly in the Doab (in Shukla 1983: 58
the saikima or mixed r4gas, containing elements of ragas Sankarabharat

While the predse structure of these seventeenth century ragas is not clear, Sh
how the thumri rdgini must have had some affinities with rdgas Kafi and
of which are popular thumr? régas today. First, in the Tofat-ul-Hind, Pahi
thumri rdgint, stated to be a mixture of Saflkarébharaga and Marg; sec
like the thumii rdgin, a ragint of $t7 raga, and is a mixture of Sankara
Gauri. Marand Gaurd themselves were closely related, as Gauri, Para;
were the components of Mari (Shukla 1983: 58).

Again, thumri emerges as a mode evidently containing elements of K.
and Bilaval thats. Rigas Sankaribharana and Mardi would presumably b
Bilaval st (no flats); the modern rdgas Pahari {in its instrumental versi
contain both raised and lowered thirds and sevenths. Modern Sorath, 1
Ga (the third degree), has both raised and lowered sevenths. Sevente

! Persenal communication with Dr. Kalyan Mukherjea, 3/81.
? Personal communication with Munawar Al Khan, 3/81.




THUMRI IN HISTORICAL AND STYLISTIC PERSPECTIVES

?.airaj lay in the Khamij thit {roughly corresponding to the Mixolydian mode).
 Neither Tofat-ul-Hind nor Rige Darpan mame any prominent exponents of
‘humri, although the Darpan enumerates many dhrupadiyas, khapaliyas, qawncdls, and
strumentalists.? Clearly, thumsi had not at this point achieved the status of a
Sight-classical aristocratic genre of the “Great Tradition,” but was rather a regsonal
miode] type and/or perhaps an entertainment genre sung primarily by the courtesans
of.the Braj area.

The Precursors of Thumst
No references to thumri earlier than in the Rdg Darpan have been discovered, and we
iy conclude that the word did not come into common usage outside the Doab until
":E‘éfsexrenzeenth centurv. Yei we can glean much information about the origins and
Hiedecessors of thumsi by examining various medieval genres which corresponded to
Fimri, or had important affinities with it, and hence may have been its ancestors.
fese genres include both “Great Tradition” forms as well as regional foik genres of
& Braj area. As thumr has always been 2 serni-classical form, it has been
sasceptible to influcnces from both folk and classical music. o
“Let us review the salient characteristics of thumri which distinguish it in its.
‘. entigth-century form:

1. it is used traditionally as a vehicle for interpretative dance;
2. it has an erotic text, in Braj Bhdshd, stressing the pangs of separation, with
&~ Krishna-Bhakti overtones;
"%, scrupulous adherence to the correct delineation of the rdga is secondary to the
° - emotional rendering of text; .
4. it employs a particular set of ragas, most of which are found in embryonic form in
" North Indian folk music;
. it employs a particular set of filas also found in folk music;
. the composition is in two-part sthdyi-anfara form;
. it was traditionally sung primarily by courtesans, as recently as the early
;7 twentieth century;
§: in the case of the sub-genre hofi, there is a clear association with the Vaishnavite
-springtime festival,

.- Most, if not ali of these characteristics may derive from folk music, and the exiguity
‘cfireferences to thumrt and allied forms predating the eighteenth century stems from
“{iiw fact that most classical musical treatises concentrate on classical rather than folk

music.?
" Modern Paraj is in the remote Parvi thil, but the Khamaj-that Paraj survives in the folk music of
Giyjerat and Rajasthan. B
" 2 Dhripadiyas, khaydliyas, and gawwdls ave exponcnts of dhrupad, khaydl, and gawwali, respectively.
" 3By “folk musc” we are referring to regional, predominantly rural traditions which may be
performed collectively or by folk specialists.
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First, let us briefly examine interpretative dance forms in mediev
discussion of dance in the Ndtya Sdstra (NS) of Bharata shows that by
writing (second century a.p.?), a sophisticated and mature classical §
drama had evolved incorporating music, verse, and interpretative dz
drama distinguishes three types of presentation: ndfya, or drama
incorporate music and dance as ancillary elements), nréva, or interp
{invariably accompanied by music), and nztfa, or pure, abstract dar
music). In Sanskrit drama, arfye, which is of greatest interest to us, wa:
certain points during a standard presentaton. Nrfye could be either
strong tandava, or the feminine and sweet /dsye. Ldspa was a solo
accompanied by female singers and an ensemble including 2ing, flute
(double-headed drum). According to Desai (1976: 43), the dancer »
through movements and gestures the sentiment of the catuspadi song, w
described the lover, or the heroine’s complaints about him, as in m
The talas used {dadfatputa) were of eight or six beats, and hence roughly
to modern kakared and dadrd talas, which are frequently used in thumr.
rendered in a soft, £aifiki style rather than a vigorous one. Bharata {1!
describes in great detail the techniques of abhingye, or the expressior
sentiments or scenes through dance. These sentiments include the erotic s
rowful karuia rasas which predominate in thurmd wday.

Mukund Lath (1978: 142-3} calls particular attention to the g
discussed in the Dattilam, a nith century text. Panike was a “feminine
used to accompany ldspa in the parvaranga prologues of sukumdra pla
dominant sentiments were the erotic and the comic. Lath writes:

It seems likely that forms like the panika stood in the same relation w
of gandharva {a serious classical form] as does the thumri with t
classical forms of today, the khyal and the dhrupad. The thumri th
classical as the more austere khyal and dhrupad is a ‘light’ classical fc
more plaint and feminine in structure and spirit.

Lath, however, contrasts parika and thumri by stating that alth
thumri is younger than khayal and dhrupad, pantka was probably of
origin than other medieval genres (1978: 142--3). Yet this very antic
demonstrates how genres analogous and antecedent to thumri date
te the ninth century; hence, while the mame “thumn” may not
seventeenth century, its probable ancestors may be as ancient as those
dhrupad. Naturally, thumri has changed so radically in the last century t}
century exponents might riot even recognize it as such; but fheyal, too, t
considerable transformation in the same period.

In the second act of Kalidasa’s Malevikdgnimitre, a Sanskrit play -
century, the heroine, Malavika, sings a cafugpad? song, and then i
meaning of the song through dance. In the catugpad?, as in a thumri text,
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voung nubile girt, pines for her absent lover.! The narrator praises Malavika’s dance:

v Méliaviké has expressed the meaning of the song by her gestures. Her foot-work
- was inn union with the Laya [rhythm] and Tala {meter]. The gestures performed by
her lmbs were of ‘soft’ kind, etc. (Desal 1976: 46--7).

- 1t'is obvious that the aesthetic function and effect of Malavika’s performance were
- ié‘enticai to those of thumri m kathak.
... The eleventh century scholar Abhinavagupta wrote a commentary on the Natya
. .Sdsira entitled Abhingvabharate. In it he describes some interpretative dance forms like
.- :lasya which are also strikingly reminiscent of thumsi. Of particular interest, notes
' Ghaitanya Desai, is the dombika dance, which, although possibly of folk origin {like
- thumri}, was performed as 2 solo interpretative dance in courts and temples. The
"name of the dance suggests that it may have been the specialty of the Dom, a transient
{“gypsy”’} untouchable caste whose traditional occupations have included singing
- and dancing. Generally, the dombika was performed by professional Devadasi-type
~courtesans (Desal 1876: 43-5). According to Abhinava’s description of dombika as
—aierpreted by Desal (1976 48), the dance ended with a dallimarga section
=corresponding ta the lagg? in thumid, where the tempo accelerates and the singer
‘ repeats the first line of the song.”
-~ - In the Mughal period there are many references o dancing-girls entertaining in the
.. court and in the home of the nobles. Abul Fazi (1948: 273), the chronicler of the
“sixteenth century court of Akbar, has described one female interpretative dance:

‘[The akhara] 1s an entertainment keld at night by the nobles of this country, some

of whose I{female] domestic servants are taught to sing and play. Four pretty

- women lead off a dance, and some graceful movements are executed. Four others

- ‘are employed to sing, while four more accompany them with cymbals; two others

" play the pakhawwaj, two the upang, while the Dakhan rabab, the ving, and the yantra,

. are each taken by one player.® Besides the usual lamps of the entertainment, two

- woraen holding lamps stand near the circle of performers. Some employ more. It is

. more common for a band of the natwas to be retained in service who teach the young

: -'slave-girls to perform, Occasionally they instruct their own girls and take them 10
- the nobles and profit largely by the commerce.

- The dance of the Mughal period was presumably the predecessor of the modern
l;af/zak, the classical dance of North India. Insofar as the ancestors of thumyi were

. " The Sanskrit song (in Desai 1976: 47) may be translated: “I seldom sec my beloved any more; o my
oo heart, don't hope for him. [ am so diswaught that my left eyelid twitches uncontrollably. I met him
" “long ago but how can I reach him now? O God, I am possessed; you must know and accept my thirst”
| itranslated privately for the author).
.= “Desai {1976: 49) also opines that a fifieenth century reference (in the Sangita Darpana) to a

. daqce-song fhumd is in fact thumsi. But while the genres may be related, the two words are of different
' crymology and denole two quite different forms today.

' * The upang, rabib, and vinz were presumably lutes,
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presumably dance songs closely ailied with early kathak forms ar
genres, some examination of the carly development of kathak and its 1
would be relevant at this point.

Kathak is an art of demonstrably great antiquity. Its oldest
professional story-tellers, called ‘kathaks” who related Hindu epics
the pre-Christian era. The word “kathak” appears in the epic Mahab
century E.C.) and in the Brahmamakapurdna (co. ninth century A.p.) wh
Vyas {1963 2), it denotes a category of actors, singers, and dancers.
medieval and Mughal periods, kathak flourished in temples and cou
was the dramatic presentation of Vaishnavite myths and stories by
and accompaniment (Vyas 1963: 5ff); In the eighteenth centur
extrefiicly popular in Lucknow, paralleling the rise of thumri’ir

Throughout the ‘évoltition of kathef, thumri and its forebears we
to accompany the interpretative portions. Hence,{both kathak and
Hand-ifchand under the same-aesthetie-theories, disCissed above. |
imbued with Vaishnavism, specializing in the portrayal of the

\/ amorous joys of Radha and Krishna: Krishna’s impudent teasing
and Radha’s passionate longing. The founder of the Lucknow ghar
Ishvari Prasad Mitra, was a fervent Krishna devotee, and accordir
guided to create and perfect kathak by the image of Krishna appeas
before him in his dreams (Shukla 1983: 34).

Both kathak and thumsi developed in the Braj region, which was
the Krishna-Bhakti cult. Both are stylized and refined versions of th
songs of the area, some of which even today show strong affinities
kathak. In particalar, Shukla argues convincingly that two related |
genres, rZs and éardart, were the folk sources of the raw materials for &

The term “faréari” (=daééart, éanari) in the medieval period &
folk-derived dance form as well as the type of song and meter cc
accompany it. An obvious relationship to thumil is suggeste
etymological affinity between “aréasi” and its derivative, “cané

; stem from the Sanskrit root of motion “éar” (cf. Hindi “éalnd”—*tc
JE also means “a joyful cry” or ““play,” and “‘celebrating holi,” as we
¥ / , dance and music genres (Shukla 1983: 71). (The word “thumri” al

A :
;{‘\ J verb of motion, denoting stamping the foot; thus both werds reflect

with dance. Cf. Shukla (1983: 17).} Cander, as we have seen, is
fourteen- or sixteen-beat idla most commonly used in ol bande tht
presumably derives from the folk music of North India, as such fila
by the same name, in Gujarat, Haryana, Bihar, and especially
Although less common than keharvd or dadrd, éandar’s fourteen-bea
may also be called “jat” in folk music) is frequently used in genres
phaged, and holi (Upadhyaya 1974 35). It is particularly assoc.
celebrating hofi, themseives often called “¢anéar’ (Shukla 1973 120
stylized and refined in the sub-genre of thumri known as hofz, kort ©
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:j_l.a._t_tér name reflects the use of dipéandi tala (=¢anéar) in the genre. Hofi differs from
- tharard on‘ly in that its texts depict Krishna playing hofi with the peasanrt girls
ZSpraying them with water and colored powder (sce above pp. 24-3); accordii 1 ,
;—ﬁglz songs are sung only during spring. Folk olf songs are evidently tﬁe sources : yt,
l’o._nly for the semi-classical holi dipcandi, but also for the “hori dhamir,” a ciassm;f
‘r.a'!f;n?ﬁad songs celebrating holz, and set to dhemdr tdla of fourteen be’ats Dhamar
 Landar, and ﬂ}c khayal tala jhimrd may all derive from the same seven or fourt.een-m&t ;
i(beat) folk ¢ala.” Hence their thekds (skeletal mnemonic structures} are very simi]a:'a

‘livi:’t’;‘;):zfdrl

P 3 % 3 6 7% 9 0 2

oL ' ) ) 12 13 14

?_d:ha. dhin - dhd dhia dhin - ti tn -~ dhi dhi dhin -
3% 5 * 7% 9 10 11 12 %13 14
ta dhi ta dha - @ ki @ k ta ta -

CHdmra:

M 3 * 5 6 7

;x:m dha tirakita  dhin dhin dhage  tirakita

% ] 10 31 12 13 14

Hin ia tirakita  dhin dhin dhage tirakita

_;H;;;tz;‘c};nofatl;ese ;;}:E;e fdlc.zs is st}bdivided into 3+4+3+4 or 3+H{2+2)+34+(2+9)
“:‘d t;&_.secc Ifm;sa(ﬁfhzIZ?EEzzd(\?thkout left hand strokes) commences on beat cight,
e e strokes) commence on beats one, four, and (excluding
_}hu.mrz"i 15 presently performed orly in bard khaydl, in ati-vilambit (extremely slow)
fnoo ie, M;’;_\_d’;f:a. 12; dhamdr is performed in medium tempo, accompanying
-:.hrq;pa:d stvle; Ganar fast tempo (M.M.=ca. 200) occurs in folk music and the early
f_,‘:q;_-:fqmw thumris; in the modern: bof bando thumris, the tempo is usually about MM =50,
’\.iun.lerous references to éaréari in classical treatises reveal it to be of consi'de;-able.
antiguity. Sanskrit plays such as Ratndvalt of the seventh century depict fzréari as an
srene }pterpretativc dance with song, performed by women, celebrating the
pringume (in Shukla 1983:72-3). , *

T hF Sar;:g?talr’amékam, an important musical text of the thirteenth century, has
h-t_.sc_rlxbcé C{JCfizf‘Ii”as a kind of song in Hi.m_iol raga, itself set to daéart tala of sixteen
btj:_ats,i or to dadéari Chanda (poetic meter) (in Shukla 1983: 74f-3}. That its language
was the common Shauraseni Prakrit, rather than the literary Sanskrit, suggests that

) . I']An: names ofcacﬁ of thekl&l:f.r may also come from folk music; “dhamar’” would appear to be related
T genres called “dhamal” in Rajasthan and elsewhere, and to the eight-beat folk e “dhumali”.

r2” may derive from “jhumar,” a folk U . R - -
adhyaya 1974, 35), genre of Uttar Pradesh sung in dddrd or kehared tdlas

-

This theké and another more common one are given in Nijenhuis (1974 70).
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the genre was of folk origin. As we have seen, Braj Bhashé, the langu
thumsi is written, envolved from Shauraseni Prakrit.

Medieval éaééari, like the incipient thumi of the seventeenth centur
have been sung predominantly in modes similar to the modern raga Kafl.
riga Hindol of the SR’s period corresponded roughly to that of Kafi. £
fiftcenth century Sangitardja of Maharana Kumbha specifically states th
sung in raga Vasant, which also appears to have resembled the prese
asserts Shukla (1983: 180). Hindol, Vasani, and Kafi ragas are al
associated with the springtime.

The medieva!l dadéari tala of sixteen beats could be regarded as correspe
{or two) repetitions of rds tdle. Ras tala was of four or eight beats; the
shortened form of the medieval @di tala, of eight beats {Shukla 1983: 1
modern South Indian adi tala also has eight beats.) The modern Hind
cight beats, kaharva, is commonly used in thumri.

The medieval nritya drama éaréari was closely related to, if not syno
rdsak, a folk dance-song genre celebrating the foli. A fourteenth centur:
by Vema, a king of Andhra, has described aréari as one of the three typ
the previous century, the Upadesar-asathana of Jinapalopadhyaya equ
genres {in Shukla 1983: 105). The words “ras” and “rasak” are r
Sanskrit “rasa,” meaning “taste, relish, pleasure.”” Rdsek, as a foil
evidently a circular, erotic fertility dance dating from prehistoric
description of 7as and a related genre, ¢halik, in the second century He
suggests that they were erotic dances with accompanying songs in Shaur
performed with drama, and archetypically by courtesans (in Vats'
194—7). In particular, chalik was an interpretative erotic female dar
derives from the Sanskrit “¢hal,” meaning “deception, cunning,
deception involved may be, first, that of the dancing courtesan, whi
ensnares men by her seductive art and feigned longing. As the Krishn
popularity, the ras feriility dance became associated with Vaishnavism;
vite Purdpas, and especially the Bhigavat Purana, describe rds in sorne det:
may alse refer to Krishna, the archetypical mischievous chaliva. These
the inspiration for the &5 i, which from the sixteenth century emerged
Bhak folk dance celebrating the kol festival {Shukla 1983: 108). Ras ha
sculpture, painting and drama, as well as music, dance, and poetry. Tt
cism of many rds and related folk songs—from the medieval period on--

\/ parallel inthe vulgar and zbusive songs sung by peasant women

and zlso in the obscene thumils discussed above. Risak songs were se
the eight-matré ris tala, which presumably corresponded to the moder:
Although the folk dance-drama rds fild itsell matured in the sixteenth
with the spread of Vaishnavism, it is clearly related to earlier forms
natya rasak, éarceri, chalik, and especially hallisak.! A specific caste of pr
! Vatsyayana (1968: 194) asserts tnat #ds and hallisak featured singing and dancing, +
2 sort of opera incorporating song, instrumental music, and dance.
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:?fﬁ’ésg’f;airﬁ, c?volved as traditional exponents of the genre, which combined song and-
" Interpretative dance in portraying episodes from Krishna’s affairs with the gépis, or
7 owgirls of Brindavan. Rés ild was traditionally performed in the courtyard (;f a
_J:m;_)le, although at present it is often presented in other locations. Originally, the
.gsxcal_accompanimcnt consisted of dhrupads and kirians, which were Vaishn;vite
ongs expressly written for dance, often containing passages of mnemonic drum
E.;ble:?. While Awasthi (1963: 55) acknowledges the dearth of concrete evidence
onnecting rds lild with kathak, he does note that the two genres share a number of
#Timportazt features, in particular, the Krishnaite thematic material, and certain
,'-c,f:mral gals (ebhinaya sequences} and drum bols (patterns}, That the ni; group dance
of the_ Kummaun district is called “dardari” today (Garg 1975: 240) also suggest
" relationship with thumri. : e
L Thlis, the numerous paraliels between rds, dadéari, and thumsi strongly suggest that
_{h}xmn developed out of the former genres. Like thumri, ras was a folk-based form of
R, performed especially by women, and depicting the amorous exploits and
pranks of Krishna; popular modes and talas were used, and the predominant dialect
; owas that of the Braj area. The association of ris and éinéar with vernal festivities has
. '1ts modern parallel in the sub-genre of kolf dipéand, itself set to éanéar tila.
i rﬁ%_rem:etrkabie combination of the folk rds and the semi-classical thumri occurred in
. Wajid Ali Shah’s rahas, a dance-drama produced by the nawab, inspired by rds folk
- dlaincc_s (Sharar 1975: 64); in this colorful pageant, Wajid Ali Shah himself is said to \/
_ ?1{:;\_"@ dancled and piayed the role of Krishna.
References to cacfarl and ras in classical treatises like the SR reveal that the thumri
;4 not suddeniy emerge in the ejghteenth century out of these pure folk éenreS'
lnszf:gq, while these genres may have been primarily folk forms, they were evidentlyT
“spre;_]a!ed .in the courts as well, although certainly in stylized forms. Thus although
thurnl continued throughout its evolution to draw directly from the folk m;sic of the
Tiozb, and in particular from the r4s and dardari songs and dances, its direct
r:t"‘;cetliants and influences were the semi-classical ras and daréari, as pcrfor;ned by the
Chlirtesans. These genres, of course, were themselves drawn from earlier strata of folk
- frugic, which were also the folk ancestors of the modern folk ras and éaréari. Thus, the
-probable interaction of the influences may be shown as below: ,

: " , folk tradition semi-classical tradition

medieval rds, ardari

I ST T ———y1ds, larant

modern 74, holl songs

t——————— thumri, kathak

[ . '

. ;f‘f]e can assume, in fact, that throughout thumrT’s long evelution, semi-classical and
- folk _styles con?mueé to co-exist, drawing influences from classical music and folk
- TEUSIC, respectively.

g
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Prem Lata Sharma (1970) has shown that another importa
thumri—the lack of emphasis on scrupulously correct exposition of rag
place in certain medieval court genres, although again, this feature pre
from contemporary folk geares. Matanga’s Brhaddesi (ca. eighth
describes a genre radavati, an erotic song rendered in vibhdsa gifis, or s
the artist was free to transcend melodic regulations. The loos
elaboration of nadavaif is also evident in the SR’s description of th
Sharma {1970: 75—7) interprets the relevant passage thus:

..in certain rupakes (compositional forms) the melody struct
endowed with novelty through new sthapas which may be somewhat ex
intrinsic structure of the rage concerned.

This element of novelty is supplied by either the latent potentiali
itself (mulaja bhasa) or by the regional melodies known to the pe
bhasa), or by the shadow of a different rage (chaya bhasa}, or by th
number of ragas {sankiran bhasa).

This passage, despite the antiquity of the S, constitutes an excellen
the manner in which extrancous modal elements are introducec
thumri.

The SE's discussion of certain styles of ripakalapts (viz., pratigr
bhanjani, and ripaka bhatijani) also invites comparison with the bol ban
thumntd; in both, the artist’s attention is concentrated more on music
the sentiment of the text rather than on meticulously and systematice
the rdga, and hence deviations from the raga frequently occur {Sharm

The fifteenth century Sengitardia’s explication of ripaka stresses the
dramatic expression to heighten the effect of the song; such practices r
as analogous to the use of dof bando and bhdv (here, gestures) in )
(Shukla 1983: 266-7).

Finaily, the concept of pratigrakanika mentioned in the SR af
corresponded roughly to the modern practice of tek, where the mukhn
the composition is repeatedly sung with variations {Shukla 1983:

Courtesans and Music

Courtesans played an especially important role in the developr
music, as they seemed to have constituted the major conduit for the u
exchange of musical ideas and stylistic features between urban ck
regional foik cultures. Courtesan groups like kandan, nat, dhayi, dom, kat
have often retained strong rural roots and affiliations which may ben
music. -

It has been mentioned that the early folk and semi-classicai forms w
ints thumn were, like iraditional thumrl itself, sung most typir
courtesans. Indeed, as we shall discuss further, such women appez
largely responsible for the blending of Braj folk music and the ¢
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’){“raditilon” which resulted in the emergence of thumri. In order, then, to understand the
":.(.\‘.’OiuUDY.t of thumri in its social as well as musical pers'pcctives. it is necessary
* 10 examine the role of these courtesans in the social and musical life of classical
-~ India. . )

w A courtesan is not a plain and simple prostitute; she is one whe combines the
“practice of “the oldest profession” with more sophisticated forms of entertain-
o mnent. F.rom at least as early as the Vedic epoch,' a cless of courtesans specially
raineéd in music and dance had evidently arisen in India. Unzil the thirties, it was
: =ahc§c courtesans who rivalled, or even surpassed the male professional musi;ians in
jf}f‘.‘ll‘CIJC of custodians and practitioners of Indian classical and semi-classical music
fwd dance. Mujeeb’s elucidation of their function in society is worth quoting in flk;

... There was no ideal of companionship in married life. . . . The man, if he wanted
~_;,;_.l.'corr_zpamonsbip, wauld have had to look for it among men or among such women as
o were technically classed as courtesans, but were often given an education which
. 'was much wider both as regards knowledge as well as experience than that of the
. “free” women. They could, if they had the disposition, be friends and companions
. . because the restrictions which kept the free woman within her house did not appl);
1o the courtesan. Of course, courtesans were brought up in a certain way. They
were taught to distrust men, to take advantage of all their weaknesses and use every
- possible means to accumulate resources in the form of cash or jewellery that would
. ;‘yc;}able them to pass their old age with as much freedom from care as possible.
 -There were courtesans of all types, but whatever the type, they were expected to
-+ -fulfi] the needs of what we understand today by social life. They could converse
" they. could amuse, in their houses they could provide men with opportunities cn’(
- coming together and talking freely. Though because of their profession they were
".“-not considered a part of respectable society . . . [it was not considered] wrong or
" .reprehensible even for respectable men to enjoy the company of courtesans
‘Mujeeb 1967: 227).

‘ ,”“"\Thiic courtesans undoubtedly existed in Vedic society as well, their real
,V.ir_bhfer‘agion and prominence in India came somewhat later, accom}.)anying the
“dramatic deterioration of the status of women which occurred ir the Mauryan era
_'{fpur.tl:l 10 second centuries 2.¢.). In the Vedic period, when tribal influences and
"ff&dlt]ORS were strong, women were generally not married until the age of sixteen or
~more; upper- and middle-class girls were encouraged to study literature and the fine
-arts before their marriage, so that they could provide intelligent and culiured

companionship to their husbands (Altekar 1956; 9-18).7 In the Mauryan period,
_paitly due 1o the spread of the custom of bride-price, pre-puberty marriages began to
“predominate, and they became standard by ap. 200 (Altekar 1956: 536). Since

z f‘dl‘icatzon after marriage was considered improper, most girls, having married before

o ’. The famous “dancing-girl” statuette uncarthed at Mohenjo-Daro may have depicted a courtesan
| from the Indus valley period {3000-1500 =.2.)
v -2 Prominent Vedic-period scholars included a few wamen (Altekar 1956: 12).
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they were eleven, had no opportunity to study, and hence could not pro
cuitured friendship to their spouses. While a courtesan class arose o £
the functions of the gentry wives were reduced to procreation and hou
as they have remained unil recently.

The administration of the Mauryan Empire acted as a huge stat
monopoly which dominated all commerce and agriculture {effectively
rise of private capital which, in Europe, eventually led two the r
feudalism with capitalism). Hence the state, rather than discouraging
established a ministry of prostitution to regulate and tax them. Kautily
a manual of government, describes how ganikas were to be profession
music, dance, painting, and even conversation. (Wives, meanwhile, we
mere “leather bags,” ie., for holding the seed (Sinha 19767 1447

The courtesans performed for entertainment in the temples, cour
home of the nobles. They also provided music for auspicious occasion:
and son—births, and hence they came o be known as mangalmukhis, or t
faced.” .

With the decline of the Mauryan Empire and its vast network of
state capital in the second century B.C., India settled into a static, so-
mode of production” (cf. Thapar 1966: 2071t). This condition was ct
self-sufficient villages without need for trade or cash. The villages ¢
timeless and static mode of life while, for two millenia, dynasties rose
them like troubled waves on the surface of an otherwise dark a
Throughout the atomized countryside and the comparatively isola
temnples became the centers of economic, social, and cultural life. W
resurgence and the relative prosperity of the Gupta period {fourth to
a.n.}, temples proliferated, and so did the courtesans attached t
women, euphemistically called “devadasis’ for “servants of God,
bequeathed or sold to temples as children: The more talented stuc
dance in order to supplement their prostitution with z‘i}ﬂstic entert
urban temples maintained hundreds of such women; the Somnat!
employed five hundred devaddsis, while that at Tanjore {Thanjavur)
hundred (Altekar 1956: 183). The courtesans’ eapfiings were a sourc

revenue jor the temples (Kosambi 1965 68), which advertised
explicitly erotic sculptures on the walls. Westerners who find anomal
of prostitution in a sacred place shouid appreciate that the temple wa:
even primarily, a place of worship, but was the economic, cultural, a1
of the village, or, from a less charitable perspective, the center of the
the poor and women of the village. Generally, the temple was
land-holder, usurer, employer, school, and “concert-hall” as well as &
1966: 33—1). (Temples in ancient Egypt, Greece, and Babylon may 1
similarly.) The state supported the temples, recognizing, according tc
the Brahmanic philosophy of submission and resignation preached th
pacifying effect on the peasantry (Kosambi 1975: 31-3).
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i The c_ombmanon of eroticism and spirituality in thumri texts has precedents in the
‘music of the devaddsis, which, while neminally glorifying the deities of the temple,

mast also have served to attract male customers. The erotic nature of the songs of
centemporary courtesans was attested to by Bana in the seventh century, who wrote
of them:

‘A ‘hispering softly like cuckoos, in low passionate tones, they {dancing girls] sang
. _t‘]e words of vulgar mimes, ambrosia to their lovers’ ears. ... Like waves of
passion’s flood, they gieamed all resonant with the cries ofanklets addmg music to
¢ their steps. As to what was proper to be said or not, they were as void of
‘ ,dzscr:mmatmn as the childish play of happiness (Saletore 1943: 459).

" Net all courtesans were temple devaddsts; many lived independently in the cities.
The role of courtesans in Gupta society is wel] deseribed in Vatsyayana's celebrated
Kaina Sifra, which may, from one perspective, be regarded as a sort of manual for the
Epicurean enjoyment of lifc and, in particular, sex. The bulk of the text appears to be
written for the affluent urban gentleman wheo, entirely free from financial concerns,
essentially nothing to do but entertain himself. The courtesans played a crucial
in.the amusement of the wealthy; such diversions as picnics, parties, or drinking
its were reserved for men and courtesans, rather than their wives (Vatsyayana
; %11 313, Music and dance were esseniial talents of a cuitured woman; while wives of
néﬁies were free to dabble in the fine arts, only courtesans could perform them
nrorzssionally.

) _hc sixth chapter of the Kdma Suatrz consists of advice to courtesans: how to
itade, and 4t the same time, dominate their clients; how to extract the maximum
nianey from them while feigning affection, and so on. Again, among the sixty-four arts
which a courtesan is enjoined to master, singing and dancing are the foremost
{Vaisvavana 1961: 25).

Cagrtesans in the Muslim Period

setwden the eleventh and thirteenth centuries, most of North and Central India was
cor.quf'red by Muslim invaders from Central Asia, who established a series of
synasties that dominated the sub-continent unti! the advent of the British in the late
:zghteenth century. Under Muslim rule, the practice of pardd, or the seclusion of
women, became widespread, even among Hindus {Majumdar et al. 1967: 393). This
sustom must have rendered married women even more naive and ignorant of the
utéide world, and thus it may have further contributed to the demand for courtesans
sng to their importance in society.
;.With only a few exceptions, the Muslim rulers tolerated Hindu practices
(Maiamdar et 21 1967: 394), and thus many temples continued to be centers for the
ars and prosttution. Indeed, dancing-girls and prostitutes are stili associated with
omte temiples. Yet partly because the Muslims sacked larger temples such as those at

;
§

:jc.,.‘natn and Mathura, and because they themselves were such enthusiastic patrons \/

»f the fine arts, the temples evidently began to decline gradually as cuitural centers;
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music and dance flourished instead in the secular arenas of the coursts,
the nobles, and the urban courtesan districts. Early Muslim poten
Bahmani king Mohammad Shah II (d. 1397) often imported hundreds
from North India, Persia, and Khurasan (Baijnath 1963: 20). Thy
century visitor Tavernier reported that over 21,000 were employed in
the Deccan, performing frequently for the king {(Mujeeb 1967: 369

Baijnath (1963) atributes the importation of dancing-girls from !
early Muslim rulers to the shoriage of such women in India at the
numerous references to dancing-girls and courtesans in classical Inc
suggest that they were not at all uncommon in pre-Muslim India; rath
able that early Muslim dynasts imported Persian and Khurasz
and raé-wailis (dancing-girls) because they themselves were of Centr
Indian, origin, and felt more cultural and linguistic affinities with the Vv
is not surprising that a potentate like Mohammad Shah 11 would
Persian songs and dances to the local arts which might have seemed
distasteful to him. The preference of such rulers, as well as that of Jater |
Ranjit Singh of the Punjab (d. 1839) for Persian, Pathan, and Kashmiri
also be attributed to the traditional fondness for fair-complexioned

The Mughal emperors ardently patronized courtesans, -and En
Manucci and Bernier commented on the proliferation of ““female dance
women™ in the reign of Shah Jahan (ruled 1627-57). Bernier relates
fondness for the courtesans of the “kenchen’ (kandan) caste, who wt
invited to the court, often spending the whole night in the seraglio
emperor.

.. They were not indeed the prostitutes seen in bazaars, but the
private and respectable class, who attend the grand wedding of
Mansebdars, for the purpose of singing and dancing. Most of the
handsome and well-dressed, and sing to perfection, and their limbs be
supple, they dance with wonderful agility, and are always correctin:
(Bernier 1935: 274).

Kanéans, along with three other communities of performing women-
and natwds—are also mentioned in the sixtcenth century Ain-i-Akba
$3—4). Kanéan women are still active as courtesans, especially in the Pu
Nagar 1979: 76).

Shah Jahan’s abstemious successor Aurangzeb (ruled 1658-1707
tolerant and syncretist forebears, was a zealous orthodox Muslim who
curb Hindu influence at the court as well as Epicurean activities 1)
drinking which offended his puritanical temperament and that of his
advisors (cf. Majumdar et al., 1967: 488-9). Hence he banned music
proper and attempted to curtai its popularity in the major citics. M
335-6), a contemporary traveler, reports that, nevertheless, the empers
always to entertain in his place, for the diversion of the queens and |
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" severatdancing and singing women.” Manucci then names thirty-three “overseers
of muic,” each bearing the surname “Bae” (a2 standard surname stili given to
cAlrisans, among others); each overseer was in charge of around ten apprentices,
mdeach group was assigned to a particular queen, princess, or concubine.

Gc;s:a.’usions Regarding the Early Development of Thumei

. Irthis chapter we have examined the early ceigins of thumr in the classical period
-and discussed the role of its most prominent exponents, the courtesans, in Indian
. music and culture. Before proceeding to the development of thumri in the last two
'~ centuries, we may first recapitulate by reconstructing its probable roots and origin
from the evidence presented above,
* Sanskrit dance-drama contained not only the sober gandharva songs, but also
lighter forms which were in function and style analogous to the thumri of today. The
_‘_pa'zz;z'ka, for example, was a semi-classical erotic female song used to accompany ldsa,
or interpretative female dance: Similar dufugpadi songs were set to simple, folk-derived
- lalas of six or eight beats, and their language was the common regional dialect of the
- Braj area. Texis generally portrayed the heroine’s anguished longing for her lover;
" some texts, especially those performed by urban courtesans, were explicitly erotic,
. or even obscene. In genres like nadavati, strict adherence to the correct rendering of
. the mode was considered secondary to the emotive expression of the sentiment of the
.. text. All of these characteristics are typical of the modern thumri.
- From the Gupta period on, the erotic, semi-classical dance songs of the courtesans
- and dramatic performers drew liberally from folk songs of the Braj area, particularly
- the genres daréari and rds (rdsak); these were eratic songs and dances, often celebrating
helt, with distinctive falas and probably loosely defined modes. Classical theorists ke
-Sarangadev noted the popularity of these genres and applied the names dadéars and ras
“ta their characteristic modes and dfas as well. By the eleventh century, the custom of
-concluding or punctuating folk and semi-classical songs with accelerated laggi-type
_sections was already evidently in vogue, just as is the case today in thumr and much
- ~of North Indian folk music,
° Daring the medieval and Muslim periods, the devotional cults’ “counter-
reformation” provided the basis for much of modern Hindustani classical music
(Mukherjee 1948: 18). In particular, horf dhamar and the incipient khayal and thumil
drew considerable literary and musical inspiration from Braj Krishnaite folk poetry,
-7 music, and dance.
At the same time, erotic interpretative dance and song were the natural specialty of
* the courtesans that proliferated in the temples and bazaars throughout the north.
".-Most of the courtesan groups mentioned in Muslim texts survive even today,
although some have dwindled in recent decades as fine arts patronage passed from
feudal to bourgeois hands.
In the sixteenth century, courtesans had popularized janglé, a folk song genre of
the Doab region, set to a typical local mode which was evidently heptatonic, with
:.both raised and lowered forms of the third, seventh, and possibly sixth degrees, thus
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corresponding roughly to modern rgge Kafi, By the following cer
“thumn” began to be used to denote such songs and modes; in partic
came to signify those semi-classical courtesan dance-songs which,

loosely structured rdgas like Jangla and Barva, differed from the &iné
in that, while the latter pertained specifically to the spring festival, n
general in content, depicting the longing of the distraught heron

Some of the scalar evidence linking the incipient thamrt to hepte
modes is admittedly hypothetical, consisting of assumptions that seve
ragas Barva and Jangla resemble their nineteenth (and twentieth) cer
that the Tofat-wi-Hind’s description of thumri rdgs admits scalar int
until the RGSS {1804) can we be apodictically certain of the link betw
the Kafi-thdt modes.

We may assume that until the mid-eighteenth century, thumri wa:
used for accompanying dance. Presumably, singers were neithe
encouraged to indulge in the rhapsodic coloratura tans or sophisticate
developed later, and might have distracted a contemporary dancer. E
bandish thum1 is used to accompany kathak, the vocalist simply repeats
and limits his improvisation to simple ornamentation 6f the meledy. T
2 dance song had little opportunity to develop as 2 mature ger
seventeenth century version, would probably seem plain and artles:
to modern thumil. .

It appears that in the latter part of the eighteenth century, thur
appreciated and cultivated as a musical genre in its own right, inc
traditional function as a dance song. In the salons and courts, one evo
thumrt started to be influenced by the emerging fhayal. In this o
thumri, the more classical #fntal eventually replaced the similar &
meters, as is seen from the early bandisk thumris set to tinidl. Male §
amateur musiclans began to take interest in and apply their talents to
it a fresh, vital, and exciting contrast to the austere dhrupad, which was
with the Mughal Empire and nobility. The chotd khapal and the
developed together, the latter stressing lively rhythmic improvisation
simple ragas rather than difficult technical acrobatics and strict ad
distinctions.

Meanwhile, a less polished, less classicized strain of thumri, retai
folk modes and meters, probably persisted in the provincial towns i
Gaya. Indeed, it appears to have been this less aristocratic thumr
much of the basis for the bol bando thumri which emerged in the
century after the decline of the courts of Delhi and Avadh. The ea
thumri, then, may be depicted as in the diagram on page 52.

By 1800, thumri had become the favored semi-classical form of th
Instrumentalists based a new style on thumei, and some rulers, f
tradition of performing music, studied and composed thumris. Hist
this point, thumri emerges into daylight, as hundreds of ninc
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cmpositions are extant, and the names, circumstances, and to some extent, styles of
s nrominent exponents are known. We may, then, proceed to the final development

ad flowering of thumri.
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CHAPTER THREE

Thumri from 1770 to 1870

Historical Background

In the seventeenth century, Delhi, as the large and prosperous capita
Mughal Empire, was the center of classical music in India. The fiscal an:
decay that began to rot the vitality of the state under Aurangzeb' does n
have immediately vitiated the performing arts and poetry. Indeed, fora o
effeteness of the Muslim nobility in the twilight of the empire eviden
tmusic, as the €lite squandered their dwindling riches on dancing-girls
The model and inspiration for this attitude were provided by the lat
themselves—particularly Jahandar Shah and Mohammad Shah, who
interest in administering their empire than in enjoying music and dance
et al., 1967: 5214F). For the nobles, this sybaritic patronage of the fine a
previously stimulated by Aurangzeb’s policy of expropriating all estal
death of the owner. This practice—itself a desperate attempt to ge
revenue—eflectively discouraged all productive investment of capital (e
roads, bridges, schools, or irrigation waorks); since nobles could not eve
wealth on to their progeny, they lavished it on tombs, mosques, and m
(Sarkar 1974: 382). Thus, Aurangzeb’s myopic fiscal policy, while contri
uniquely static quality of late Indian feudalism, appears to have indirect
the development of music for a certain time, as well as the constru
innumerable exquisite tombs which adorn Delhi, rendering it perha
magnificent necropolis on earth.

By the mid-eighteenth century, however, Delhi’s socio-economic dechir
to enervate its cultural life as well. After Aurangzeb’s death in 1707
disintegrated rapidly. Within a few decades, the Imperial treasury
depleted through frivolous palace expenditures, fratricidal wars of succes:
dismemberment of the kingdom as Jats, Marathas, Afghans, and Sikhs
and established independent suzerainties. The pillage and general mass:
by the Persian invader Nadir Shah in 1738 was but the first in a series of
which ravaged Delhi in the decades to come.” The city was repeatedly :

! Cf. Sarkar (1974: 349) for a discussion of the deterioration. in the character of th
nobility.
2 Cf. Majumdar et ai., 1967: Chapter V.




