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EDITORIAL

We would like to start by welcoming the participation of a group of
researchers, working on the Hindukush, to our Bulletin. Prof. Dr.
Hermann Kreutzmann of Friedrich-Alexander Universitit in Erlangen-
Niirnberg will coordinate information in this field. Their contributions,
which will be published in future issues, will extend the Bulletin's
geographical scope to the Karakorum range.

*

- *

The present issue is our first attempt to offer our readers a number
of articles on a specific theme, music in the Himalayas. This represents a
turning point in the evolution of the Bulletin. While keeping our primary
objective of providing information about new events, books and projects in
our fields of study, we felt the need to present European research in
greater depth. This need has emerged as a growing number of researchers
have indicated their interest in constituting a research network around the
Bulletin.

Only a few collective works on Himalayan music have been published
so far and none of them includes a compact disc. This subject has prompted
a great deal of interest from our readers, which is in itself evidence of its
relevance and vitality. We are pleased to present contributions from
established scholars, both Western and Nepalese, who are pioneers in this
domain, as well as from newcomers still working on their dissertations.

We would like to take this opportunity to encourage reseachers to
pay more attention to music while they are in the field and to publish their
observations. We cannot emphasize enough the need to have a good tape
recorder, of DAT type, if recordings are to be edited properly. Ideally,
recordings should be made both in context and in a more controlled
environment in order to minimise incidental noise. It is important to note
down what people say about their music and their instruments, as well as
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instruments made.

Wiile we were working on this issue, three topics in particular CONTENTS
appeared to have attracted too little research : music of Himalayan tribal
groups, folk-songs of the Indo-Nepalese (wedding songs, children's songs, INTRODUCTION : F. Bemdde ]
Badi repertoires, etc.) and non-religious music among Tibetan groups.
p g g group: A HOMAGETO NASAHDYO : RK. Duwal & ML Maharjan 5
. We would like to go a ht.tle furl.her by mcntlonfng. two posst!:le CARYA: THE REVIVAL OF A TRADITION 7 ; R, Widdess
subjects that could be especially interesting to pursue within a collective ' 12
framework. MUSIC & IDENTITY AMONG MAHARIAN FARMERS: F. Bemdde 21
- RAGA BASANTA : 1. i
The first one concerns chanted epics from farwestern Himalaya (e.g. 4:1. Grandin 57
the Chand dynasty epic) and their likely movement towards western and MUSIC FOR THE ROYAL DASAI : C. Tingey 81
central Nepal. Some recordings are already a\failablc.' but much remains to THE MUSIC AT MANAKAMANA TEMPLE : S, Laurent
be done. Both an anthropological study of various socio-cultural contexts of oo ) 121
these epics, and a musicological study of the various performances MY LIFE : H. Weisethaunet 136
involving different instruments, rhythms, etc. are necessary. GURUNG CULTURAL MODELS IN THE GHANTU : P, Moisala 152
The second concerns what could be called the Tihar repertoire, THE DRUMS OF NEPALESE MEDIUMS: M. Helffer 176
although some of the songs belonging to it are also performed outside this A SKETCH OF THE MUSICAL HERITAGE OF THE HANI : P. Bouchery 197
specific festival. Among these songs, for example, are the well-known CHARAKO BOLI: C. st
Sorathi, performed by the Magar, Tharu and Gurung or the bhailo songs - JR 219
HIVES
rformed throughout the country. b .
a & ¥ g:ﬁzg:@g of Himalayan Music : M. Helffer 222
If you are interested in working on either of these subjects, please The B&ﬁmﬂﬁg&gﬁ;ﬁ j:.,. bi Damz‘l B 240
contact us. If there is sufficient interest, a seminar on the subject could be e ORetoh- XL Tewts 252
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INTRODUCTION

by Franck Bernéde

Expressions of ethnic diversity, the variety of musical genres in the
Himalayas, cannot be reduced to unilateral definitions or analyses. At the
heart of different groups, music is the knowledge of specialists or of
artisanal castes; it permeates all of society. Revealing identities, whether
through festive or commemorative rituals, music, or more broadly any
organised event with the phenomenon of sound, is one of the preferred
areas of study in the humanities.

Since the pioneer work of A.A. Bake in 1931 and 1955-56, the field
of ethnomusicological research in the Himalayas has not stopped growing.
Thus, it seemed the time to present the research in this area. Beyond
different geographical and cultural anchors, the articles in this issue are
evidence of a great variety of approaches touching upon aesthetics,
performance, apprenticeships, organology, myths and rituals. There was no
question of choosing a particular approach but of revealing the vitality of
the multifarious discipline.

This issue has been organised by geo-cultural area. The first group of
articles presents different facets of Newar musical tradition and
choreography. After a homage to the Newar god of music and dance by
R.K. Duwal and M. Maharjan, R. Widdess, traces the history of the caryd
songs of Newar Tantric Buddhism and their recent revival. He discusses
the nteresting question of the movement of a religious tradition and a non-
ritual art form. I follow up with a description of the apprenticeship of the
dhimay drum, specifically the role of musical discourse in the expression
of territorial identities in this same community. Starting with a comparative
analysis of several spring songs (basanta git), 1. Grandin suggests means
for considering the possible links between the musical tradition of the
Maharjan peasants and the great traditions of the Indian sub-continent.



The articles devoted to the Damai tailor-musicians in Gorkha
accentuate two major manifestations of musical-ritual expression of this
community. C. Tingey explores the nature of relations between two groups
of musicians during Dasai — "auspicious women" who sing inside shrines
and men whose music is played out-of-doors. She shows how music
reveals different phases of the ritual. As a counterpoint, S. Laurent writes
on the notion of style based on an analysis of the music played in the
temple of Manakamana. She shows how each instrumental ensemble
develops from particularisms at the centre of an extremely codified ritual
genre.

Emphasizing a cognitive approach, P. Moisala studies the ghantu
song and dance among the Gurung. She simultaneously analyses musical
performance and choreographic description. The image of flowing water
appears in the structural model of this repertoire.

Beginning with a portrait of the late Ram Saran Nepali, a sarangi
player, H. Weisethaunet discusses notions of style and tradition among the
Gaine caste of minstrels, whose lifestyles are indissociable from their
music.

M. Helffer'’s anticle on the drums of Nepalese mediums relies on
examples kept in the Department of Ethnomusicology of the Musée de
I'Homme in Paris. She mentions the many observations of ethnologists and
urges a comparative study of the manufacture and use of frame drums in
this area.

Despite the geographical and cultural distance of the Tibeto-Burman
group, the Hani of Yunnan, the editors have decided to include P.
Bouchery's article, the first study in a western language on the musical
traditions of this group. With their six vocal repertoires and their
distinctive instruments, the distance separating the Tibeto-Burman
populations from the Himalayas can be measured, presupposing their
permeability to foreign influences.

Finally, a brief note by C. Jest accompanies the recording of
imitations of bird songs by Gyendra Rana Magar. Man conceives bird
songs as intelligible language. It is used by hunters to capture birds.

In addition to these contributions, two bibliographies are included,
one by M. Helffer of Westem sources, and the other by R.S. Darnal of
Nepalese sources. These references cover the period from 1960 to the
present and are a valuable tool for further research.

We wished to present reviews of the principal books published in
Himalayan ethnomusicology: M. Helffer, Mchod-rol. Les instruments de la
musique tibéaine; 1. Grandin, Music and Media in Local Life; P. Moisala,
Cultural Cognition in Music; and C. Tingey, Auspicious Music in a
Changing Society. We thought it useful to translate the last three
previously published book reviews from French.

Finally, this issue includes the abstract of Mark Trewin's dissertation
"Rhythms of the Gods: “The Musicological Symbolics of Power and
Authority in the Tibetan Buddhist Kingdom of Ladakh”. This work sheds
new light on the Mon caste, homologous to the Damdi of Nepal.

This first survey of Himalayan music, however, still appears to be
incomplete. Compartmental knowledge can never be used to draw up a
musical atlas. Some regions have not yet been studied. The absence of
musicological research in the Terai (especially among the Tharu), as well
as in eastem Nepal (Rai, Limbu) is particularly noticeable.

Today, more than ever, "l'ethnomusicologie d'urgence” ("urgent
ethnomusicology"), extolled by G. Rouget, seems to confirm a priority in
Himalayan studies, not so much from the aspect of documentation
collection as the broadening of traditional musical knowledge. As each of
us knows, the process of “folklorization" paired with the advent of new
media definitively upset ancestral traditions (cf. the report from the
Bhutanese newspaper).

Apart from the collections already carded out, the rights of
communities to keep their own cultural patrimony cannot be sufficiently
insisted upon. Noting the anxiety of our interlocutors on this subject, there
is a very real necessity to examine this request and to provide honest
responses. The ethnomusicological formation of Nepalese researchers
should be encouraged, We hope that the newly established Department of
Music, directed by G.M. Wegner, at Kathmandu University in Bhaktapur,
will fulfil the triple function of tmining researchers, preserving and
diffusing the musical heritage.



We are happy to illustrate the contributions of this issue with a
compact disc. Recordings provided by the authors are presented along with
rare archival recordings (Bake, 1956, Pignéde, 1958, Jest, 1965). The
choice of tracks included on the CD is above all scientific, and explains the
unequal technical quality of the whole set.
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A HOMAGE TO NASAH DYO,
THE NEWAR GOD OF MUSIC

Ram Krishna Duwal & Madhab L. Maharjan

Nasah dyo is the tutelary deity of the Newar musicians, actors and
dancers of the Kathmandu valley and other arcas of Nepal. Nasah dyo is
the deity who bestows on a person or on a group of musicians the
qualities required for cxcelling in the ficld of music and for the
successful staging of musical programmes, dances and dramas. There
are many such divinitics in and around the Kathmandu Valley. In
addition to the Valley, Nasah dyo are also found in old cities such as
Tansen in the west, Dolakha and Bhojpur in the cast, where the Newar
have migrated. But quite suprisingly, there are no Nasah dyo:in Newar
towns such as Narayan Ghat and Hetauda, located south-west of
Kathmandu.

Many scholars refer to Nisah dyo as Nrte§var or Natardj, the
dancing Siva. But it scems to us that this god can be distinguished from
the Nasah dyo of thc Newar, who is abstract like music and has the
particularity of dwelling in a triangular-shaped niche in the wall of its
shrines. This divinity is found both in deo ché, houses where the gods
reside, and in private houses and inns. The slit representations of Nasah
dyo are called bald pvah when located in a shrine, and mibhil when
found in a private house or inn, although they have the same appearance
in both cases. The slits and niches of Nisah dyo are covered during
rituals by a picce of cloth called dhaki The following illustration is a
richly decorated example of such cloth, taken from Smarika, 2051 V.S,
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Because of these specific characteristics, Nasah dyo appears as a
local god, but nevertheless people do worship him ultimately as one of
the manifestations of Siva as Nrte§var. Nasah dyo is established with
rituals to train groups of students in the arts of drama, dance and music,
at a specific place called akha ché

In Newari, ndsah mcans charm or grace. 1t is cssential for every
person to possess ndsah. A person possessing nasah is referred to as
nasahlam liumh mand while someone without it is regarded as ndsah
madumh manf, meaning "disgraceful” or "one with no knack at all". A
popular saying among the Newar of the Kathmandu Valley is nasah
madusa kabilas hi, 'If you don’t have nasah, go to the abode of Nasah
Deo at Kabilas"., Kabilas is the most sacred and powerful centre of all
the Nasah Dco of the Kathmandu Valley. The great Newar musicians
used to visit this temple; Krishna Bhai, a master of rhythmic drums,
visited Kabilas five times. Recently, Ram Krishna, one of the writers of
this article, who is a poct and singer, also had an opportunity to visit
Kabilas for the second time. Upon reaching the temple, he composed the
following poem in Newari, based on the Bhagat traditional rag,
expressing his devotion to Nasah Dco,
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As a last homage to the god of music, the text of one song is
published here, Nasah dyo mye. This type of song is traditionally sung
with dapha orchestral ensemble on different rdga and tila. This text was
found in a thydsaphu during our fieldwork at Balkumari dapha khalah,
Digukhel, Panga. It was composed during the reign of King Narendra
Malla (1529-1560), and to our knowledge, it is the oldest Newari song
or hymn devoted to Nasah Deo,
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ST =g SgT=aT grargredr g Shrestha, Surendraman
SATAHEH & AT I Nasah dyo, Handvand, vol.1, n.1, Bramhutva musumvaha, y2.
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CARYA: THE REVIVAL OF A TRADITION?*

Richard Widdess

The disappearance of old and once highly-valued cultural traditions is a
familiar phenomenon the world over. Whether the reasons for the
decline of a tradition are primarily economic, aesthetic, social, political,
or religious, the end result may be a decisive termination, when the last
person who knows a particular oral repertory or the technique of a
particular instrument dies without transmitting his knowledge to any
successor. Long before this point is reached, repertory and performance
practice are remembered imperfectly or incompletely by successive
generations, no new items are added to replace those that have been lost,
fewer and less competent performers are recruited, patronage dries up
and occasions for performance become ever less frequent. Such decline
is not always terminal, but may stabilise for a period, the tradition
surviving on continuing but minimal support from the community;
traditions in this situation are very vulnerable to small fluctuations in
resources, but they can also bloom like a flower in the desert if a new
source of patronage presents itself. The process of revival, however,
may entail varying degrees of change and transformation. A case in
point is that of the carya tradition of Buddhist ritual music and dance, of
which an advanced stage of decline, and the seeds of a possible renewal,
are both apparent today.

The Sanskrit term cary3, or its Newari equivalent cacd, refersto a
particular repertory of song, instrumental music and dance, hitherto
employed exclusively in Newar Buddhist Tantric ritual. It is believed to
be one of the oldest cultural traditions in the Kathmandu Valley, having
originated either in the valley itself many centuries ago, as some local

* | am grateful to the Leverhulme Trust for supporting my research on caryi during
1991, 1992 and 1994, as part of a collaborative project with C. Tingey and G.M.
Wegner. | am also indebted to the British Council for support in 19916, Above all 1 have
to thank Ratnakaji and Prajwal Bajracharya, for their teaching, kindness and
encouragement, and ofTer this small tribute to their courage and dedication,
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informants insist, or in mediaeval Indian Buddhist practice, as historians

of South Asian culture normally assume. Suffice it for present purposes
{0 observe that songs with esoteric texts, together with dance and drum
music, have played an important part in Buddhist Tantric ritual and
festival since the time of the Hevajra Tantra, a Sanskrit text dated to the
8th century at the latest (Snellgrove 1959,.1 :101-2); and that the now
famous Carya-giti collection of song-texts written in an eastern Indian
vernacular around the 11th century, and surviving in a single
manuscript preserved in Nepal, are regarded as belonging to the same
tradition (Kvaerne, 1977). Newar caryd songs are today composed in
Sanskrit, and their texts are preserved in numerous manuscripts in the
libraries of Kathmandu and in the private collections of Vajracarya
pr.ié'sts. Their function seems to be essentially unchanged since the time
of the Hevajra Tantra: through singing, dancing and playing instruments
(the three-headed drum kvatah, the double trumpet pvdtd, and the small
cymbals ah), the Vajrdcirya priests and other initiate performers
meditate upon and identify themselves with the Tantric divinities in
whose honour the ritual is perfor med.'

Like some other traditions of religious music in Nepal, carya
songs are attributed in the manuscripts and by their singers to melodic
modes or raga, and rhythmic modes or fila, the names of which were,
in many cases, current in mediaeval India; whether their musical forms
today resemble those of mediacval India is a matter of debate.2 Research
into these aspects of the tradition is restricted by the difficulty of access
to its performance, for most carya songs and dances are normally only
performed in the Tantric shrine (gam-ché), and only initiated members
of the Buddhist community may attend. Ritual performances are in any
case only rarely held because of the expense and the decreasing number
of competent performers; this is especially so in the case of large

! Hevajra Tantra, 1.vi. 10—17, trans. Snellgrove 1959; Bake 1957; Kalamandapa 1986;
Widdess 1992

% Bake 1957; Widdess 1992, This question is considered in an article in preparation,
"Cacd and Indian music; Nepalese Buddhist ritual song in a South Asian perspective”,
Which argues that in general the caryd songs do not show features that characterise the
development of music in India since the 16th century, such as the use of scales with
augmented seconds, or tala with symmetrical structures.
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festival celebrations, traditionally held at intervals of twelve years or
more, where there may be over 260 persons involved in the
preparations and rituals, and a period of three months' preparation is
required to teach the music and dance to all the performers.3 Those who
still know the tradition tend to be highly secretive about it, fearing the
wrath of the Tantric deities and of their peers if they divulge any of its
secrets, and they sometimes deny that it exists at all. It is thus impossible
to establish how many are still competent to teach and perform caryd
music and dance, but Vajracarya typically assert that ‘hardly anyone is
learning nowadays’, and that in consequence, ‘carya is dead’,

Fortunately for our knowledge of this tradition, its isolation from
the outside world is not absolute. The sounds of caryd music can
occasionally be heard emanating from behind the barred upper windows
of Buddhist vihara. Rare performances take place in public (for example
the annual celebration of Buddha Jayanti at Svayambhiindth); the songs
and dances performed on such occasions are not considered to be
‘secret’ (guhya). The instrumental music is also treated as somewhat less
secret than the songs and dances. Although the uninitiated are normally
discouraged from taking an interest, distinguished outsiders may be
invited to attend celebrations from which the public is excluded, as
Arnold Bake was on two occasions in 1956. And some individual
bearers of the tradition see it as their duty, not to conceal their heritage,
but to enlist the interest of outsiders in order to ensure its survival.

The first and, so far as I am aware, only extensive recordings of
caryd music were made by Arnold Bake (then Reader in Sanskrit at
SOAS) in Kathmandu in 1956. A Vajracarya priest recorded 20 carya
songs, some of them more than once. He also allowed Bake to film one
of the corresponding dances, under conditions of great secrecy; but the
priest then suffered a serious illness, which he attributed to divine
displeasure, and which prevented any further filming or recording.4 In
1990-91 Dr Gert Wegner, then a Leverhulme Research Fellow of
SOAS, learned the drum repertory, which is quite separate from the

3 Gellner 1992:305 I.; Ratnakaji Bajracharya, pers.com.

4 Bake’s recordings are now located at the National Sound Archive (British Library),
and his films at SOAS.
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vocal music and performed independently. His teacher was Ratnakaji
Bajracharya, a widely respected scholar of Buddhist ritual and culture,
who was and is prepared to risk censure in order to ensure the survival
of carya music and dance by promoting its performance openly. In
1991-2 T studied the vocal repertory with this same teacher, learning
five complete songs in different raga (a tiny fraction of the total
repertory). Wegner and I also discussed with him various aspects of the
ritual and cultural context of carya and compared his versions of the
songs with those recorded by Bake. Bake's priest had been one of
Ratnakaji’s teachers, and indeed their versions were closely similar,
though separated in time by 35 years.

In an attempt to compare Ratnakaji’s tradition with others,
Wegner also worked with a Vajraciarya priest in Bhaktapur, who
willingly taught him the complete repertory for the drum again. A
number of differences between the two traditions emerged. In 1994,
however, my attempt to learn the vocal repertory from the same teacher
in Bhaktapur failed; for unknown reasons, possibly because of pressure
put on him by other members of the Vajracarya community, the teacher
ceased to co-operate further after the first lesson. Attempts to find an
alternative teacher or a singer willing to record in Bhaktapur were also
unsuccessful; all denied knowledge of the tradition or declined to share
what they knew.

This secretiveness contrasted with the eager willingness with
which singers of daph#—Hindu temple devotional music performed
daily in public—taught me items of their repertory in the summer of
1996 and allowed me to record them. It is however a common feature
of Newar religious culture, and it makes all the more remarkable the
courage of those few who attempt to lift the veil on their own traditions.
In the case of Bake's priest, it seems to have been understood that the
recordings and film he made were for foreign consumption only:
elaborate precautions were taken to ensure that the f ilming of the dance,
in particular, was not observed. Ratnakaji's objectives are -ifferent.
While welcoming foreign pupils and scholars, he is also concerned to
spread knowledge and understanding of Newar Buddhist traditions
within Nepal. His numerous publications in the Newari language on
various aspects of Tantric Buddhism, including music and dance, are



highly respected; they testify to his desire for the open dissemination of
information and appreciation of Newar culture by Newars as well as
others.

In the 1980’s, concerned at the rapid decline of carya dance (of
which he is himself an expert performer) and its accompanying music,
Ratnakaji began to train a number of pupils in this art, They included
Rajendra Shreshta, and Ratnakaji’s son Prajwal Bajracharya, both of
whom have since established reputations as carya dancers. The main
forum for carya dance performance by Ratnakaji’s pupils was the Hotel
Vajra in Kathmandu, where regular programmes were held in the
hotel’s small auditorium. At the performance I attended in 1991, the
audience was composed almost exclusively of foreign visitors. In 1986 a
small booklet appeared entitled Buddhist ritual dance, containing the
texts and Indian-style music notation for a number of items of the
repertory of this dance-group, and photographs of dance poses and
costumes, The introduction in English, evidently addressed to foreign
readers, explains the background to and functions of the music, and is
translated by the distinguished scholar Fr John Locke; but authorship of
the booklet itself is concealed behind the name of an institution,
‘Kalamandapa’. At about the same time Ratnakaji received and accepted
an invitation to perform carya dances in Japan, presumably the first
occasion on which this art-form had been seen outside Nepal (apart
from Bake's film). Thus foreign interest enabled Ratnakaji and his
pupils to remove carya music and dance from its original, closed context
and present it in a new light.

The transposition of carya to the public stage involved some
transformations, as the performers themselves acknowledged. The
dancers wore colourful costumes and masks, reflecting the character of
the deity represented in each dance, in place of the priest's traditional
white robe; the performers said they had studied Buddhist iconography
in order to create these costumes. The dancers also admitted that they
exploited the full width and depth of the stage in their movements,
whereas in the Tantric shrine the space available would be very limited:
in Bake's 1956 film the priest’s movements are largely restricted to
hand and arm gestures, with some small movements of the feet but
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essentially no change of position in a very small performance area. The
most striking changes, however, were in the performance style of the
music. The songs were sung to traditional melodies, preceded and
followed by the traditional aldp or rag; the fal was indicated by the
traditional r3h cymbals. But the singers (in 1991) were two young
women, although women would never perform this music in the ritual
context. Their rendition of the melodies was considerably less
ornamented than that of Bake's priest. Accompaniment was provided by
a harmonium and tambiir3, neither of which would ever be used in the
Tantric shrine. The effect of the tambiird drone was to impose on the
melody a fixed tonal centre which is not necessarily apparent in the
melodies themselves: in unaccompanied performance the melodies often
seem to be tonally ambiguous or to move from one emphasised pitch to
another. The effect of both instruments was to make the music sound
more ‘Indian’ in style, and their use was perhaps intended to cater for
the perceived musical tastes of the tourist audience, or was a
consequence of the performers’ training in Indian classical music.

A new phase in the revival of caryd began in 1996, when a group
of dancers and musicians called ‘Dance Mandal’, under the leadership of
Prajwal Bajracharya, were invited to Germany to perform in the 20th
Festival of Traditional Music, organized by the International Institute
for Traditional Music (based in Berlin). The group now comprised both
male and female dancers. The elaborate costumes and ornaments worn
by the dancers again expressed the iconographic characteristics of the
divinities represented in the dances. Despite these transformations in the
dance, the music had reverted to a more ‘authentic’ presentation: two
male singers sang to the accompaniment of cymbals only, the
harmonium and fambiira having been dispensed with. The performances
in Germany were intended for a foreign audience, but the departure of
!hc group for their foreign tour was preceded by a public performance
in Kathmandu itself, which was advertised and reported in the
Kathmandu press. The printed programme, in English but with a

5 The film was taken in a forest, where more freedom of movement would have been

g?u::iihr?k than in the tantric shrine, but the priest nevertheless dances ‘on the spot’.

i onbmspnl dance mom?‘f“l" were observed by the author at a public fire
ice (homa) performed by Vajriciryas in Kathmandu, October 1991,
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summary in Newari, proclaims the dance as ‘Secret /Spiritual/
Visualization®, and explains: ‘The goal of Charya Nritya is to perfect the
visualisation [of Tantric deities] and to awaken within oneself specific
qualities that the deities embody’. It is paradoxical that the secrecy with
which the tradition was surrounded in the past is now presented as part
of the attraction of performances that are no longer secret. In a similar
context, the revival of dhrupad in India, Delvoye has observed that
‘Despite their modernity and their cosmopolitan and urban
background...audiences are often more responsive once they are assured
of the genuineness, purity and serious character conferred upon a
musical genre going back to ancient times.’

In the same year (1996), Ratnakaji Bajracharya published an
anthology of 180 carya song-texts ‘old and new’ (Vajracarya 1996),
including many traditional Sanskrit carya song-texts and a small number
in Newari of perhaps more recent composition. This volume, which
Ratnakaji published in Newari under his own name, is clearly addressed
to the Nepalese, and specifically the Newari-speaking community. Both
this book and the performances of the Dance Mandal included ‘secret’
items of repertory that are not likely to have been previously published
or performed in public: evidently the time for caution was now felt to
be past.6

It remains to be seen whether the response to such performances
and publications from the public in Nepal is favourable to the continued
development of carya as a non-ritual art-form for public performance.
If it is, it will not be not the first case in which a tradition of sacred
music and dance has been transferred from a moribund ritual context to
the public stage in South Asia. For example, the Orissi and
Bharatanatyam dance traditions in Orissa and Tamil Nadu respectively
have already successfully undergone this transition. In these cases the
performing art was not only transferred to a new context but also taken
up by a new class of performer, since the temple dancers or devadisi

6 The programme for the Dance Mundal concert included the guhya songs ‘Nairatma’,
*Miyajal’ (a song traditionally used in S§raddha rites), ‘'Vajrayogini' etc. These three
songs are amongst those recorded by Bake, all of which, according to Ratnakaji, are
secret,

were stigmatized, and even prohibited by law from performing in the
temple context, because of their association with prostitution. Both
dance styles were revived by Brahman performers, partly by reference
to temple sculptures and ancient texts rather than to the surviving
bearers of the tradition (Marglin 1985: 27 f.). In each case the desire
for a local ‘classical’ tradition distinct from those of other regions of
South Asia no doubt played a part in the revival process. In the case of
caryd, this desire may also be a factor, but here the leaders of the
revival are themselves members of the ritual tradition, and come from a
respected social class; this may help to ensure a degree of continuity
between the ritual tradition and public performance practice.

The ‘revival’ of carya as a public, non-ritual art-form raises
many questions of interest to the ethnomusicologist, and would reward
more detailed and continuous observation than has been possible for the
present writer. On the one hand it has brought to a wider audience
music and dance of considerable beauty and historical significance,
which would otherwise have remained almost totally inaccessible. On
the other hand, given its de-contextualization, or rather its relocation in
an entirely new context, and the changes in performance practice which
inevitably ensue, it may be asked how far what is now presented justifies
the claims made for it as an ancient religious art. Here Bake’s historic
recordings and film play a vital role in representing the tradition as it
was before any ‘revival’ began. What the functions of this revived art-
form might be in its new context remains to be seen. It may be destined
for a primarily emblematic role: as a national Nepalese ‘classical’ dance
and music, distinct from those of neighbouring India; as a contribution
to the international Buddhist cultural heritage; as a symbol of Newar
cultural identity; and as a Newar Buddhist response to the challenge of
Tibetan Buddhism, with its colourful traditions of ritual music and
dance, now prominently performed (in a ritual context) in the
burgeoning monasteries of the Kathmandu Valley. Furthermore,
although the revelation of hitherto secret aspects of their traditions may
be viewed with misgiving by some members of the Newar Buddhist
community, the revival of caryd in the public domain may have a
revitalizing effect on the surviving tradition of ritual performance.
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MUSIC AND IDENTITY AMONG MAHARJAN FARMERS
THE DHIMAY SENEGU OF KATHMANDU !

Franck Bernéde

In many ways, Newar music appears 10 apply metaphysical concepts to
urban order. The 32 wards (fol) of Kathmandu reflect a cosmological
ideal, asserting themsclves as so many musical microcosms. Processional
music plays an important part in urban organisation and its role is
considered to be essentially a ritual one. While concentrating on the ways
musical knowledge is acquired among the Maharjan peasants of
Kathmandu, this study emphasizes the importance of the role held by the
"language” of the drums in the representation of these territorial
identities. This study is organised according to three axes of rescarch: the
mythical substratum, ritual structurce and the orientation of musical
cducation,

To begin with, it should be noted that musical per formance among
the Newar cannot really be qualificd as professional; nevertheless, they
occur as a parallel activity harmoniously integrated into daily life. Most
castes take part in a number of instrumental and vocal groups. Among
these, the Maharjan (Jyapu) have a prominent role, whether in religious
or memorial festivals. Considered by the Nepalese as the first inhabitants
of the valley, they arc often presented as the spokesmen for Newar
culture. Their music comes under the banner of a lincage divinity
explicitly associated with music. It is through a presentation of this
divinity, that we hope 10 introduce a study of the dhimay drum, which as
a tangible and musical form of the god of music, invests its deep
resonance into the royal Nepalese cities.

! Translation: Susan Keyes. This article is among the first results of an investigation
undertaken within the context of a research progrmmme directed by G. Toffin (Pir-villes
project of the CNRS). Material was collected during three missions (July-August 1995,
February-March and July-August 1996), with the support of UPR 299 of the CNRS, the

Société Frangaise d'Ethnomusicologic and the Ecole des Hautes Etudes en Sciences

Sociales. We are most grateful 10 K.P. Rimal, our collaborator, as well as Dev Narayan

Mahatjan, our dhimay teacher. Our thanks to our musicologist and musician colleagues—
RK. Duwal, 1. Grandin and GM. Wegner. -
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Nisahdyzah

Nasahdydh is the Newar god of music, dance and the arts. He
appears as an aspect of Siva Mahddeva with whom he shares the names
Natedvar and Nytyanath. These two terms refer to his initial function as
the lord of cosmic dance, Natardja. It is common to derive the Newar
name Nasahdydh from nasah, "charm, delight, inspiration", and dyih,
"god" and to link this conventional ctymology to the Nepali expression
nacne devat3, "dancing god"?.

Representations of Nasahdyah are diverse and can be divided into
three principal categories: cavities (New. Nisahpvah), anthropomorphic
forms and finally musical instruments. The cavities (New. pvah) can be
simple or consist of threc or five cavities with different geometric
configurations (cf. Wegner, 1992: 126). Most of Nasahdyah's shrines
only have three symbolising the god and his principal musician assistants,
the bull, Nandi, and the dwarf, Bhragi, (Fig. 1). The two supplementary
cavities are generally associated with Siva's two sons, Gianesa and Kumir.,

Fig. | Nasahpvih (Indra cok, Kathmandu)

In his anthropomorphic form, Nasahdyah is principally represented
on the stone or metal tympanums (torana) of temples. Generally, like
Mahadeva, he is represented draped in a tiger skin, covered with ashes

2 pasah = 1. charm, delight, inspiration; 2. god of music, dance and drama’; Newar
Music Dictionary (Wegner, 1992: 125). According to Mahes Raj Pant (personal
communication), the syllables ni and szh are contructions respectively of the Sanscrit root
NRT- "to dance" and the word iSvara "lord"; the contmction of Sansknt syllables is
common in monosyllabic Newan.
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from pyres, adorned with snake necklaces and endowed with a varying
number of arms. He holds a number of attributes in his hands, among
which, the hour glass drum (damaru) and a necklace of skulls are the
most significant for our purpose. The damaru, the archetype of all
membranophones, bears some resemblance to the dhakka drum of Siva
Nataraja. The most ancient text referring to this god? mentions that at the
end of his dance, striking his drum 14 times, the lord of the dancers
utters all the constituent sounds of articulated language, from which,
among others things, music is born?. As for the garland of freshly cut
human heads (Skt. mupdamild), it indicates, as for all Tantric divinities,
the acceptance of blood sacrifices. Moreover, the garland symbolises "the
science of letters”, mantra vidya. Other iconic representations of
Nasahdyah are drawn on picces of cotton (New.: dhaki) intended to veil
the cavities where he resides during rituals. The god and his assistants are
represented here in a semi-abstract manner (cf. Duwal and Maharjan in
this issuc)S. Finally, as a tutelary divinity of music, Nasahdyah also
manifests himself in the form of musical instruments. Among them, the
dhimay drum has a special place. It is considered as a tangible aspect of
the god, and is therefore the object of particular veneration.

Nasahdyah is associated with a mountain called Kabilas or Kapilasa,
located north-west of Kathmandu in Nuwakot District. The first name of
this mountain, which may come from the local pronunciation of Kailas
(?), is an explicit reference to the archetypal residence of the god Siva,
while the second refers to the sage Kapila, who according to oral
tradition practised austeritics long ago on the summit of this hill. There,

3 The kinie of Nandike$vara on the Pratydhirs-siitza of Panini, also called Sivasiitra (cf.
Rao, 1990: 173).
f The hymns to Natardja are chamcterised by their propensity 1o imitate drum beating and
comprise numerous alliterations of consonants and onomatopoeia evoking percussion.
Hmm'!. I.hcte are numerous devotional hymns attributed to distinguished personages like
Patnﬁp;:h. in which the text suggests dancing and the tinkling of jewellery. One of the
most important .hymf:s, the Tatvirya-stava, is recited after the piija at Cidambaram: it
evokes the identification of Siva with 2k as well as his association with grammar and
medicine, describing him as the dancer and he who sings the purest hymns of Simaveda
Anolhef hymn, tt_:e g\h;céa Cintimani, structured around five phonemes of his mantra,
;xp?lcnﬂy descrﬂ:es him as musical notes personified, residing in the $ri Cakra,
Wﬁaﬂaﬁﬁ?dﬁb rﬂl: Tﬁrely depicted, the thanka in the National Art Gallery of
WRRApUCAn & lomm with "16 ams", sodasi mudra, dancing with his consort and dated
1659 AD, is a remarkable example. 2
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Mahideva and Nasahdyih are distinct entities and reside in different
shrines. A small temple built on the hill's summit shelters Mahadeva in
the form of a caturmukha linga, while Nisahdydh is represented by a
natural niche in the wall of the mountain side, about 50 meters below.
Still further down, two raised stones are dedicated to Sarasvati and
Gane$a. Curiously, Hanumin, the inseparable companion of the god of
music in urban temples appears to be absent here,

These shrines are mostly frequented by Maharjan peasants who
perform rituals including blood sacrifices every spring. It is said that
everyone must 20 to Mount Kabilas at least once in their lifetime. Women
cannot participate in the worship of Nasahdyah, nor even approach the
shrine of the god. However, their presence is required for the worship of
Sarasvati. At this site, it is customary for the women to offer a small
hemp sack to her thereby recalling the direct links that they maintain with
the Goddess in their daily worship.

Two contrasting accounts illustrate the relationship of Nasahdyéh
with this mountain. The first recounts in essence that the god, who
originally resided in Bhaktapur, fled to Kabilas riding a white cock, as he
found the town too dirty. For the farmers of Kathmandu, the journey is
reversed: it is said that Nasahdyah, coming from Kabilas one night,
stopped at the northern cantrance of the capital (Thamel tol) before
scttling carly in the morning in cach ward. Another version, from
Rajopadhyaya priests in Patan, leads one to understand that Nasahdyih
could have been the name of a realised being (siddha), deified following
his numcrous feats.

Principally associated with skill, talent, perfection, eloquence and
right action, Nasahdyah is above all vencrated for the powers (siddhi)
which he confers on his devotees and without which no creation is
possible. If his favours are principally sought by artists (musicians,
singers and dancers), they are cqually solicited by all Newar for other
reasons. Thus, it is common to present the new-born to the god in order,
it is said, to avoid malformations, especially mental. Various legends
associated with the god should allow us to better define the nature of the
ties uniting him with music and dance.
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Legend |

“The demon Basmisur, eager for power, accomplished difficult acts of
austerities. One day he was gratified by a visit from Mahidev, who to
recompense him for his asceticism, asked him what he would like. Basmasur
asked for the power 1o reduce 10 ashes all that he touched. The great god agreed
to his request, and Bismisur wishing to verify his new powers, rushed
headlong at Mahadev, who was frightened and fled. The demon followed him
without respite and Mahidev had no other choice but to take refuge in the semi-
obscurity of a rocky cavily. Risking great misfortune, the gods united and put
together a plan to stop the rumpaging demon. Making him think that Siva's
powers were not so greal, he convinced him to test them on himself. Credulous
and naive, Basmasur agreed and in an instant destroyed himsel[", 6

Legend 2

"One day, Nasa Dva gave Bhim Dva [Bhimsen] a singing lesson, but the latter
did not have much in the way of talent. When Bhim Dya was later practicing on
his own, a washerman came by who happened to be searching for his lost
donkey. Hearing the sound, the washerman thought it was his lost animal's

‘braying 2nd coming upon Bhim Dya asked where the donkey was. Bhim Dva
thus realized that his singing sounded like a donkey's cry. Just as a bad

crafisman quarrels with his tools, Bhim Dva grew angry with Nasa Dya,

thinking that he had been badly taught. And so he went off o hit Nasa Dva with
‘his club. Seeing him coming, Nasa Dva was frightened and ran away but Bhim

Dva chased after him. Fearing for his life, Nasa Dva hid himself in a dark place
among garbage and filth. This is the reason that his shrines are located in or near

such places. "7 (Lewis, 1984 : 111).

Lﬁ?ﬂmt;:: by a Bahman from the temple of Kabilas,
'~ the same spelling and underlining rather than italics is used here, as in Lewis'
lation of Prem Bahadur Kasa, Nags Dyaya Mye, 1963,
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8 Translation from Newar by S, Manandhar,
9 pyikkhi ,
10 Legends 4 and § were necourtied 1o me by a Vajricirya dance master in Patan.

Legend 3

"A long time ago, Nasahdyih in his human form, was walking lowards Mount
Kabilas. On the way he saw a young woman who was culling grass. Deeply
moved by her beauty, he courted her and made love to her. Later, a child was
born. The baby was beautiful and a source of pride for the young mother; she
took all the credit for the birth of her son. However, Nisahdyih was proud of
his virility and claimed the same rights. The siluation created a quarrel between
husband and wife and Jegenerated to such a point that the god and his consort
decided 1o separate the Iuit of their union into two parts. Nasahdyah took all the
bones and created a skeleton named Kavd, and the young woman took the flesh
and made a being called Khya. Nasahdyah, saddened by the hideous creatures,
sat down on a felled tree trunk and began to beat it furiously. Suddenly, the two
creatures came 1o life and began 1o dance o the rhythm of their father. According
to oral trudition, this legend is the origin of Nepalese music and dunce." (afler R,
Praddhan (1111 NS, p. 1).8

Lcgend 4

"In the beginning was the great goddess Mahdmdya. Alone in her glory and
wishing to be multiple, she wanted 1o join forces with someone; hence she
created Brihma. Frightened by the ill-omened character of this incestuous
relationship, the latter refused. The furious Mahimayd instantly destroyed him.
She then created Visnu who in turn refused and so met the same fate. Beside
hersellf with rage, the Goddess engendered Mahe$vara who agreed 1o her request
on the one condition that the goddess change her form. Both took turns at all
aspects of the creation. At the end of this divine game, Mahimaya and Siva both
assumed human forms and linally united. Following this divine union,
Muhiimiya disappeared. Insatiable and filled with despair, Mahe$vara went o
the ends of the universe: to look for her. He then assumed the form of Rudra and
abandoned himsell’ 10 & terrible danve, tndava pyakkh®. Since then this wild,
destructive dance associated with carnal desire, is called Nasahdydh pyakkha', 10

"dunce" in Newan.
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Legend 5

"One day Parvat in hec angry form (krodha miirt), was performing her wild
dance when Mahadev appeared and began to dance with her, taking on, one
afler the other, all the different angry rasa. The last dance, which finally pacified
and satisficd the goddess was called Nasahdyih pyakkhd. It is also called Jasya
nrtya Surprised and completely won over by this dance, Parvati adopted it and
made it her own. According 10 the local tradition, it is the origin of the rasa
adbhuta ("the wonderful mood”),

Legend 6

"Arrogant ssi lived in a forest. One duy Muhadyih (Mahiideva's Newar name)
decided 1o shatter their pride which was destroying them and he paid them a
visil. Secing the god, the rsi became extremely angry. To test his power, they
prepared an.nfﬁ:z.-ing on the sacrificial hearth, A wild boar sprang forth from the
fire. With'a demented grunting, he rushed towards Mahadyah to devour him. In
an instant, the latter dismembered him with his finger and covered his shoulders
with the animal's skin. The rsi were unrelenting and started on a new sacrifice
from which a venomous serpent sprung forth. Upon sceing Mahalydh, the
replile was instantancously pacificd and delicately coiled around his neck,
‘offering him body as an ornanient. Confused, but determinate, the f5i used the
‘force of their mantras o engender 2 demon dwarf. The dwarfl rushed at
Mahadyih to devour him. The great god knocked him out him and began to
dance wildly over the inanimate body. According to the Newar, this dance
atiributed to Nasahdyah is called tindava pyakkha” 1!

Certain characteristics which emerge from these legends allow the
¢ features of the god's personality to be established. Obviously
s divine figure presents a great number of similarities with the dancing
classical Indian tradition. Legends 4 and 5 illustrate the bipolarity
andava and lasya dances, traditionally associated with the lord of

1 Legend recounted by a Rijopidhyiya of Patan
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dancers, and myth 6 is a variation of Natardja's story rclated in the
Mahitmya of Chidambaram, the Koyil purapa (cf. Rao, 1990: 174).
These elements would therefore lead a priori to the assimilation of this
god with Siva Natardja. Nevertheless, as T. Ellingson (1990: 227) rightly
remarked, this Himalayan emanation shows considerable differences with
its Indian counterpart!2. Not wishing to enter into the details of a synoptic
study of these myths for the time being, only the most recurrent aspects
will be discussed, which are in some respects, the most important for our
purpose.

is at the origin of his blind hostility and lcads Nasahdydh to hide in the
cavitics!4. Nasahdyah's characteristic of invisibility is in keeping with the
two meanings of the Sanskrit root NAS- which can perhaps link the name
of Nasahdyah: "to bend”, on onc hand, and "to become invisiblc”, on the
other15.

The account of the birth of Nasahdyah's child (Legend 3) appears
as anothﬂ’ noteworthy differcnce between Nasahdydh and Natardja. The
division of this child into two entitics, Khyd and Kava'$, resulting from
matrimonial discord, is of the greatest intcrest. It should be pointed out in
advance that for the Newar, these two beings arc intimately associated
with nocturnal terrors, in particular, those of children. They are
‘sometimes considered as inveterate mischicf-makers, sometimes feared. Tt
is said that one of their "favouritc games" consists in pressing down on
slceping people. Although it is not specified in the myth, their
representations in the form of a skeleton and a pile of flesh recalls the
heterogencity of the constituent of the organism, divided into "hard" and
“soft" parts associated respectively with the male and female.

In most accounts, Nasahdyah appears as a fearful god. This
sentiment, although affirmed in Vedic and Puranic mythology, is |
nevertheless paradoxical for a god. It is obviously not a trait of character.,
The divinity's fear is generally linked to the need to escape from hostility
caused by ignorance, The classic story of Indra and Vrtra in the
Paricavimsa Brahmana (XV.11.9) is an cxplicit illustration of this:

"Indra, having slain Vytra and imagining that he had not killed him, went to the
remoltest distance, e pushed apart the anustubh and crept into its middle
portion, This indeed is Indra's dwelling. In safety does he ofler sacnifices, in
salety does he finish the sacrificial session, who, knowing this, chants on these

verses,”

Within the context of Newar myths, the god, called ecither
Nasahdyah or Mahadev, cannot escape from the demon Bismisur's
power ful asceticism and is forced to grant him what he wants. He is then
compelled to flee from Basmasur, who intoxicated with his new power,
only dreams of destroying the onc who has bestowed these powers on
him!3, In legend 2, it is the abscnce of Bhimsen's talent for music which

Fig. 2 Kaviand Khyi

or the unstrightforward, nor the one who has no sell~control; thus I shall

12 A master of dance, Vajricirya, explained the difference between Mahddeva and S jﬂmﬁ?‘ ol}ﬂm Gandlm& g ?gsg?e S5 five TN then in
Nasahdyih, "Nisahdyih concedes the siddhi “powers", and Mahidev, completely i a (Renou, 1987: 533). It is also the name of the

intoxicated with cannabis and drunk with the perfume of the dhatura flower, grants all N
e AL 8 , kautilye and NASA adaréanc V.85 in the Dhitu-pitha (appended Tist

13 In the Ninukia of Yiska, one of the six auxiliaries (veddiiga) of the Veds, it is said that illused to form Sanskrit ;t‘s:d;;r Panini including approximately 2000 roots which are
Knowledge personified seeks refuge in a being whose function is precisely to be the 6 9.1 A h lwmnpamcs the goddess Kil foly oot
trustee, the receptacle of Knowledge par excellence which is the Vedic Word, "Verily, karikdla" (Manandhar, 1986; 26) b often represented in painting as a
knowledge approached Brihmana, Protect me, 1 am thy weasure, Do not expound me to e ? '29 7
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thatu'm Jayaas a wide meaning as conventional translations demonstrate
. the words: "dissolution”, "absorption", "merging" or cven, "rest".
P. L* Sharma (1992: 387), in his detailed study on this theme, presents

our of the most synthetic definitions:

Turning towards India, one sces that this theme has been dealt with:
in detail in the Caraka Samhita, the fundamental treatise on Ayurvedic
medicine. In his work, Caraka indeed cnumerates with precision the parts
of the embryo which come: respectively from the mother and the father;
skin, blood, flesh, fat, umbilicus, hcart, lungs, liver, kidncys, etc. are
from the mother; while hair, moustache, nails, teeth, bones, channels,
ligaments, vessels and sperm are from the father (Sarirasthinam III: 6~
)17, This division between female and male organs according to female
myrdu (soft) and male sthira "hard" characteristics is not the exclusive
prerogative of the Indian world, but it exists throughout Asia, It should
also be recalled that for Tibetans, sha "flesh" designates the maternal
family, and rus "bones", the paternal side and what remains of the corpse
after cremation. This opposition of bones and flesh is intensified by other
oppositions: hard and soft, cold and hot and whitc and red. With the
latter, the colour white is associated with sperm and red with Sonita or
blood, the fertilizing clement associated with the mother.

*The important meanings of laya are 1) dissolution or destruction (samhdra) at
the cosmic level, implying the dissolution of one element into another in the
reverse order, with reference to the order of creation; 2) deep slecp or slumber
(susupti) in living organisms where the merging of the faculties of sensation and
perception into consciousness is implied; 3) in hatha yoga, the state comparable
to samadhi (decp meditation) spoken of by Patafijali, 4) in music, the viSmnti or
rest immediately [ollowing cach kriyd or action, spoken of in the treatment of
tils; taking a cyclic view of this action, rest not only succeeds, but also precedes
cach action.”

With the omnipresence of Nasahdydh within Newar socicty as a
ole, this association with Jaya must bc considered in a broader
erspective than its musical meaning. The existence of abundant literature
rclating to worship of this divinity in the milicu of the priesthood and the
clqﬁmieel speculation associated with it arc cvidence of a broader

Within the musical aspect being examined here, the creation of
Kavi and Khya associated with the separation of gender is in keeping with
the founding constituents of musical production as expressed in the
traditional stanza of unknown origin, sruti matd layah pita, translated as
"the pitch is the mother and time is the father”(¢f.Rao,n.d: 2). The soft
parts arc therefore associated with Speech (represented by the syllables, s
bol), and the firm or hard parts, by rhythm. As we will sce, this game of
oppositions which is found in symbolism associated with musical
instruments, is decisive for the understanding of different phases of
musical apprenticeships.

Within the framework of musical apprenticeships, Nasahdyih,
{anumdn, the monkey-god, and Sarasvati, Goddess of Knowledge and of
), form an indissociable triad. In this context, cach of these
tie‘s“i‘smdewcdwnha spcudl (.IUdIlly which bcncrts students. It is

"; and Sarasvaﬁ confers the power of smrti "memory"” permitting
musicians to acquirc ‘competence,

Nasahdyah, the principal divinity of music, is present in all
struments nevertheless, tradition particularly associates him with
hones and acrophones. Hanumin, as rhythm master, is
nted by different categories of idiophones (metal discs and
§ Lasti)t Sarasvati is traditionally associated with stringed

Laya, Tala Smrti

In his explicit relationship with music, Nasahdyah is associated with
laya, a polysemous term which for the Indo-Nepalese as well as for the
Newar, means a tune or melody (Manandhar, 1986: 224). Among the
Newar, the technical meaning of Jaya is also the generic name of three
musical rempi (slow, moderate and fast) used to accompany some rituals,
in accordance with the meaning of the term in classical Indian musu:at
tradition. As a major concept, embracing cosmology, yoga and the arts,,

"y derived from the root TAD- "o chap” or "o beat”.

17 Edited and translated by M. Angot, in prss. 31
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Sl . then the tikd mark of Nisahdydh (New. mvahani sinha)?? is
Jlaced on the forchead of cach participant. Recitations of the mantras
ow; after which, the master of ceremony is empowered to give
etions or to make remarks 1o his students. An offering called baupa,
jcated to the bhut-pret and picdsa concludes the first part of the
seremony. The baupa offering is composed of beaten rice, ginger, black
m black seeds, picces of raw meat and salt. Intended 1o pacify the

Jirits of the dead, it is an indispensable preliminary to the sacrifice

¥ ich follows.

instruments, in particular the vina. However, among the Newar she is also
associated with the pivamea fiddle, an instrument which no longer exists
today® .

The Ritual Context

Among the caste of Maharjan peasants, Nasahdyah is the object of
an annual cuit, called Nisahdyah guthi piija, tvah piija, Nasahdyah piji or
dhimay guthi piiji. This ceremony, during which the dhimay drum is
consecrated, is divided into two major parts: the first consists of various
offerings; the second is an animal sacrifice called si kdgu ™taking the
head". The description which follows, based on the observation of several
ceremonices in Kathmandu, enumerates the different stages. A diagram of
good omen (svastika) is first of all drawn on the ground with white and
yellow powders. The divinities Ganesa, Nandi, Nasahdydh, Bhrngi and
Kumir are sct in place one after the other from left to right. The sukunda
lamp is lit before Ganesa; the svastika is drawn in front of Nisahdyah and
the ingredients of the pija (flowers, incense, cic.) are set before Kumar.
After these preliminaries, the cotton veil (dhaki) is stretched out across
the cavities (pvih). The ceremony begins with the abhiscka, "sprinkling”
of the shrine. In the rituals we observed, the officiant was the clan elder,
kaji and music master (dhimay guru); he installs three sacrificial cakes
representing respectively the god and his two musician assistants, Nandi
and Bhpngi. Yellow and red tikd arc then placed on the drums, as well as
on the ritual utensils. This procedure is followed by diverse offerings,
consisting of cotton thread (jajdka) rcpresenting the gift of precious
clothing, flowers and samay®!. After having thrown the rice in cight
directions, the incense and lights arc presented to the god and his

The sccond part, the animal sacrifice, begins with the consceration
of the sacrificial knife (New. ndy cupi, "the butcher's knife") and the
idim, which may be a cock, a young goat or as in the ritual we
observed, a buffalo. [f the animal is a cock or a young goat, the officiant
lsprinkles it with water. It is said that if it shakes itsclf, this significs that it
accepts the sacrifice (mdualigu). If not, the animal is unfit (Pradhan,
986:234). This sprinkling is not judged nccessary for the buffalo. The
throat of the animal is then cut open from top to bottom and a small piece
of flesh is extracted from it. It is stuck to the temple's tympanum; a
sccond picce of flesh is then presented to the sukunda lamp's flame, and
aced in a sauccr. Finally, the head is cut off, removed from the body
ind placed on the altar of Nisahdydh. The cotton wick of the sukunda
amp is lit and placed there. It is interpreted as the sign of the re-
on of the buffalo's constituents into the five clements (Skt.
A blood rikd is then placed on the drum skins. The head is
n a pot and presented to the participants who cach in turn
apply the tika mark to their forcheads. Egg whites are offered to all the
vinities as well as to Khyd and Kava, the children of Nasahdyah. The
dents return to the house of the clder (Kdji ché) where he blesses them.
mmu'ﬁately following this, the animal is dismembered. Its head is
videdxmo cight parts and offered to the clders as music masters
20 According to oril tradition, the appearance of the pivimei fiddle in Nepal coincides. ecording to a strict hicrarchy:
with the appearance of Mafjuéri, the divinity associated with the creation of the
Kathmandu Valley. From ancient deseriptions, the playing lechnique seems (o resemble.
both the Chinese fiddle (fixed bow) and the Indian sarangi (fingers resting on the
strings), It was chielly used to sccompany a repertoire of love songs, entitled kili,
"black" which were performed during marriages. This fiddle is described as one of the
best means of seduction (RK. Duwal, personal communication),
2] The samay is a mixture of rice, beaten rice, black soy sceds, puffed rice, ginger, roast
meal, black seed cake, boiled seeds and alcohol.
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&omtheSmskm word, mohan, “illusion”, and one of the names of Krsna
mack is placed on the forehead of all participants during the ritual. It is
soot from buming fibric mixed with mustard oil. It strongly suggests the
atraction atiributed 1o Nasahdyih and is sumounded with immense prestige.
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muzzle Kaji (clan elder)
right eye first song master

left eye first instrumentalist
right ear sccond singer

left ear sccond instrumentalist
tongue third singer

right check fourth singer

left cheek third instrumentalist

Thus, as shown above, all left parts are reserved for the
instrumentalists (khi or dhimay guru) and the right parts, for the singers.
The horns (called “the remains of the animal”, Nep. Sesa) arc an
indivisible part, offered to Nasahdydh and hung on the top of his temple.
We note that the ritual follows the order of ceremony of buffalo
sacrifices as practiced by religious associations (guthi) and is conceived as
part of the category of rituals in honour of the group of tutelar
divinities (New. digudhyih) 1o which Nisahdyih belongs?3,

The sacralization of musical instruments is not an isolated
phenomenon and is found throughout the Indian world. Bharata Muni
(second century ?), in his famous treatise, Natyasastra, described in detai
the diverse types of drums and their divinitics. Even today in India, some
drums are the subject of codified ritualization. As an example, the bheri
of southern India, within the context of the cult of Natarija, is the object
of particularly elaborate procedures. The obvious link between the
dancing god of Cidambaram (Tamil Nadu) and Nasahdyah, leads us tg
quote the translation of a text from the Bheritidanaviddhi part of the
Cidambaraksetra Sarvasva (1982, vol. 1 : 90). In some respects, this text
is a meridional counterpart of the sequencing of Nasahdyih's pilja 24,

23 Cf. the description of the buflalo sacrifice in Pyangaon, described by G. Toffin
(1976).
24 We warmly thank Pandit Sivardja Diksitar from the Institut Frangais d'Indologie in
Pondichery, who 10ld me of the existence of this passage and kindly agreed to translate it
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o ;Im twao Sthandila mandala with rice, one in the East and the other in

.....'_. the North of the dhvajadanda “flag post”. Drawing a lotus figure with eight
petals in one of the said Sthandil2 and placing the bheri in it, Placing the
wusi“-s holy trident” in the other. Both of these things are honoured
with dhpa incense”, dipa "holy oil lamp", naividya (cooked food, with fruit,
elc.). Then the bheri is honoured by offering flowers, etc. [then] Worshipping
*Rudra’ at the centre [of the bheri], sapta rs1, "the seven sages" at the root
[ﬁommoflbe bheri], nava graha "nine planets" at the holes (?), Vasuki "abyssal
serpent” at the black [centre of the bheri), Sannukhe (the god Subramanya ?) on
the beating stick (or sides of the stick, on the top ?) [then] adomning the bheri
with a picce of silken cloth, flowers, etc. [then] elevating the wind on the dkasa
(sky) with hakdra meditating on Mahideva as having (in) ‘bindy form and
‘vyonakara (permeating the whole 3kasa) , [then] either the priest (of the festival)
or his assistant beats bheri (thrice by reciting the following mantras):

|, Brahmajajidnam + asatasca vivah - [irst beating.
7| Iduy visaurvicakrame ¢ paum sure - second beating,

3. Tryonbekain yajamahe + ma mytat - third beating,

Afer beating the bherf by the dcirya priest or assistant, the ritual is over, the
muhrbfmm‘ player is called to the place and is sprinkled with sanctified water.
l?cfisfglsuadomed with garlands of flowers. He 100 beats the bheri with Nandi
tila. Other instrumentalists, at that time, play on the important instruments like
Mh, muryja, pataka (ketledrum), vipd, Nute, dundhubi (large kettledrum)
and jhallari (cymbals). By that meditation, all the deitics and all the worlds
become pleased and bestow boons upon the devotees.

Wi_lh-'-rcg_ar-d 1o the polarity of the misra type (Vedic and Tantric)
'_-cq_lt_of Natardja in southern India, we note that is is the Brahmans
are responsible for the sacralization of the bheri drum and this
dnesnm include blood sacrifice. One of the officiants of the
J Ciﬁambaram Whom we met described the different steps in the
the Newfr god: "The cult of Siva Natardja is that of Beauty,
IIS in IL" This remark takes into account the respective
Uf the two poles of tradition. It should also be recalled that in
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; are cylindrical drums, with two skins, in wood or in
the case of the ritual to Nasahdyah, the ritualization of the dhimay drum, od brass. Their non-slanda-rd si'zcs, \'ar¥ rcszcctuv;:ly g!m;}? .35 to
which is not codified in writing, is performed by Jyapu pcasants, who &m height and z;t, to 2'_7 c¢m in diameter or' ldc? ye. fpvf_ u:ma_}:,-
consider the god of music as a sceret divinity (agddyah) especially bound and rom 45 1o 50 cm in hmg.ht and 38' to 50.c'm in diameter for the m:
d Their manufacturc is collective uniting scveral craftsmen
e Wg carpenters  for the wooden bodies (New. gvah) and
Tamrakar/Kansakar smiths for thosc in brass. The preparation —
umlng,melciung the goat or buffalo skins and the final assemblage are
the responsibility of the Kulu caste of tanners?.

The Instruments

Two kinds of dhimay drums are found in Kathmandu: a large one,
most often called mi dhimay or ma dhimay and a smaller onc called
yelepvih dhimay or dharicha dhimay. The Newar describe the first as an
indigenous creation whose origin goes back to "the time of 1hc_gods"
(Toffin, 1994: 438). According to I. Grandin (1989: 68), its cxns{cncc
gocs back to the Licchavi period (fifth-scventh centurics). Let us briefly
recall the characteristics of these two instruments, organologically linked
to the great family of dhol drums scattered throughout northern India
(Kdlver and Wegner, 1992).

Each of the drum skins is charged with different symbolism in the
three ancient royal cities. Hence, in Kathmandu the skin on the right is
associated with Nasahdydh, while that on the left represents marikah
(t'rem ma, "mother", and kah, "place” ?)¥. In Patan this play of
opposihnns;s respectively represented by the two types of dances of Siva
Nataraja, fandava and lisya 27, and finally, in Bhaktapur the skin on the
right is, as in Kathmandu, associated with the Newar god of music, while
that on the left is identificd with Haimadyah, the divinity linked to
[Mahakala who scems unknown outside the walls of “the city of the
devotces"28,

The yelepvih dhimay is presented as a relatively recent creation,
attributed to the caste of kuma potters (Nep. Prajapati). This group of
inferior status to the Maharjan, without access to ritualized
apprenticeships of the mii dhimay, would created the drum in order to
its condition. The yelepvih dhimay has been known in the
¢ capital for approximately 60 to 70 years. Its name, yele, the
e of the town of Patan, and pvih, "from" evoke this locality
n fact unknown. According to some, the yelepvah dhimay
precisely originated in two wards, Tyauda and Jydthd tvah (high
" the town, thahne). 1t is above all the instrument of public

etailed description of the different st
i Wegner (1986).
2 ml}' Seems 10 represent a contraction of mahikala, However,
Jin the southemn part of Kathmandu, the translation of mdkah is

ps in the manufacture of the dhimay

s the popular etymology of the word ¢ila associating the syllables &7 with
Haimadyah, cf Wegner, 1992: 125,
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Fig. 3 mit dhimay
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festivities and festivals as shown by its inclusion in ritual events
(marriages, democracy day, the king's birthday, etc.). As opposed to the
mi dhimay, which is exclusively reserved for the Maharjan, this
instrument is played by the two communities.

Fig, 4 yelepvih dhimay

To be complete, the dhimay bajd requires the presence of
idiophones, which have the function of rcgulating the tempo (tala).
According to the locality, the ward or the circumstances of the
performance, two kinds can be distinguished: large bhusyah cymbals with

protuberances and small metal discs called kepui or ghau.

Traditionally made by members of the Vajracirya and Sakya high
castes from a combination of different metals whose proportions are kept
secret, the two eclements form pairs of bhusyah cymbals (30 cm in
diameter) which like the Tibetan sbug-chal? are not the same as each
other. The left one is heavier and is placed flat in the hand; it is held by a
small thong in a V-form across the fingers and associated with the female.

The right one, male, is held by a piece of bamboo thought of as a linga
and twisted into the the strap. Their evident association with the yelepvih

29 Cf. the detailed description of M. Helffer in her work on Tibetan musical instruments,
Mechod-Rol, CNRS Editions, 1994: 162.
38

dhimay of Kathmandu is here theoretically outlawed with the mi dhimay,
ntlwslm the lower part of the town (Konc).

o;gannlogically similar, the ghau and kepui can be distinguished by
their respeetive pitches. The higher pitched ghau is used in the lower part
of Kathmandu; it is also played in Bhaktapur and Patan. The kepui (from
Newari ke, "disc" and pui, "strap for holding the instrument”) is played
i the upper arcas of the town (Thahne)*°. Today, the kepui have nearly
disappeared and arc mostly replaced by the ghau. An honorific practice
because of their normative function of regulating the tala, playing metal
discs often falls to clan elders (kaji).

The Apprenticeship

The apprenticeship of mi dhimay (New. dhimay senegu) is a major
event in the lives of the Maharjan peasants. All young people in the
community must learn the instrument. Although generally taken up
between the ages of 10 to |5 years, it is not uncommon that adults, who
did not Icarn to play in their youth, join the training. Always preceded by
a preliminary initiation called vahlah cvancgud!, it is organised every 12
years in cach ward and last about three months, Under the seal of secrecy,
its transmission is above all oral®2. This scssion takes place in aimost
seclusion in special houses called khahché@ The name, formed from
akhah “letter and ché "house", designating the site of musical training, is
most interesting. 3 Probably from Sanskrit, the first meaning of aksara is
“imperishablc"3¢; the Newari term khih corresponds with the meaning
“phoneme", defined as the "plus petit élément, insécable a-tome (a-ksara)

Y Amu ord 51?3 lo RK. Duwal (personal communication), the kepui metal disc was also
‘ in Panauti, Banepa and Thimi,
See Toffin, 1994: 439, for a description of this ceremony,

- The tmnsmission of musical knowledge is not he

abilities. Thus, as g genera] rule,

aster's death,

? The term akhard, according to S. Isvarananda (1995:
meeling hall",

Nm;,o ‘according 1o the traditional

_not How out or perish, hence the

992: 13. )

reditary, but based on individual
the best student is destined to become a guru upon his

1) designates "a place for

etymology - na ksarati or na ksiyite - is what
imperishable, the indestructible, the cternal, in
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ely six wecks, the first part is devoted to the
tion of the repertoire, which in Kathmandu, includes
. Like most percussion instruments on the Indian sub-
ewar drums is based on a corpus of syllables (bol)
d rhythmic structures (r3/) (cf. Kdlver and Wegner,
this language is based on five phoncmes: two
and ghil (left hand), two dentals £ and nd (right hand) and
syllable, dhyd (nd + ghil ), corresponding to simultaneously
This apprenticeship is formally divided in two major, distinct h:::x:hc ﬁ;ﬂ f:"u?l {d:o Td "_‘c first dental fa
periods, marked by four ceremonies respectively called: Nasah salegu, foar ° n:n anhg o kna .toht cbmlddlc. .l:hc sl
chema/chuma piljid, bii piiji and pirancgu piji (Toffin, ibid.: 441). Each are hand, the right is struck with a bamboo stick (New.
of them is accompanied by blood sucrifices and followed by a communal
banquet (New. beay).

de la langue" (Padoux, 1980: 75). It should be remembered that within 2
musical context and since the Visnu-dharmottara (second century BC 2),
aksara is also the technical term for syllables corresponding to diverse
drum beating?S, Within the context of Newar civilisation, where every
part refers to a totality and where analogous principles prevail in -5'
scctors of society, it is not surprising to sce a place for acquiring
knowledge, based above all on the Speech, designated as "house ‘.
letters”.

0 the dentals i and nd are well contrasted in playing the
3 _ ‘the edge of the drum causes a naturally duller sound
centre of the skin. However, the same dentals tend to merge in

MOkl Tan g nES s, khio made by the hand's pressurc on the edge of the frame

Tceaching invariably begins on a Thursday or Sunday after
festival of Gathimugah and terminates a few days before nalasanigu,
first day of Dasai (cf. Toffin, ibid.: 439)37. Preference is generally given
to Thursday, an auspicious day devoted to Nasahdyah and Brhaspati,
master of teaching in the Hindu tradition. It is preceded by a propitiatory
rite called Nasih salcgu, "conveying”, or dyih salegu pidja. This
ceremony, an indispensable preliminary to teaching, is intended 10
transfer the god's cnergy from the temple of the ward to the akhahché
The music master and his students meet to make the kis/i, a substitute for
the god in the form of a terra cotta saucer containing uncooked rice on
which a coin with a betel nut on top is placed (¢f. Wegner, 1984: 12 and
Toffin, ibid.: 441). Each student keeps one in the dkhdhché and dedicates
a twice-daily worship throughout the apprenticeship. This ceremony i
also intended to reccive the black mark of Nasahdyah (mvahani sinha).

ng resonance. Finally, the dhyd syllable, associating n7 and
‘ﬁms@nultaneously striking the centre of the two membranes.
, Tespectively mute and resonant, are supposed to be
ith the type of sound produced by the drum.

> phonemes arc arranged in a limited number of
| constituting a unit of measure (Skt. marrd). Hence,
phnncmns, 50 or so are combined, comprising two,
ef. Ex. | in appendix). Each musical sequence is
! reversc, inverted or by alternating sequences.
procedures consist in first isolating cach element
Ih-g.sq_‘-and then in reconstructing the totality from its
q » dims as much at establishing a metric regularity as
i dence of the student's two hands. As an example,
'mulas used during the apprenticeship of the
ven (¢f. Ex. 2 in appendix).

35 ¢f A. Daniélon and NR. Bhaw, 1959; 157,
36 Obligatory in Kathmandy, the chema piii is rarely practised in other localities (it doe
not exist in Kiripur and is optional in Patan), _
37 This schedule can, however, vary according to localities. Thus, in Kirtipur, according
1o student abilities, it can by prolonged by nine months, during which the festival of Cai
Dasai concludes a short time befone,

t (1988: 50) the name for this stick is derived from the Newari

m ¥, Whose reduced diameter of the skins restricts the
'usins diﬂ‘mnt_ ways of striking the drum, has a great
hich have contributed to its popularity.
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anants associated with the ancient Malla dynasties, are
as a symbol of kingship, not however without some humour.
-jan questioned on the significance of these poles, said, "[...] the
aust not fall, this would be the source of great unhappiness but [...]
lﬂﬂ‘- we make him dance as we like".

The handling of the bamboo pole is clsewhere associated with the

‘Hanuman, the master of the tala, represented at the top by the tail of
\ yak. With the dhimay drum, it forms an inscparable couple, the
pprenticeship of the pole (dhunya scacgu) is accomplished on the basis of
emitted by the instrument. This spatialization of musical
whose importance in pedagogy should be underscored, is
rally based on binary rhythms, In some wards, however, it is made
‘of combined rhythms (binary/ternary). The example cited below,
ﬁungi bol, illustrates a conventional schema of word/gesture
Each clement of the chorcography of the binary rhythm (cho
with two mated: / ght ghti / nara/ (going up) / ghii / nara/
/ kho [ tata : (turning around the waist from left to right)
‘(turning around the waist from right to left),

Far from being the exclusive prerogative of the musical world
these techniques resemble other apprenticeships which may have inspireg
them. For example, one is reminded of the study of the Vedic corpus if
which different types of recitation appeari®. Moreover, corporg
participation, attitudes linked to striking the drums, which are also foun
in the dance repertoire, dhimay pyakkha, favour this memorization.

The memorization of the corpus is regularly controlled on
levels: through daily recitation before the music master, and cach week
generally on Sunday evening during the collective pdja, in the Nisahd
temple. The first part of the apprenticeship ends with a ritual calleg
chema piiji. According to G. Toffin (ibid.: 441), it is a ceremony o
pacification intended to appropriate an equivalent relationship betweep
the devotees and the divinity. From the musical point of view, this rite i
above all intended to solicit Nasahdyah's forgiveness for students
mispronunciation®!, |

Musical Gesture

The third ceremony, ba pija (ba, "half" in Newari) marks thi
division between the two steps in the apprenticeship. A chicken i
sacrificed for the occasion and the music master offers the right wing 1
the best student. This pifja precedes the phase of instrumental pr actice
which is in fact the application of the syllabic corpus to the instrument.
northern wards of the town, this stage also includes the practice o e - gy :
acrobatics (mah tahnegu)*2. The students form human pyramids and lea _ P ﬂ"h imit: Esl::mﬂll;};t?;gmby :ndi_r; alﬂzrallidﬁr?; p“bhj
to handle a long bamboo pole called dhunyd or dhunyi munya. . , ﬁ@idm'mg which the students rnus)l’ le:: d ‘:: sk & ancgl{
According to S. and H Wichler (1980: 92), "These poles were originally % of the B = Tioi e snorcatic °h,9 h‘ eacrgy (in
a military sign and are relics of the time of the Malla Kings, when thy od temple. For them it is an occigion l:i e 4 l!:u:
Jydpu whose caste alone play the dhimay were taken into military service of Nasahdyah. In some localitics. for eSS flmcepagam
together with the Nay or Kasaim”. Even today, these poles, decorated lHowed t;ya ﬁﬁh ceremony called 'Hmncgc:?'r?ﬁa‘:;ya::f:;
Dack™. This pilja plays a similar role to that of chema in
These solemn ceremonics are invariably followed by a

.Q;;I-y__imaginc the nature of the ties created through this
Up. They once again reflect the basic parameters of Newar
1*39- bSEWCd in all activitics of this group — the principle of
ual cohesion on the basis of ward,

#kha /163 / ghi / ndcd fghd ghil / ndrd / ghdt /e /

Kkho /4515 / ghD ¢hil / nird fghd / nird / gliad / nics /

40 Traditionally 11 forms of the reitation of the Via exist they are intended o fix in e
memory of the Brahman studunt the phonic sequence independently from the meaning of
the waords.

41 1n some Tocalitics this rile, under the jurisdiction of the master, is optional,
42 According 1o G. Toflin (ibid:: 443), "malr tihnegu (short form: mihtih) seems o be
derived from Skt mahd and New. Ghnegu "o join things together." '
43 The origin of the word dhuny is unknown W us. It may be derived from the
oot DHU- “secouer, sagiter, faire trembler” (£ Renou, 1880: 343),
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dy, comprises cight (= approximately 55) [cf. CD tracks 7
Apart from this clementary binary structure, the ritual drum's
; , uses two other 1/ called partdl and jati. Partal is made up of
o mated (3 + 4) and jati of 14 mitrd [(3 +4) x 2). With the exception
of the mw}uch seems more to be the prerogative of the northern
W ds%5, the first three (3l arc played in all wards of the capital. They are
: wﬁﬁ ifically reserved for the dhimay bija and are used in other
mbles (deai]y dipha and dih khalah).

“The rhythmic structure governing this repertoire seems relatively
weous throughout the urban arca. In return, the sequencing of five
phonemes used in Kathmandu vary considerably from ward to
- should be remembered that each syllable corresponds to a
rent strike and that each strike produces a timbre of its own. The

¢ variations are thus concomitant with variations of timbre which
n the same rhythmic frame are discrete markers of the identity of

Analytical parameters

We have scen that the repertoire of dhimay drums has a relativels
restricted corpus of picces in which the circumstances of performance any
most often linked to processions. Improvisation plays practically no par
and the creation of new works is a rare phenomenon. These composition
generally follow a similar pattern in all scctors of the capital. Thes
include three or four distinct parts called nhyidh, gau, koli ang
tvalhaygut4. This technical vocabulary can be defined as follows:

1. nhydh "to move forward in space" (Manandhar, 1986: 139). This firs
term which may be related to the Sanskrit root NI- "to drive, to direct!
express the idea of a prelude or if onc prefers, an "overture”. It
generally repeated eight or ten times.

2. The word gau "to change, to meet, to follow" may be derived fron
the Sanskrit root GAM- "to go", designates what may be callel
“"development”. It is subdivided in two sub-scctions of uncqual lengtk
The first gau, is very short (three mdtrd) and acts as the "transition
between the overture (nhyah) and the sccond gau, which constitutes thegl
real "development”. The latter is repeated twice. Repertoire

 Although playing the yelcpvih dhimay is not restricted and can be
in all circumstances, this is not the case for the mi dhimay
vhich is required in nine specific circumstances in Kathmandu:

3. koli "to conclude”. This fragment is a kind of coda introducing th
final part, Contrary to the three other sections, it scems that this shor
composition, optional and rarely played, is the exclusive prerogative o
the mi1 dhimay.
= worship of the god of music, Nasahdyah pija

= passing of power from the clan clder, thakali Jui
~ initiation of aged people, burajankva

4. tvalhaygu "1o0 finish, to cover, to close”. The final part is fixed an
invariable. It is played at the end of all compositions and acts as a kind 0
sound emblem of the ward (New. tvah).

= procession signalling th i {oeshi
With regard to rhythmic organisation, one first of all notes thi mm’d&mg;fl&éya;;z;;::s‘f:nif Y
binary structures are common in two forms (mi and yclepvah dhimay,
while combined rhythms (associating binary and ternary) are principall
reserved for the ritual drum. Nevertheless, cven in the case of binar)
structures, the repertoire of mi dhimay proves to be more extensive thal
that of the yelepvih dhimay. Two contrasting tdla, respectively called chi
and lanta, can be distinguished. The first comprises four matr
approximately corresponding to a beat of 112, while the second, playe

= setting up the stupa and removal of th tat
bhagw bijayakigy e statues (rmurti),

pprenticeship of the dhimay drum, and when questioned on this

"Yes, jati certainly exists, but not among us."
45

D.ﬂgamm Makagian (in Ombaha tvih) never mentioned the existence of jat

44 CL Ex. 4 in appendix and CD, tracks 6 and 7.
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tially representing musical offerings addressed to the gods,
&yfﬁmﬂ” must be differentiated. The first which is the
; of the repertoire, is a salutation soliciting Nasahdyah's
o wion and is the only composition in the repertoire using the three
; ﬂﬁtcfuence (cho, linta, partal). There are 32 in Kathmandu, this
mhu refers to the 32 wards of the city, as well as the canonical
er of ritual drums*?. This piece, devoted exclusively to Nasahdyah,
represents in some respects the voice of the god in each tol of the town.
The sccond dhyahlhaygu, dedicated in priority to Nasahdyah and
Ganedhyih, can, nevertheless, be played for other divinities; there are 24
Kathmandu. As for the other threc picces, they are used especially
during the displacement of the instruments outside the ward's borders.
Among them, the last is specifically used during the festival of the cow

Some occasions requirc the combined use of the first three
yahlhaygu. Bearing in mind the sacralization of the instrument, one is
reminded that in some wards (cspecially in the lower part of the town),
the mii dhimay is only played by the music master and in principle only
caves the apprenticeship homes (akhahché) to be taken to Nasahdyah's
. The denomination of mi dhimay (from the Sanskrit miila "root"),
ally understood as a generic term referring to the category of ritual
rums, here designates a particular drum in each of the "32" wards, Its
lanta dhyahlhaygu Jinta  in the dkhihché during the pija togee peacement from the housc of apprenticeship to the temple of

Nasahdyiih \F ah is the object of great precaution. On this occasion, the first
tvacha dhyahlhaygu cho  in front of temples as well as while ¢ dhyahlhaygu must be successively interpreted: the first is played

it o i AN 1 I.cl.altar of the god of music, the second on leaving the room and
d in crossing the house's threshold.

 festival of the cow, S paru (Nep. Gai jatra)46
- king's birthday, jujuya janmadi47
- full moon of baisakh, baisakh purnima

- concluding festivals, shiba goyagu

The repertoire of these different ceremonies is made up of a corpu
classified in two distinct categories, as shown by the table below: the first
under the title dhydhlhaygu, (dyah "god" and lhaygu, "to speak, t
express”) includes five pieces, whereas in the second category there arg
eight, with no particular denomination.

Mii dhimay dhyahlhaygu

Title tal Performance
miidhyah dhyahlhaygu®® cho in the dkhahché and in the temple of
= Nisahdyah, before as well as after
lanta 2t
any displacement

partal

taiitakho dhyahthaygu  cho arriving and  lcaving  chosem

Tgtirations ~ In contrast to the first five pieces, which in addressing divinities,

artal g s Sy E

p | ' an be understood as "bridges" between the worlds of men and that of the
tabhunantata cho walking to the temple towards which geoas, __ﬁm sccond series of compositions is intended to illustrate the
dhyahlhaygu a procession is making its way, asggfierent stages in procession itineraries. Each of these pieces is hence

well as on arrival ssociated with the nccessity of displacement: ascending, descending,

mﬁf:lcmg, overcoming obstacles, ctc. Furthermore, this musical
On becomes a means of sacralizing the ritual space which is the

46 This piece includes the use of raturl trumpets, On account of the limits of this icle

Newar aerophones will be presented in a later publication. | T
47 On this occasion, the dhimay is associaled with the naykhi drum, recalling hell !t should be noted that speci 5
h e e == specific dhyahlha ;
Majirian peasants' and the Nay buichers' service in the amy during the Malla dynasties JRgFSVall and an, presiding ke ’;i‘;:ﬁlk“:s‘hf’““ for the ofher two, divinities,
48 of example 5 in appendix. 47 P
46

1 &_ 41 . | 0
further information on the number 32, see G. Toffin's article (ibid: 435).



entire town. As the table shows, with the exception of the sccon
lampvih, based on the combined rhythm partila, all displacements af
carried out on a binary structure (cho tila); the combined rhythms
generally only played during pauscs. “This general presentation of the apprenticeship of the dhimay drum

does not aim so much at elaborating the details of
analysis as at emphasizing the underlying interrelations

Title tala P i tan _,.rites and music in this society. As we have seen, Indian
lampvih 5! cho between the dkhihché and the ‘have proved extremely valuable references for understanding

first river in aspects of the complex personality of the Newar god of Music.

 to be able to elucidate in depth an aspect of instruction to

jyapva h i iver52 o = ;
dmyip i e Pl hope to return, this is the important role of Sarasvati, one of
swantipupvih partal  at the shrine of Swantipvah53 al divinities presiding over learning. The direct association
tampvah cho during climbing een Sarasvati and smyti in this context is particularly interesting.
s \ : i 'Megsj;pftbc Arts and Knowledge is equally personified by Speech
devalipvah cho circumambulating the stupa ‘the association between Knowledge and memory s omnipresent in
pijapviah () during rituals adition. This Knowledge is never conceived as extrinsic to the
lampvah partal  going back down to the akhahché dual, but a8 s_t:mclhmg that has been forgotten, Within the Newar
¥ = gl bt X memorization of the bol syllables really constitutes the root of
mahpvah cho :;;ﬁmlzjny|ng acrobatics (mah sition of -mu.sical Eiwiedge. The direct sssociation hotwec fhas
partal hncg s and smyti within the framework of an apprenticeship resolutely

d on Speech is thus not surprising, even if in its practical
L -_it_is destined to become silent and to be used to support the
1hc drum. Once these syllables are integrated, it could be said
.__,Mrumema! application is immcdiate. As P. Sagant (1988)

100d so remarkably well with regard to Limbu children, "Savoi
c'est savoir faire." , "Savoir

Lastly, the repertoire of the mi dhimay comprises 2 final pice
which is not taught during the apprenticeship and which the students mu
discover themselves. Called s3 yagu (sd "cow" and ydgu “to make"), it
played during the festival of SZ Piru (Nep. Gii jatra). Its existenc
illustrates an elementary principle which one could qualify as pedago_'
to become a musician one must be capable of intcgrating in @
autonomous manncr, through simple imitation, an unknown or
composition. Here, the bol must be appropriately reconstituted frof
direct observation, which significantly contrasts with the general scher

of musical instruction.

., Theseeond part of the apprenticeship of the dhimay finally appears
o;;‘i:-‘.?ﬂ‘mrmaﬁon of Speech in the form of rhythm and musical
S é; hasbccn shown that from a relatively homogencous
ki C eliect, identity expresses itself in each ward through the

Iily

ng of specific syllables associated with strikes. Hence, the tila

N appears as a fixed point, immovable, from which the various

yllables/strikes radiate. Finally, transcending these two aspects of which

¢ is the geni :
€ genitor, Nasahdyih is the master of silence, laya, silence before

S1gf Ex. 3 in appendix. o
i ind after all musical creation,

52 This composition, as ils name indicates, is also associated with the bamboo pal
dhunya. Moreover, it is played in the following circumstances: the displacement of 1
rmurti, Shiba goyagu, Burajankvii, thakili Jui, Bhagwan bijiyakigu, Nisahdyah pilj, 1
well as during the festivals of Scto Matsyendrunith and Indra jitra. :
53 The famous cave at the base of the shrine of Swayambhunith U.P.R. 299, CNRS.
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 List of compound syllables used in playing the dhimay drum in

Appendix

Ir 2 3 4
& GG GGG titakhots
takho takhota tikhotitz
' ”‘[ tadhyd titikho takhonikho
tatghti tikhonira
takhoghi tighunfita
tighlghil tighunira
| tighlitight
na nadhya nétikho nitikhota
nird ninikho ninakhotd
nakhodhyd nikhoghli
! =i n!kh_oghﬁ
kho [ khotd khotit khotakhota
khotiko khotitakho
o khotaght khotakhodhy¥
[&hd [ ghiind ghiitighti ghindghtina
' ghiindr ghiinikhota
ghiindtaght
ghiininikho
— S
dhyd [ dhySdhyd dhyZnats
‘“”‘5”, dhyi
iyl dylnon
dhyaghti dhy3ghtina
53




Ex. 2 Formulas for the apprenticeship of the yelepvah dhimay

1. 6 / kho / dhyi / kho /

2. dhyd / kho / W& / i /

. 6t / kho / dhyd / dhyX /
4. kho / takho / dhyd / dhyX /
. dhyd / khotd / & / kho /

. titikhotd / dhyZ / khotd /
7. dhy3 / khotd / ttakhotd /
8. tighunats / kho / Gita /

. titiikhotd / tikho / dhyf /
10. dhy3 / khotd / tikho / dhyd /
11. kho / takho /& /1 /
12.tatakhota / G / @ /

13. taghtnaa /@ /@ /

14, ghimataghi / G / @ /

15. Wghlindta / ghiina / dhydl /

3

5
6

9

Ex.3. Lampvah for the mi dhimay (tal cho)

1a 1ata  |kho [1@@  |1d kho |1d 1ata
ghli |ndrd | khotd |takho |t ghl [ghll [nd
[khota |takho |2 |tata |kho [t |kho [w@a@
[ghll |nard |ghll |ndrd |ghiind nikho | & ghii
takho |ndrd [ghli |ndrd |ghl |ndrd |khota |takho
1a ghll | ghiina

[x 10)
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Yelepvih dhimay

J) is constructed with a cycle of eight connected sequences. Each of them is
" two unequal sections: nhydh and gau. The piece concludes with a
ilhaygu formula. The eight different nhyah and gau are interchangeable.

is repeated eight (o ten times. The gau part is in tumn subdivided in two

sns. The first, made of three mitr3, acts as a transition between the
yrmula (nhydh) and the development. This transition formula introduces the
ch is repeated two times. The general structure can thus be summarized

A -Zrblclle;pz;'rhe bol notation of the first sequence and tvalhiygu
CD1racks 6 & 7):

_]mxyidhyi [takhota | dhyddhyd ]

[ x 810]

Gdhyi [ dhyi 3 dhyd

nidhyi [nd dhyi | tatakhow

Jnakhoghting | tikho i [takho @
[na dhya nd dhya tatakhota

I nﬁkh@ﬁni tikho ta takho @&

.| khotdkhotd | takhotas khotakhona

_ @kho 8 [uakho & |ghanakhom
k7

—{narakhotd | phil tighti | narakhota

|Kho 3 titikhotd [ takhota

4ghundrd | khod ghil | taghunara
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Mi dhimay

ex. 5. Mudhyah dhyahlaygu (tal lantd)

ta khota |takho |tata khota |[takho |ta

ghii tata khota |takho @ ta takho
1a
ta

tata khota |takho |tata khota |tdkho |[ta

ghti na khota [takho [ghli na khota |tiakho

ghti ghiind |[takho [ghind [ghi ghiind | ghii
ghii ghii ghil kho ta ghi kho ta
ghii ghlind |na
2]
ex. 6. Gau (1l cho)
ghil ghil nd tata kho 1a taikho
ghii ghii na tata kho kho ta takho
ghii ghit na tata kho kho ta takho
k2
ta khota |takho |tata ta kho 1a ta
tata khota |takho |taw khotda |ghlighli|nana |khota
[x 10
ex. 7. Kola
1a tata khotd [takho [ghlind |nakho |ghii ghti
na tata khota [t ghiina |[nikho |taghli |nara
[x 10
ex. 8. Tvalaaygu
ghii narda |[ghiina |t tikho |nard |ghil nara

ghiina |[ta taikho |ndra |taghti |taghl |[tata ghit
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RAGA BASANTA AND THE SPRING SONGS
OF THE KATHMANDU VALLEY.

A Musical Great Tradition among Himalayan Farmers?

Ingemar Grandin

In February 1798, Qayum Khan Kalawat was appointed by the royal
order of Rana Bahadur, the King of Nepal, as musician at the
Kathmandu court. Royal orders also assigned Qayum Khan a handsome
jagir — amounting to some 1,500 rupees per year — as remuneration.
And he was soon to be joined at the court by other, similarly well-
rewarded, artists: the musicians Tapa Kathak and Jiwan Shah Kalawat;
Bhawani Dayal Kathak who was appointed chief of music and dancing
girls; and Arman Khan and Bhikhan Khan, the sarangiyas. They had all
come from the south, where the titles of Kalawa(n)t (which goes back to
the court musicians of Akbar) and Kathak belong to the specialists of
classical music — those artists who have maintained Hindustani shastriya
sangit till the present day, refining their art by intense practice and
living a life of music.!

It is a great step from the King’s darbar to the simple resthouse in
a neighbourhood in a Kathmandu Valley town. A gulf separates the
professional musician to the ordinary people of such a neighbourhood,
who find time for their traditional hymns only in the morning or the
evening. The men who sing in these groups may come from a variety of
occupational groups, but most notably they are farmers by occupation,
by caste, or both. And of course, these farmers do not assemble in their

* This article is based on research sponsored by HSFR, SAREC, and the Swedish
Institute, all of whose financial help is gratefully acknowledged. My deepest thanks go
to Shri Gujya Malakar, the Kirtipur singer, composer, and musician, who first
introduced me into the hymn-siriging groups, and whose friendship, help and advice
throughout the years has made my work almost easy.

1 See Regmi (1995, p. 21-22 and p. 30-31, fn. 17, 19, 20, 22) on the appointment
of these musicians, and Neuman (1990: 86ff, 124, 273; passim) on the titles and the
characterisation of classical musicians of North India.
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resthouse to sing for any worldly sovereign — in fact, they sing for
nobody but the gods and themselves, as there is no other audience. But
introverted as this singing may scem, the devotional singing in the
bhajan and diphd groups is the kind of music-making that really
permeates the Kathmandu Valley. In the Kirtipur neighbourhood where
I myself lived for a period of musical fieldwork, there were at that time
— and this was in 1986 — two musical resthouses very close to each
other. In one, the dapha singers used to assemble, with their drum
(khim) and their pairs of cymbals. The other was the home of the bhajan
group, which in addition to the harmonium performed with a nagara
(kettle drum) in the mornings but with a tabla in the evenings.

On my first evening with the bhajan group, there was one song
that particularly caught my attention. The meandering melody, the many
and long melodical phrases, the seven-beat tala, the shifts of tempo, the
enthusiasm with which every participant joined in to sing it — all
contributed to set this song off from the other hymns. The singers
referred to this song as Basanta. The next song, though definitcly
different in both music and words, was called by the same name. In the
morning, the bhajan presented me with still another Basanta melody.
And when | went over to the dapha, I was able to add two more
Basantas to my collection.

This article is a study of Basanta melodies, such as they are sung
in different places (Kirtipur, Panga, Kathmandu, Lalitpur), in the
Kathmandu Valley today. Four of these Basantas are included on the CD
accompanying this issue of the EBHR (I refer to these songs simply as
Bsl, Bs2, ctc). Two others can be found on Laurent Aubert’s CD. |
complemented these with three Basantas from locally produced cassettes
and three that I recorded myself, and ended up with a full dozen Basanta
melodies. Though my study has already produced quite a lot of material,
it is by no means complete; what [ present here is a preliminary study
covering the main points.

Basanta means “spring” and these twelve Basanta can simply be
described as different spring songs — each with own text and its distinct

2 The spring songs are pruperly sung only during the six weeks from Basanta
pancami (the fifth day of the bright lunar fortnight of magh, in the first half of
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melody. To be sure, on the surface these distinct melodies have notable
similarities. All these songs are in refrain-verse form (and further
words will not be wasted on the texts in this strictly musical
examination), with distinct melodies for refrain and verse. All melodies
move along diatonic scales of the same kind as are found in India, and
the movements are almost exclusively stepwise. And all have the verse
melody in a higher register than the refrain melody. But these traits are
not unique to the Basanta melodies — they are found in much of
Kathmandu Valley music and indeed what one gencrally may expect in
South Asia.

But there is one reason to listen for a closer affinity among these
spring song melodies. Basanta is referred to as a song (mye) or a
melody (laya), but also as a rdga. A raga — in the musical Great
Tradition of Sastriya sangit — is something quite different from a mere
melody.? But various distinct melodies can well be surface
manifestations of the same melodical essence, the same raga. Is this the
casc among the Basantas?

At the outset, the Basantas do not appear to present a strong case
for having a shared musical essence. The meandering refrain melody of
Bsl does not seem very similar to the straight-forward repetitive up-
and-down-again of the Bs2 refrain or to the three short arcs of the Bs4
refrain. The verses scem mainly to move rather haphazardly around the
upper tonic. And most conclusively, these melodies are not even in the
same melodical mode! Some songs (like Bs2 on the CD) have all the
pitches unaltered, or shuddha (a western musician would quite simply
find this to be a major scale). Some songs (like A2 or the Gaine song on
the Aubert CD) consistently employ the flattened form (komal) of three
of the pitches: 3, 6 and 7. And some flatten also the pitch 2, consistently
(like Bs4) or just here and there (like Bsl).

February) until Holi pumima (the full moon of phagun, in March). This pericd in fact
anticipates the season of Basanta proper which starts only in the month after, in caitra

31 have not included diacritics for the transliteration of common musical terms (such
as raga, shastriya sangit, etc); for the words for musical instruments, genres etc.
specific 1o the Kathmandu Valley diacritics are given only the first time they occur in the
text
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Let us take good note of this modal inconsistency — and put it
aside for later consideration. For the present, we will just stick to a
simplified system of notation

octave:

lower middle higher
1 1 FNE 3 4" 5 B 1'ete
ni si re ga ma pa dha ni | s3

where 1 is the tonic and, for instance, 2 denotes the second pitch (re),
whether in its shuddha or komal form. This is the first step to find out
certain similarities between the melodical processes in the different
Basantas. The second step is to consider the phrases that are used in any
of these Basantas. These, in fact, can be reduced to the following set.

Superordinate A B C P Q

phrase:

Versions: X z
Derivative AB' Z P
phrases:

Among these ten phrases, five can be seen as superordinate types
of phrase, which the other phrases either are versions of, or from which
they derive.

The first three types of phrase — A, B and C — can be established
inductively from the refrains of seven of our Basantas (among them
Bs2, Bs3, and the Gaine Basanta on Aubert’s CD) easily enough:

A an ascent from 1 to 1' where 2 and 5 are omitted

B adescent from 1' to 3 (where 5 and 2 are included)

C  aconcluding phrase going from 3 up to 5 and then down (mostly
via 7) to the tonic 1.

Some Basantas (like the second phrase in Bs4) fuse the ascent-
descent A + B into one phrase, AB’. Phrase AB” and the phrase-pair A +
B both ascend from 1 (omitting 2 and 5) and then descend to 3. The
main difference is that AB” is entirely confined to the lower register and
does not reach the upper tonic 1'.

The verses invariably start directly in the higher register —
around 1' — around which the melodies apparently move rather
haphazardly. But once we identify two core motifs, and study separately
the phrases built around each of these motifs separately, the apparent
confusion in the verse melodies disappears.

TYPE OF PHRASE MOTIF ESSENTIAL MELODICAL IDEA

P p narrowly  circumscribing
the upper tonic by means of
the two sub-motifs

7—>1'and 2'—>1'

going down from 3' to the
upper tonic 1'

The two types of phrase here, then, each contain a specific
melodical idea, a core motif around which the individual phrase in a
specific song gives in its own melodical elaboration and metrical and
rhythmic adaptation. Each Basanta has several distinct versions of these
phrases. Phrase P’ — which utilizes only one of the two submotifs
7—-1'or 2—1" at the heart of P — is found in a few Basantas. In the
Basantas (like Bsl and Bs2) where the verse temporarily stretches down
to the lower register with an X inserted among the P’s and Q’s, phrase
Z’ comes directly after this X and brings the melody up to the higher
register again.
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The phrases X + Z — and in that specific order — appear as the
concluding melodical statement of a verse. The individual Basantas
correspond almost exactly in the pitch-for-pitch outline of the X and Z
phrases. The descent X + Z in the verse is never straight but always
oblique: when the melody has reached 3 (sometimes 4), it turns upwards
temporarily, then turns downwards again at 5 (sometimes 6), and goes
on all the way down to the tonic 1.

This is also exactly how the descent is shaped in the phrase-pair B
+ C that concludes the refrain. (As I have said, X + Z are indeed
versions of B + C.) The specific B + C in many Basantas are nearly
identical in overall length and metric positioning and differ only in
details of rhythmic and melodic embellishments. X + Z, on the other
hand, share the same gencral melodic outline only in the different songs.

They are treated much more freely metrically, and can be drawn
out into a sequence of 10 measures (or more properly speaking, 10
cycles of the tala) as in Bs4, or be condensed to a quick eighth-note
pattern, as in the Z of the song Siri siri phasa jita, probably the most
well-known of all Basantas.

In the sample of twelve spring songs, each individual Basanta
melody can be described with the set of five plus five phrase-types. To
give a few examples:

Song  Refrain Verse sect | Verse sect 11

B2 |a B C QX 2z Q Q Q PX2Z

B3 |A B c Q P I e B

Bs4 C. .ABY ¢ P Q PEWQ xZ e

Bsl |BC AB’ B C PQQXZ Q|PQPQP XZBC
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This suggests a close melodical relationship between the individual
Basantas. And the picture of the individual Basantas as different
manifestations of a shared set of melodical ideas becomes even deeper
when we study the motifs. A set of seven basic motifs plus two
derivative motifs can be identified in the various Basantas. All the basic
motifs, save one, is found in every single tune. And the melodical
processes, save in detail, of each individual tune can be accounted for
from these nine motifs. These motifs are listed below.

MOTIF PHRASE CORE MELODICAL IDEA
a A ascent from 1
AB’
b B descent, but not further than
AB’ to3
X
k B-C down-up kink at (about) 3
X2z
X2z’
€ c up-down kink at (about) 5
z
d C descent to |
z
P P narrowly circumscribing the

upper tonic by means of the
two sub-motifs 7-1' and
2'51'

q Q going down from 3' to the
upper tonic
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Derivative motifs:

pL P one of the p sub-motifs, that
is, either 71" or 2'>1'

¢’ 42 ascent from (about) 3 to
(about) 6, that is, the second
half of k or the first half of c.

There is, as can be seen, a close correspondence between phrases
and motifs. Most of these motifs can be thought of as the essence of the
corresponding phrase. But there is one that will escape unnoticed unless
we also consider the way phrases are put together. This is the motif k
which is found in the phrase-pairs B + € and X + Z. As noted above,
these phrases outline an oblique descent with two Kinks or turning
points; an upward turn at 3 (motif k), a downward turn at 5 (motif ¢).

A study of the individual pitches — their relative prominence in
the melodical flow, the way they are used, and in what melodical
contexts they appear — further confirms the picture of deep melodical
affinities between the different Basantas. I have calculated 1) the overall
duration of each note in the total melodical flow, and 2) how often a
note occurs in a stressed position (operationalized as occurence on the
sam, the first beat of the tala cycle). From all this, the following rank of
the individual pitches emerge.

% of  total stressed position

melodical flow (in % of all sams)
1(sd) 27% 42%
3(ga) 18% 16%
5(pa) 10% 13%
6 (dha) 10% 10%
7(ni) 13% 6%
4 (ma) 10% 6%
2(re) 8% 3%

Its sheer quantitative weight makes 1 stand out as the evident
melodical point of reference. But also each of the other pitches has its
particular melodical role.

3 (ga) is where the melodies make the inevitable kink in the
descent (motif k). In the upper register the 3' in phrase Q often marks
the melodical peak of the entire song and is a rather frequent turning
point.

5 (pa) is treated most characteristically of all the seven pitches. It
is absent in the ascent, emphasised in the descent, and it is, as a turning-
point in the oblique descent in phrases of type C and Z, an essential part
of one of the most characteristically Basantic motifs, c.

6 (dha) is the only pitch that can be found in all Basanta phrases.
It is an essential and mostly emphasised part of the ascending A and AB’
phrases. It is always featured (but not emphasised) in the descending
phrases B and X. As the lowest pitch of the upper register, where it is
optional in the P and Q phrases, it is frequently (but not essentially) used
as a turning point, as the point of departure, or as the final note
(sometimes cadenced upon). Similarly, it is optionally a part of the
concluding C and Z phrases of the lower register.

7 (ni) has its chief importance in the upper register, as passing
note and turning point in the P phrases;, and — in many but not all
Basantas — as a suspension note before the final tonic (1—27—1) in the
refrain. In most Basantas, 7, rather than 1, sound on the final sam —
they go on to 1 only after this formal ending of the song.

4 (ma) is used mostly as a passing note — it is not an essential part
of any basic Basanta motif, but sometimes substituted for 3 or 5 in the
descent kinks (motifs k and ¢).

2 (re) is a turning point in the higher register (phrase P) and is
also conspicuous by its absence in the ascent.

The four pitches 1, 3, 5 and 6 are the notes most frequently
stressed and each has its characteristic melodical role. Among the

65



others, 7 is the most prominent, 2 has a few characteristical
contributions, while 4 on the whole is not used in any characteristic
way.

The notes 1 and 3 are the resting points of a Basanta tune: 1
especially at beginnings and ends of sections; 3 more temporarily in
mid-sections. While 1 and 3 so to speak anchor the melodical processes,
it is the treatment of 6 and, especially, 5 that is most striking. These two
pitches in many ways appear as complementary®: 6 is essential and often
emphasised in the ascent to which 5 gives a characteristic colour by its
absence; S is essential and often emphasised in the descent where 6 is
more weakly present. Much of the melodical dynamics in a Basanta
derives from the opposition and interplay between 6 and 5; and from the
tension between these two pitches and the static safety of 3 and 1, on
which the melody temporarily and ultimately falls back.

This way of using the different pitches is inferred from the whole
corpus but all the individual Basantas adhere well to this pattern. Of
course, the various melodies are not totally uniform: some songs give
more weight to 5 than to 6, others more to 6 than to 5. This only
confirms the identification of 6 and 5 as the major combatants in the
Basantic musical drama.

The individua! Basanta songs have most of their melodical
substance in common. They work from the same set of phrases and
motifs, and they are strikingly consistent in their use of the pitches.

Whatever the extent of the transformations and repositionings of
the component phrases, all Basantas end their refrains with B+C, and
most end their verses with X+Z. Both X+Z and B+C essentially outline
an oblique descent 1'—3—5—1. And this descent appears in the verse
also of those songs not actually ending it with X+Z — here, as can be
seen in the above chart, C or B + C (as “borrowed” from the refrain)
have been substituted. The oblique descent, then, is always the melodical
statement that brings both verse and refrain to their conclusion. In this
final position, it seems to reinforce the “Basantic” identity of a
composition — as does the ascent where 2 and 5 are omitted.

4 The complementarity extends 1o the descent kink ¢, where 6 sometimes takes the
role of 5.

The pentatonic ascent. Both 2 and 5 are consistently omitted in all
ascending movements in all Basantas — with one exception, a 6356
cadence occuring once in Bsl and Bs4.

The oblique descent down to 1 is, in fact, a consistent feature of
all our Basantas. There is no instance in any Basanta of a straight
descent down to 1. Mostly, these kinks occur as an upward turn at 3,
downwards again at 5. There are, however, exceptions where the
upward turn occurs already at 4 (instead of at 3), or where the
downward turn is at 6 (instead of at 5). There are even cases of the
downward turn occuring already at 4 or where 6 has been prefaced with
7 (in Bsl1). All this suggests that the oblique descent as melodical process
is more instrinsic to Basanta than the exact point at which the turns
occur.

A consistent use of the pitches. A scale that is different in its
ascending and descending forms (gapped in the ascent, oblique
movement in the descent).

Typical melodical turns. This is what the individual Basantas
share, and in fact it is nothing less than the defining features of a raga,
according to the musical canon maintained by court musicians such as
Qayum Khan, In this Great Tradition of classical music, the features of
a raga include:

T A specific musical scale. This is always stated in both
ascending and descending form since these are often (but not
necessarily) different.

T certain specific important pitches. These always include the
tonic which is the final point of reference to all melodical processes (and
reinforced by drones in classical music) but also what is known as vadi
and samvadi. This can roughly be translated as “dominant™ and “co-
dominant” if we strip these concepts of any harmonic or functional
connotations (harmony and chord progressions are entirely alien to this
fundamentally melodic music). Which pitches are actually vadi and
samvadi in a certain raga contributes to making it distinct from other
ragas which use the same scale.
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T certain specific typical melodical turns. These, which are
known as pakads, are what — together with vadi and samvadi — gives a
raga its particular and individual identity, and keeps it distinct from
other ragas.

This is exactly what the twelve Basanta melodies share — with the
exception of a common scale. The uniformity between the Basantas of
different scalar modes is certainly a striking feature of this corpus of
tunes. I suggest that this is not one raga, but a family of ragas, using
different scales but otherwise nearly identical, and that by processes of
time probable qualifying names have been lost until all simply are
referred to as Basanta. Such closely related ragas are not without
parallels in North Indian raga demography.’

It might secem that the individual Basanta melody is entirely
formulaic, that it consists only of the stringing together of standard
phrases. But while the twelve Basantas share this melodical substance,
they are not uniform in the way they use it. Let us study the individual
case of Bsl in this respect. This is the seven-beat Basanta sung by the
Kirtipur bhajan-singers. As a glance at the chart on page 61 reveals, this
Basanta is thoroughly claborated. A rough notation is given at the end of
this paper.

This song consists of the basic types of phrase, but in many cases
these phrases have been extended considerably. These extentions are not
merely random meclodical claborations. Quite the contrary. Instead, the
extentions are made up by inserting and adding the basic Basanta motifs.
Most significantly, motifs k and ¢ are extensively used. Similarly, the
pitches 5 and 6 are prominent in the extentions. It seems that the melody
really goes a long way to explore the interplay between these two
pitches.

To consider this in a little more detail, let us start with the
refrain, In many Basantas, the refrain quite simply states the ascent and
descent forms of the scale. In our present song the refrain has been

5 This would be worth further exploration, but the size of the present sample is
rather too small for that

developed into B C AB” B C. It has both repositioned the phrases and
extended them. The refrain actually starts with the descent phrases B +
C. While B has the straight-forward form found in most Basantas,
phrase C has been extended by the insertion of the motifs ¢ and k. In
this way, the initial half of the phrase has been doubled: ascent from 3,
descent to 3; then ascent from 3 and descent to 3 again before finally
going on to the characteristic 2—51—57—1 end of the phrase. The
refrain melody then goes on to a phrase of type AB’. This phrase starts
from 7, and states all five pitches of the ascent (Z 1 3 4 6) — and hence
shows the omission of 2 and 5. It is very much extended — but made up
entirely by the basic motifs. Instead of rising directly from 3 over 4 to
6, the ascent part of the melody has been prolonged, and falls back
temporarily to 3 twice before going on to 6 for the straight descent to 3.
This means that the series ¢ k ¢ k ¢ is inserted after the ascent motif a
and before the descent motif b. Moreover, the phrase has been
concluded with a new ascent, a. Hence the whole phrase reads a ¢ k ¢ k
¢ b ainstead of a simple 8 b. Maybe the best way of describing this
phrase is as a condensed version of the whole refrain — though with the
important addition of motif a at the end. This makes it clear that it is not
a final musical statement after all — Basanta’s final statements always end
on I — and that we should expect a continuation. Indeed, such a
continuation appears: B + C are repeated. Only with the final 1 in
phrase C, the refrain melody is brought to its completion.

The first section of the verse — which is repeated — opens with a P
where the position of two submotifs has been reversed, that is, first
2'—>1', then 7—1' instead of the other way round which is the standard
procedure. Then it goes on to three Q phrases, cach differently shaped
both metrically and melodically. Before the last of these three Q
phrases, the pair X + Z’ is inserted, taking the melody temporarily
down to the lower register and of course including the motif k, the
characteristic Basanta kink at 3.

The second section of the verse doubles the tempo. This section
opens with P + Q, stated twice. The third time a P appears here (and like
all P phrases in this song, it has reversed the submotifs, making for
melodic consistency within the song) it is to initiate the descent X + Z. It
may be noted that the k kink here occurs already at 4 (instead of at 3),



but a more significant feature is the addition at the end — like in the
phrase AB’ of the refrain — of the ascent motif &. Again, since this ends
not on the tonic 1, but on 4, this makes it clear that X + Z is not the final
musical statement of the verse in this song — and indeed, the phrases B
and C follow here. This whole sequence—PQ PQ PXZ BC-is
repeated before the refrain appears again, however now reduced to just
AB’ B C. This is only logical, for the initial refrain phrases B and C
have already been sung.

The five Q phrases in this song make clear the degrees of freedom
of how to articulate and give melodical details within the formulaic
framework. Among these phrases, Q35 is but a version of Q4. But each
of the first four phrases has been given a distinct shape, both metrically
and melodically. The individual notes of the core motif (3y 2y 1y) have
been given various metrical assignments. The tala of this song is divided
3+2+42, typically articulated

qh 'h: -h ‘or, in, idouble e.q.q ¢
tempo:

and cach of the motif notes can be found in almost any of these four
metric positions. Each core note is similarly found in various durational
values. Melodically, the phrases work with reiterations of the core
notes, and with different ways to “frame” the core motif with
beginnings and ends. QI is prefaced with an extention further up in the
register, above 3' which is otherwise the topmost pitch in this Basanta.
In contrast, Q3 sets out from below 1', whereas Q2 starts with 1' itself,
Q4, by contrasting, starts directly with the motif but has extended the
phrase at the end instead: here we find the characteristic cadence upon 6.

To sum up, the actual melodical shape of this Basanta can be
entirely accounted for, but certainly not predicted from, the set of basic
phrases and motifs. The song makes extensive use of all kinds of
transformations: repositioning the overall order of phrases, extending
the individual phrases, shaping (metrically and melodically) each
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individual instance of a phrase differently. The song still adheres in
every respect — ascending and descending forms, typical turns, the use
of the different pitches — to the shared melodical material of the Basanta
family. The different songs seem to derive from a basic model, but the
individual shape of a particular Basanta melody cannot be predicted
from the sets of phrases and motifs.

We have found that the individual Basanta melodies all share a set
of essential melodical features. We have scen that this set of features is
that of a raga in the Great Tradition sense. We have noted that these
features are consistently employed in each individual Basanta melody.
And we have observed that the individual melodies are distinct but
create this individuality by their particular way of using the shared
melodical material. True, the sample is not large. And we should not
conclude that each and every time the term “raga” is used in Kathmandu
Valley music does it have these Great Traditional denotations. But it
does permit one to conclude that Basanta is not just assorted spring song
melodies. The Basanta of the Kathmandu Valley farmers very much
looks like a raga in the Great Tradition sense of the term.®

Certainly, there are important differences. The North Indian
classical musician emphasises individuality, improvisation and virtuoso
performance. There is nothing of this in Kathmandu Valley devotional
singing. Seen from the singers’ perspeciive, “raga Basania™ noted in the
song-book is an aid to memory but far from specific enough to generate
the performance. The singers are not expected to extemporate a
"singable” shape of this raga at the spur of the moment. They will sing a
fixed composition — as they learned it from their guru. But this is a
question of the nature of these genres. The singing should fit a certain
text and is done unisono in a group. Fixed compositions fulfill these
requirements, so improvisatory development is rather out of the
question.

6 There are a few things in common between raga Basanta and raga Vasanta
(Daniélou 1968, p. 349) as it is sung in North India today. Both omit 2 and 5 in the
ascent; both have oblique movement in the descent But Vasanta leaves out 5 entirely,
also in the descent, and moreover it includes ma tivia (raised 4).

71



The social distance between court musicians such as Qayum Khan
Kalawat and his colleagues and the hymn-singing farmers is large, but
musically they seem very close. How is this possible? Is it really
reasonable to expect proper shastriya sangit to be practised among
ordinary people, in a mountain valley far from the courts and cities of
North India? As Neuman (1990 : 54) puts it, the ideal shastriya sangit
musician — the court musicians of the old days, the contemporary ustads
— “lives, eats, breathes, and sleeps music™. The intricacies of raga music
require a life-time of learning and practice to master. This is a task for
highly specialized full-time musicians. But the hymn-singing farmers
are certainly not full-time musical specialists. Their music groups are
operated as independent neighbourhood enterprises which satisfy, one
might say, the twin aims of devotion and friendship. The performers
learn the music, once and for all, in sessions of a few months, and the
performances they then take part in are held with wide gaps, with no
practice in between, One cannot imagine a greater disparity from the
iconic upholders of the Great Tradition — people whose whole life is
devoted to music, rather than to growing rice and vegetables,

How is it that Great Tradition music is maintained by these
Himalayan farmers? And there are more questions to add to this. It is
difficult to see the individual Basantas as mere versions — accounted for
by the hazards of aural transmission — of each other. Rather, one
glimpses the work of a musical mind behind each song, someone who
has worked out the melodical material to specific compositions and
known how to stay inside the melodical rules. How did the spring song
repertoire — of melodies that are distinct yet share the melodical essence
of the Basanta ragas — come into being? What has kept the melodies in
check with the rules, as is obviously the case? Did these farmers possess
the knowledge of the musical $astras necessary to utilize raga concept in
this consistent way? And if so, by what historical processes has this been
brought about?

Of course, it is possible that the Great Tradition music of local
farmers amounts to no more than an imitation of the music of the court,
Here, as we know, Qayum Khan Kalawat and after him many colleagues
from India kept up the musical standards. And nor was Qayum Khan the
first North Indian musician to work at the Kathmandu court. Why

should Prithvi Narayan issue his ban on such imports’ if not to end a
prevailing practice ~ presumably among the Malla kings whom he
defeated? Mahindrasingh Malla, king of Kathmandu in the early 18th
century, was known to entertain (and be entertained by) Muslim
musicians®, and the presumptions of other Malla kings of being great
connoisseurs and practitioners of the arts — including music and the
musical shastras — is well known.

The general logic of this interpretation is well-known in a
Western context: that musical styles, genres, dance-types foun? in folk
music have filtered down from the refined music of the courts. The
musical Great Tradition of the Himalayan farmers would be a case of
“filtering down” from the Valley society’s royal centre to its periphery.
The society can be imaged as a sugar cone, with status and power most
highly elevated at the centre. (This image is in fact quite close to the
actual social geography of Valley towns and cities such as Bhaktapur and
Kirtipur.) From the top, shastric music then trickles down to the
farmers down the slope.

Several questions remain, however. How were the  contacts
between courts and commoners made exactly? By what means were the
local groups able to prevent the borrowed repertoire of melodies from
drifting astray, changing a note here and a motif there until it would no
longer be possible to find the common melodical essence among
different Basanta melodies? The gurus of the farmers' devotional groups
might have been responsible for that — but how did they originally get
access to this knowledge? And, most importantly, why did the idea of
setting up raga-singing devotional groups spread to become an instrinsic
feature of each and every neighbourhood, not only in the cities but also
in the smaller towns and villages? There are obviously good reasons to
try another logic for the interpretation.

In the works by Western scholars, the Newar culture — as the
traditional civilization of the Kathmandu Valley is referred to today —
appears as the distribution of knowledge, dutics, roles, occupations into
a well-integrated whole. It is a mode of production with division of

7 In the Dibya Upadesh Translated in Stiller (1989: 46).
Sattaur & Wegner (1993: 15).
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labour and strict arrangement of duties according to the caste system
where the material production and the production of culture are but the
two sides of the same coin. Specialists in all conceivable tasks, whether
economic, social, cultural, or ritual, together maintain a “‘unicultural”
system — to use a word from Robert Levy’s Mesocosm (1992 : 68).
Levy traces much of the integration to the royal power at the centre —
more specifically to the Malla king, today present only symbolically.

Levy does not say much about music, but the Malla kings were
clearly interested in this particular form of cultural production. The
many manuscripts of learned texts from Malla-time Nepal include
copies, translations, and commentaries upon classical treatises on music
commissioned for or authored by the kings.® The chronicles attribute to
Jayasthiti Malla (14th century) a prescription that “raga Dipaka should
be performed while the dead bodies were being burned” (Wright
1877:182). There was such direct intervention in musical affairs also
when royal patrons founded the navadapha (a dapha ensemble with nine
additional drums) of Bhaktapur. As Wegner (1987) tells us, the royal
patrons donated the set of instruments together with a piece of land to
cover the musical expenses. This was “as a regular offering to the major
gods of the town” (p. 474) and one group even “once served the king at
his palace” (p. 472). Is this the way the whole thing originated?

We might tentatively assume, then, that the various local groups
for Great Tradition music were originally set up by the royal centre —
to maintain the religious life of the town or even to serve in the palace.
In addition to land and instruments, these local music groups may have
been endowed with their repertoire and with a guru well-instructed in
the canons of music.

Newar culture, as Levy (1992:15) puts it, has gone on “in very
much the old way, like a clockwork mechanism assembled long ago that
no one had bothered to disassemble”. The present-day music of the
Kathmandu Valley looks like a part of that clockwork mechanism.

9 Kaufmann (1968: 44-5) mentions a ms. from 1308 written for Bhumalla Deva,
Daniélou (1968: 381-6) lists four other Nepalese mss. among which are the
Sangitabhaskara authored by Jagajjyotir Malla and Vamsamani Jha (Shaha 1992 p. 77;
see also Malla 1982: 40, 45, 47, 61).
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Farmers were appointed as the musical specialists within the system — in
the sense of adopting the responsibility for Great Traditional devotional
singing, rather than of having music as their full occupation — and they
have gone on to provide their services (like many others have done)
even though the royal centre vanished long ago.

Daniel M. Neumnan (1985) contrasted the classical traditions — in
terms of music patronage and music performance — of North and South
India. I reproduce key elements of Neuman’s discussion in the table
below, and add the Great Tradition as maintained in the Kathmandu
Valley'®.

The picture on the chart (page 73) is quite clear. In feature after
feature, Kathmandu Valley lines up with South India.

Neuman argues that the North Indian features were brought about
by changing patronage of music by the Islamic nobility, Like South
India, the Kathmandu Valley has obviously retained non-Islamicized
ways of practising music. As Chittadhar “Hriday” says (1957, p. 3-4),
ragas were introduced in the Kathmandu Valley almost as soon as they
were invented by Mahadev. The late scholar Thakur Lal Manandhar
(personal communication) has given more precise estimates. According
to him, dapha music was imported from Mithila at the time — probably
the 12th or 13th centuries A.D. — the connections between this kingdom
and the Valley were at their height. This is long before the intensive
Islamization of North Indian music — in the 17th and 18th centuries —
that Neuman talks about. It seems that this musical Great Tradition kept
out North Indian influences, and went on to meet the present day in this
ancient social organisation of performance.

10 Eor certain of these features, see further Grandin (1989), ch. 2.
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North India

South India

Kathmandu
Valley

indoor music: in
palace or (later)
auditorium hall

outdoor music, at
temple

outdoor music, in
resthouse or at
temple

court devotional devotional
professional amateur amateur
musicians musicians musicians
audience of | participatory no audience
musically  non- | audience

involved nobles
or (later) middle-
class

tabla drum-pair | mridanga  barrel | khim barrel drum
drum
no external time- | external time- | exlernal time-

keeping; tala

keeping: tala

keeping: tala

articulated by | articulated by | articulated by
theka (pattern of | handclapping cymbals
drum-strokes)

only

virtuoso composition; composilion, no
improvisation improvisation improvisation
instrumental instrumental instrumental

music important;
distinct forms for
instrumental

music

music and its
forms derivative
of vocal music

music and ils
forms derivative

of vocal music
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The Kathmandu Valley lost the last “Newar” king of its own in
1769. If the mesocosmic interpretation is to be tenable, the Great
Tradition as maintained by the farmers today must have been firmly
established long before that. The more archaic social organisation — and
maybe the different content of the ragas — is in line with this
interpretation. To be sure, the North Indian variety is also found in
Nepal. Maybe the social distance between Qayum Khan Kalawat and his
successors at the Kathmandu court, and the farmers in their
neighbourhood resthouses, has been the reason why these two forms of
Great Traditional music still can be found, each on its own and with few
signs that the up-to-date North Indian variety should transform what is
sung by the farmers.

Time to end this discussion which by now has gone rather far
from its base: the observation of certain melodic similarities among a
group of Kathmandu Valley spring songs. But if nothing else, I hope 1
have suggested some avenues for further research — research that can
corroborate, modify or refute the various points that I have raised here.
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MUSIC FOR THE ROYAL DASAI
(GORKHA AND NUWAKOT)

Carol Tingey

One month before the festival of Dasai commences, the
distinctive music of the season -+nalagri- can be heard blaring forth
from Radio Nepal right across the country. This is one of the early
warning signs that Dasai is approaching, and from this time - the
astami two lunar cycles before mahastami- until the end of the
festival, music groups all over the country! perform milagri at their
local shrines. Music also plays a central role in the Royal
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= :' = i;'— Sk celebration of Dasal at Basantpur, Gorkhi Darbar and Nuwakot, and
the official music groups employed by the Royal Court perform not

o o e s s . only malasd, but also a number of rtual and sacrificial musical

c St ;‘.:WE === items which are specific to certain Dasai rituals. The same types of

J music are employed at both Gorkha Darbar and Nuwikot, and the
Dasai musicians fall into two main groups. The musicians of the
first group are 'auspicious women' (mangalini), household ritual
singers of the Royal Family who sing auspicious songs (mangal
git), for the most part inside the shrines. By contrast, the musicians
of the second group are all men, whose music is played out-of-
; doors only and has - or once had - militaristic associations. They

s B >+ include the drummers of the military band, and the various shawm
J : : 5 and kettledrum ensembles (nagard bana, paricai baja, jor damaha) of

the Damadi caste of tailor-musicians. The contrasting musical styles

e — | of these two principle groups of musicians suggests an association
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with the two main aspects of the Mother Goddess - her warlike,
bloodthirsty side, which is paramount during navardtri represented
by the raucous and martial sounds of the Damii and military
bands, and her benevolent, life-affirming side, which assumes

Uncluding bhajan groups, Newar diphi khilah and the paficai baja bands of
the Damai tailor-musician caste.
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predominance on vijayd dasami, represented by the singing of the
mangalini. This paper will explore this relationship, by introducing
the musicians, their music and ritual duties, and looking at their
historical backgrounds, in order o account for the central role
played by music during Dasai rituals. The data were collected in
Gorkha in 1987-8 and Nuwikot in 1990, funded by the British
Academy (1987-8) and the Leverhulme Trust (1990).
Masgalini

Mangalini - ‘auspicious women' - are houschold ritual singers
of the Rana? and $iha. The Sdha mangalini are based at the old
Royal palace at Basantpur, Kathmandu. They have the duty to sing
auspicious songs (mangal gif) during the lifecycle rites, festivals
and daily worship (nitya pija) of the Royal household.® Most of
their duties are performed in Basantpur Darbar, but during the
Dasail festival, three mangalini sent to Gorkhd Darbidr and five to
Nuwikot Satali Darbar, postings which are rotated annually# In
addition to singing ritual songs, the mangalini have several other
duties, including sewing together leaf plates for offerings and feasts
throughout the year, and preparing all the plates of offerings
required for each Dasai pidja. During Dasai, the most senior of the
mangalini of ficiating at Gorkha, Nuwakot and Basantpur have the
duty to escort the sacred kala$ (water pot) during the philpati
procession, and they are known by the honourable title kalasini.

2The tradition has been maintained by only one Rind family - that of the late
Brigadier General Aditya Shamsher Rana. In his household, two old Tamang
women are the last survivors of a once thriving Rind mangalini tradition They
reminisce that in their youth, twenty or more women would sing at Rana life
cycle rites.

3In Hindu ideology, the concept of "auspiciousness" is central to life itself,
being the fundamental prerequisite for health, happiness, success, prosperity and
general well-being in society. It is a divine blessing which makes life possible.
Auspiciousness should not be confused with purity - these are completely
separate realms of idea (Tingey 1994:5-6; Marglin 1985a; 1985b).

4 Mangalinf are also in attendance at Lamjung Darbir during Dasai, but these
are young local girls. Lamjung Darbdr has been both a $iha and a Rina
stronghold in its time, and the mangalini tradition here could have been
inaugurated by either family.

82

There are sixteen mangalini employed at Basantpur Darbar.
They do not live in the palace, but are all married women living
with their husbands and families. Their posts are not hereditary
(most of the women being put forward by fathers working in
government posts), and their payment is in the form of a monthly
salary, like that of other civil servants, The age range of the
mangalini is from early twenties to mid-forties, and most of them
have had the job from their late teens or early twenties. Their
caste backgrounds are similarly varied, including Brahmin, Chetr,
and mid- to high caste Newir.

According to both Rind and Siha mangalini, their tradition
dates back only to the mid-nineteenth century, from the fime of
Rand mule. At that time, they were known as the nardyanhity nani
(Narayanhity girls), Narayanhity being the palace of the Ran3a prime
ministers. The mangalini relate that the tradition was adopted by
the Sahas after two nani dressed in gold, had been sent to sing at
the King's palace, but it is not remembered when this took place,
or for which king they sang. Certainly, the Rands were responsible
for the introduction of many musical innovations (Boonzayer
1991:40-5) and Dasai ritual practices, and against this background,
their assertions seem probable.

Both the Sihas and the Rinds trace their ancestry to
Rajasthan, and the mangalini tradition could be based on a Rajput
model. Wealthy households (haveli) in Rajputana patronized women
rimal singers from a number of castes, including dholi and
manganiyar, and all family life-cycle rites, pidji and festivals
demanded their participation (Erdman 1985). Alternatively, the
Rinas may have copied the tradition from the Moghul courts,
where classically trained women singers were employed.

There is no documentary evidence to contradict or support the
women's account of their history. As the mangalini are attached to
households, rather than temples, there are no inscriptions referring
to them, as there are for other ritual musicians. There are several
pre-Rana  references to 'auspicious songs and  household
entertainments, however, which could relate to houschold singers,
although margalini are never mentioned specifically. For example,
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Yogi's collection of historical documents and inscriptions includes
the following reference to Drabya $iha's capture of Gorkhd in 1559
(source not provided):

When Drabya Saha claimed the Tallokot throne, there was the
playing of music, the singing of marngal git and the recitation of
the Vedas, after which he went on to capture Upallokot
(Naraharinath VS.2022:681).

The Gorkha vam$avali includes two interesting musical
references in this context. The first one depicts the scene of the
state entrance of Ram Saha (reigned 1606-36) into his palace at
Gorkha, presumably on the completion of the building of his new
residence, the first darbar at Gorkha:

In Gorkhda, people of five different castes celebrated with
auspicious music and auspicious song and dance, each according
to their caste, after which there was a sidur jara and at the
auspicious moment, King Ram $3ha entered his palace.
(Naraharinath V8.203 1).

Although mangalini are not mentioned specifically in the state
expense account of Narabhupal Saha (1716-42), there arc entries for
gifts (bakas) and food given to singers of kirtan (sacred songs)
(Panta V.5.2043:513), which perhaps relates to such a tradition.
Thus, there is evidence to show that mangal git had been a
desirable commodity in Nepal well before the nineteenth century,
and even though the advent of the mangalini tradition cannot be
dated precisely, they must be a (perhaps more recent) strand of an
old established tradition of Nepalese ‘auspicious’ music.

Until 1987, there were only nine mangalini but for the
occasion of Crown Prince Dipendra's vratabandha (sacred thread
investiture) in Cait V.S.2044 (March 1988), another seven were
added. The court was concerned by what it considered to be
inferior songs and a poor standard of singing. Thus, at this time,
the marngal git were all revised, and put into standard Nepali (from
their original Hindi-Nepali mixture)® by the poet Nir Bikram Piasi,

5The texts of the Rana mangalini repertoire are still in a Nepali-Hindi mixture.
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and the classical singer, Natraj Dhakal. The latter became the music
tutor of the margalini coaching them in singing, tabla and
harmonium for a period of over two years.

The revised repertoire comprises ten auspicious items, and the
mangalini divide these into two categories according to their texts -
songs which are only for the Dasai festival (numbering five) and
five 'general purpose' auspicious songs for use during all other
occasions. Two 'general purpose' items are also sung during Dasai,
however, so that seven of their ten songs arc featured during the
festival.

It should be noted that these songs are not the exclusive
domain of the mangalini This repertoire has been tailored primarily
from songs that are well known across the country. For example,
the text of Sri Gane$ pilja is a virtually unchanged Nepalisation of
the first song in a collection of Hindi texts entitled rag malasri
published by the durgd sahitya bhandir (Varanasi), which contains
25 songs to be sung to maladri and a bhagavafi stuti This booklet
is widely available in Nepal during the weeks leading up to Dasai,
enabling devotees to sing malaéri at the shrines of the Goddess.6

For most of the Dasai rites, a sequence of up to five songs
is performed, the number depending on the length of the piija. For
example, at Nuwakot, the three goddesses Taleju, Bhairavi and
Kilika are honoured during Dasai, and each morning during
navaratri there are Gane$ and kala§ pijja and recitations of the
Candi path at their shrines, for which the five-song-sequence is
sung. The marngalini split ranks, two singing for Taleju, three for
Bhairavi, and then all five for Kalika. The song sequence is also
sung during the planting of jamara (barley seed) on the morning of
ghatasthapan3, and for the kala$ piiji which prefaces the philpati

6For an account of Newar malaéri singing traditions in Kathmandu, which
gives the appropriate song texts to be sung at specific shrines, see Darnal's
article 'Rag maladri' (B.S.2045). This article also covers regional variation in
malasri (amongst Indo-Nepalese), with song text examples. Darnal's look at
early references to malasri in Malla and $3ha inscriptions and compositions is
also of interest.
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procession. At Gorkhd Darbdr, the five songs are sung not only
during rites on behalf of Kalika, but also W accompany the
recitation of the Goraksa Sihasranima in Gorakhndth's cave shrine.

The first song in the sequence is Sri Gane$a piljd, sung to
the seasonal melody milasri (ex.l) during the propitiation of Lord
Gane§ at the start of cach Dasai rite. It is also sung at the
commencement of other Royal rituals, such as coronations,
weddings and wratabandha ceremonies. The text juxtaposes the
worship of Gane$ with the attributes of the Goddess in her warlike
aspect, and is as follows:

R ganesa pljall nadi kiniram3 candra vadana myga locani

1 3u ganga jamund triveni sangama madhya dahine kalika
canda pracanda.rupini chattis vahana sadhini

2 $ankha cakra gadi padma khadga khaparil licra
lal lahdiga vira git chattis baja bajaera

3 bajdi dimi dimi damaru dimi dimi khadga khaparl dharani

hat khaparil triful licki koti sena mame

R Let us worship Gane$, on the river bank, with moon-coloured
body and the eyes of a deer.

1 Please come, Gangd, Jamuni, up to Triveni, the middle of the
confluence, with Kiliki on the right,
She with the terrifying appearance can control thirty-six vehicles.

2 Conch, discus, mace, lotus, sword and skull are taken.
Red dhoti, a song of bravery, thirty-six instruments are played.

3 Play damaru (with the sound) dmi dimi,
The keeper of sword and skull, having taken sword and tident
in hand, kills ten million soldiers.

Jaya Bindya Basini (ex.2) is the second of the five-song-
sequence, sung immediately after Sri Ganesa pija. Both the melody
and the text contrast with the material of the former song, jaya
Bindya Basini being a gentle offering to the Mother Goddess, in
which aspects of her worship are mentioned:
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jaya bindya basini timi? bhavini

puja leu mana l3era
jaya bindya basini timi bhavani.
mother goddess.

tan mana sard dphno timima

gardai chall arpand

gharki durgd manaiichaii

hami barha varsa

jaya bindya basini timi bhavani.
mother goddess.

anmail phiilpdd cadhall dok
bhandai jay jay kah

veda jagdi janani din

kala ratd mandi

jaya bindya basini timi bhavini.

Long live Bindya Basini, you
mother goddess.

Take offerings readily.

Long live Bindya Basini, you

I am offering all my body and
heart to you,

Household Durgi,
We celebrate for twelve years®
Long live Bindya Basini, you

We bring out the philpati, we offer
the litter,

Saymng long live Kili

Evoking the vedas, Janani comes,
Celebrating kal-ratri

Long live Bindya Bisini, you

mother goddess.

The mangalini sing Bhaimavl Devl (ex.3) after jaya Bindya
Basini, as the third song of the sequence that accompanies most of
the Dasai rites. As in the previous song, the text mentions aspects
of the worship of the Goddess during Dasai, as a gentle song of
devotion to the Mother:

bhairavi devi, timro $aranama

hami &yali, himi dyail, bhairavl devi
nuwikotami sundar mandirbhitra

basera @san vidhi sandhya kdlma dipa jaldi
nagard bajdi $abda sundi, bhairavi devi.

Bhairavi Devi, I am your dependant

We come, we come, Bhairavi Devi,

Having sat inside the beautiful temple at Nuwikot,

We stay inside in the evening time, having bumt light,
Having played nagard (kettledrum), having heard the word,
Bhairavi Devi.

TUse of the familiar timi rather than tapai, indicates that the Goddess is like a
close personal friend,
$Implies 'a long time', not necessarily a fixed period of twelve years.
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Le le hanail le le le (ex.4) is a sacrificial song, sung during
all Dasai sacrifices, after S Ganes piji. For example, before the
phiilpati is established inside the piija room (Dasai ghar) of the
Taleju shrine at Nuwakot. and the Kalika Darbar at Gorkha, there
are goat sacrifices at the doorways. During the propitiation, the
mangalini sing Sri Ganes piija, and for the sacrifice, Le le hanai le
le le, and this pattern is repeated for the many blood sacrifices that
ensue. The text reflects the violent nature of the rites it
accompanies, and focuses on the fierce, bloodthirsty aspect of the
Goddess. Le le is also sung after Bhairavl Devl as the fourth song
of the five-song-sequence if the ritual is a lengthy one requiring
additional music to cover its duration.

le le hanail le le le Take, take, let's strike, take, take,
take.

daitydsa mama khadga cyapeki She, having sword to kill demons,

prakata vikata vadana riipa With unusual body appearance,

canda munda mahalini Canda, Munda ..2...

kaa kala ankha bhaeki I-Iaving black, black eyes,

sor arina vahana chamcham The 16 sounds of the sky jangling
as vehiclesl%0

prakata vikata vadana riipa With unusual body appearance,

unmata nayana lieki With very angry eyes,

sor arina vahana chamcham The 16 sounds of the sky jangling

as vehicles

le le hanaii le le le Take, take, let's strike, take, take,

take.

The Kalika stotra (hymn of praise) dhanya dhanya (ex.5) is a
song of thanksgiving to Kalika. It is an 'all-purpose’ mangal git
which is sung at coronations and Royal life cycle rites. During
Dasai it may be sung after le le hanai le le le as the fifth song
of the series if the piijd is long enough to require more music. The
melody is that of a widely known mangal git, bhajall manle
Nirdyana, a song which describes the ten avatar of Visnu, which is
performed by Gaine (itinerant minstrels) and Damii at village
weddings. The text of this version describes the beauty of the

Scham cham is the sound made by ankle bells during dance.
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Mother Goddess, and lists some of the epithets by which she is
known:

R dhanya dhanya dhanya mata dhanya gujya kilika
1 timinai koti candra vadana, timinai uma radhika
tirminai tara, timinai sard, timinai gujya kalka

2 siddhi kali, siddhi janani, siddhi sarva pujani
dhanya dhanya dhanya mata dhanya gujya kalika

R Gracious, gracious, gracious Mother, gracious sacred Kailika.

1 You have the brighiness of ten million moons, you are Uma,
you are Radhika,

You are Tar3, you are all, you are the sacred Kalika.

2 Siddhi Kal, siddhi Janani, worshipped by all,

Gracious, gracious, gracious Mother, gracious sacred Kalika,

The two other Dasai songs are both sung to mila&i (ex. 1).
The contexts in which these songs are sung are more limited and
clearly defined than those of the succession of five songs. Jaya
Devi Bhairavi is sung as an drati (evening hymn) for the sunset
offering of light (batt)) to the Goddess during navaratd. It is also
sung during the philpati procession. The mangalini have the
responsibility of escorting the sacred kalas (water pot) to meet the
phiilpati. Following the kalas piija a length of red and gold cloth is
attached to the water pot, and the ends are draped around the
shoulders of the senior mangalini, the kaladini, She is robed in red
and gold brocade, and the others in their best red and gold saris,
and they are shaded by a large fringed umbrella. The women do
not sing continuously, but only at the start of the procession,
midway, and again during the philpati piija that takes place before
setting off on the retum journey. The text of jaya Devi Bhairavi
emphasizes the strength and beauty of the Mother, and links her
with Gorakhnath :

jaya devi bhairavi gorakhnath
ambike jagadambike

jyoti jvala viéala ankha bir git
kathi kathi

tita thaiya tta thaiya

na sanga lii jogini
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bhaktakd dukha hatdu janani ambike jagadarnbike
jaya devi bhairavi gorakhnath.

Long live Goddess Bhairavi and Gorakhnath,

Ambike, Mother of the World,

Big eyes, full of flaming light, making songs in the mind,
Creating brave sons,

Tata thaiyd, tat thaiyall

Dance in the company of jogini

Please relieve the pain of your devotees, Mother

Ambike, Mother of the World,

Long live Goddess Bhairavi and Gorakhnath.

In the original version of this song (i.e. prior to revision by
Nir Bikram Piasi), the penultimate stanza bestowed blessings on His
Majesty $ri Paiic Bir Bikam S$aha Dev. The texts of both
mangalini versions of jaya Devi Bhairavi are very similar to the
second text in the collection rdg malasri mentioned above, which
includes a reference to Sri Rand Bahadur in the penultimate line,
and several other songs in this collection mention "Tribhuvan
mangal” These royal references are typical of this genre of
devotional song, frequently found in bhajan and Newar dapha. Part
of the original mangalini songtext of jaya Devi Bhairavi is included
here for compamative pumoses, to provide an example of the

literary style before revision by Piasi:
R jaya devi bhairavi gorakhnath, bhairavi devi manaiye
1 aye prathama devi utpanna bhai hai janma liye kailasa ye
jyod jagamaga he ai, jyoti jagamaga cahiidisa devi
causasti yogini sathaye
2 aye jaya devi bhairavi bardana paye hai vakata bhayo nepalaye

khata simha sana he ai, khata simha sana jiti liye
bharatiye saba defaye

10 dance bol

3 aye §ira makuta candra sabita kundala jhala kata kanaye

éri mahardja dhirgja he, &1 mahardja dhirdja birendra bira bikram
faha dev

§ira devi bara paiye (etc.)

The song kanya pija is reserved for two rites, kanya
khuvaune (feeding the young girls) and kumari pija (worship of the
living goddess), which take place daily during Dasai at Gorkha
Darbar, but which at Nuwakot take place only on mahidnavami. At
Nuwakot, nine young Brahmin gids aged between 2 and 10 are
selected for kanya khuvaune. The ceremony is performed by a
Brahmin priest in the Satali Darbar, beginning with a Gane$ pija,
for which the margalini sing Sri Gane$ piija. Then the young girls
are worshipped as goddesses, having their feet washed, receiving
offerings and the priest's obeisance, whilst the women sing kanya
pija. The mangalini also pay their respects to the girls, who are
then feasted and given gifts.

The kalasini officiates for the kumdri pija, whilst the other
mangalini sing kanya piija. A young Brahmin girl is selected to be
the 'living goddess', and she is worshipped as such during this rite,
is feasted and receives gifts like those given to the nine kanya
ket. The text of kanya pija describes aspects of the worship of
the Goddess, and is in the tone of a supplicant addressing the
Mother :

he mai pafica kumari bhaktaki timi pilani
uttar parbat himal najik

timro sthan sabaitira

rato vastra rato candana pijana gardachatl
hajirko bhakti bhavana jandainaii

ehi khusi hou pranamale

he mdi pafica kumari bhaktalki timi palani.

Oh Mother, five kumar devotees serve you.

In the northern hills, near the mountams,
Your shrines are everywhere.
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We offer you red clothes and a red canopy.
We do not know how to worship you.

Be pleased with our obeisance,

Oh Mother, five kumar devotees serve you.

These songs arc sung at Gorkhd Darbar, Nuwikot. and
Basantpur without variation, although the range of ritual duties of
the mangalini varies between these locations. The fact that the
entire repertoire of the mangalini comprises just ten songs, seven of
which are sung during Dasai, of which five are performed
exclusively within the framework of the festival, is one indication
of the importance of 'auspicious' (mangal) music to the celebration
of Dasai.

Apart from the sacrificial song, le le hanaii le le le, the texts
of the mangalini Dasai songs centre on the Goddess as the
benevolent Mother, not as the terrifying killer of demons. Jaya
Bindya Basini, Bhairavi Devi and Kkanya pilija are gentle songs to
the Mother, praising her, offering her full devotion, and describing
aspects of her worship. Kanya pilja has the tone of a child
addressing her Mother, with an apology for the inadequacy of the
supplicant's worship. Dhanya dhanya offers thanks to the gracious
Mother, and describes her great beauty, and Jaya Devi Bhairavi
addresses the strong Mother of the World, who brings forth brave
sons. As a collection, these songs praise and offer worship to the
Mother Goddess, in retum for her care and benevolence.

Only during blood sacrifice do the mangalini directly call up
the terrifying aspect of the Goddess, in their sacrificial song le le,
when the ritual context would seem to demand this. This side of
her character does appear in Sri Ganes piljg, but in the context of
a Gane$ pilja before battle. For the most par, the Dasal songs
sung by the mmungalini concern the Goddess as Mother and
bestower of blessings, and through singing about her, the mangalini
themselves can be identified with the benevolent aspect of the
Goddess, As female musicians, the mangalini represent something of
an exceptional case in Nepalese society, as public musical
performance is normally the prerogative of men (Tingey 1994:8-9).

92

Even the performance of devotional songs at shrines is male
dominated, although in Kathmandu (e.g. at Swayambhunath) some
women are participating these days, and a relatively small number
of women are involved in the Kathmandu Valley classical music
scene.

The performance of mdlasi (by men) is a very popular
devotional activity during Dasai. For example, at Gorkhd Darbar,
ecach moming from ghatasthipand to phillpafi, a group of Newar
men ("'Shrestha’) from Gorkhd Bdjar gather to sing malas$d hymns
at the Darbar, accompanying themselves on fabli and harmonium,
as part of their moming devotions. At Lamjung Darbar, even
though mangalini are in attendance, they do not participate in the
phiilpati procession, or in the procession to dispose of the philpat
on dasami. This is the prerogative of male singers, who sing with
great vehemence, often shouting the words and gesticulating widely,
in a devotional frenzy. According to Marie Lecomte (personal
communication), mala$ri are usually sung in old Hindi by men,
usually by Brahmins. Some of them even enter into a trance while
singing.

Professional female musical performance is confined to the
lowest castes (eg. Badi), and nomally camies the stigma of
prostitution. This is certainly not the case with the mangalini, who
are extremely respectable, and respected, high caste women, and
thus, represent a unique category of Indo-Nepalese musician.

Apart from singing, the mangalini have a number of other
important ritual duties to perform during Dasai, and these duties
also align them with the benevolent side of the Goddess. For
example, at Gorkhd Darbar during the afternoon of dasami they are
the main protagonists in phigu khelne, 'playing with colours', a rite
in which they throw red dye and powder (abir) over the priests
and their assistants (susire). The women lean out from first floor
windows, joyously drenching the men as they circumambulate the
sacrificial courtyard below. After three circuits, the scaret priests
and their assistants storm the building, and a free tussle with the
mangalini ensues, until everyone is dyed completely red, in the
manner of a holi celebration. The red dye represents Kalikad's

93



menstrual blood, the paramount life-affirming blessing, which the
mangalini dispense liberally in this exuberant rite of renewal
(Tingey 1994:Ch.7). Thus, the mangalini become the Mother
Goddess's handmaidens in a rite which bestows fertility and life
during the coming year.

A few days later, on purnima, the mangalini at Gorkhd must
prepare and serve a huge feast for all the Darbidr personnel, using
the sacrificial meat that has been offered to, and thus blessed by
Kaliki. Once again, the women are aligned with the benevolent,
life sustaining aspect of the Goddess, providing food for her
servants.

Lynn Bennett argues that the two aspects of the Devi are
spiritual  projections of the ideology surrounding affinal and
consanguineal Indo-Nepalese high-caste women (1983:261-308), and
although we are looking from a reverse perspective, still, we find
some salient points. For example, Bennett says that ‘we might
characterize the gentle aspect of Devi as the pure (yet alluring),
devoted wife and the gentle, nurturing mother' (1983:262), and that
with regard to her terrifying aspect, 'despite (her) threatening image
and the strong associations with blood, Durga is not directly
connected with affinal women' (1983:262), two statements that are
reflected in the mangalinis' apparent alignment with the Goddess's
benevolent aspect. Bennett maintains that worship of the Goddess in
her various fierce manifestations is primarily a male activity, from
which women may be barred (1983:264, 269), whilst females
concem themslves predominantly with worship of her in her gentler
forms, a type of piji which may be scomed by men (1983:307,
fn.11) - once again, a patiem that conforms to our categories of
Dasai musician and their ritual domain.

The mangalini say that they are 'auspicious women' because
they sing mangal git (auspicious songs). In other words, they
become auspicious through the songs that they sing. However, the
concept of the auspicious woman occupies a central place in Hindu
ideology, and stems from woman's life-giving powers as mother.
Marglin comments, 'Women are the harbingers of auspiciousness, a
state which... speak(s) of well-being and health or more generally,

of all that creates, promotes and maintains life’ (1985a:19). Within
marriage, the power of female fertility is controlled and directed for
the good of society, and thus, marriage is an auspicious state, and
the wedding is the most auspicious lifecycle rite. In such an
ideological framework, widows are regarded as highly inauspicious,
and it is interesting to note that all the Royal mangalini are
married (but not those of the Rinds), and if one of them becomes
widowed, she must be pensioned off and replaced.!! Widowhood
deprives the marngalini of their auspicious status.

The Mother Goddess is associated with fertility in its widest
sense, encompassing both human procreation and agricultural
prosperity, and these themes find expression in a number of Dasai
observances. For example, the ten-day cultivation of barley seed
must, as Bennett suggests, 'signify the fertility and prosperity - the
“riches, grains and children" - which Durga bestows on her
devotees when she is pleased' (1983:271).

In the human sphere, Gonda maintains that the association of
woman and procreative power extends far beyond the realm of
female fertility, to encompass agricultural productivity, for ‘according
to a widespread belief therc exists an indubitable solidarity Setween
woman and agriculture, an intimate connection between female
fertility and the fecundity of the soil...'! (1975:89-90). Whether or
not this is true for the mangalini, still there is an ideological
parallelism between the auspicious life-bestowing  attributes
associated with the benevolent side of the Mother Goddess and the
auspicious qualities inherent in her hand-maidens, the mangalini,
which may explain their alignment with this aspect of the deity
during the celebration of the Royal Dasai.

UThe auspiciousness of the devadisi of Puri stems from the fact that they can
never be widowed, because they are married to a deity - Lord Jagannitha -
and not to a mortal husband. They represent the 'wife whose husband is
always alive... the woman who never becomes a widow, the one who is
always auspicious' (Marglin 1985b:74).

95



Damii ensembles

In the Sri Sri Candi of the Markandeya Purana, Sakti is
glorified as the Mother Goddess who descends to earth as Durgd
rescue the world from demons. Chapter Two describes the terrific
battle between the demon army and the forces of Good led by the
Goddess, accompanied by the sounds of thousands of conches and
the beat of war drums. The association of the warlike, bloodthirsty
aspect of the Mother Goddess with bands of conches and drums
explains the widespread use of shawms and kettledrums, often in
combination with other martial-type instruments, at her shrines.

Kettledrums are the fundamental component of all three types
of Damai riwal music ensemble played at Gorkhd Darbar and
Nuwakot - pafcai bdja, nagara bana and jor damaha This is not
really surprising since the Damdi are named after one of their
kettledrums, damaha, the bass drum of the padcai bajai?

In addition to the rtual music ensembles, Damai bandsmen
from the Nepalese ammy escort a company of soldiers in the
phiilpiti procession, playing bass drums, snare drums and bugles.
The early history of this type of band coincides with that of the
traditional Damdi ensembles, which have not always been the
humble wedding bands we know today, but were once prestigious
state symbols and at the vanguard on ancient battlefields. In this
section, the paficai bdja, nagara bana and jor damiha kettledrum
ensembles will be introduced, and then their martial past will be
demonstrated.

Paificai baja

‘Paficai baja’ (five instuments’) is a generic term for the
mixed ensemble of shawms, kettledrums, cymbals and natural
trumpets and/or homs played by the Damai. The band is essentially

a village ensemble, found across the mid-hills of Nepal, wherever
Indo- Nepalese castes have settled. As the ubiquitous village

12The other type of large kettledrum played by the Damai nagard, differs from
the damaha in that it is played with two sticks rather than one, tends to be
larger in size, and is only used in the context of sacred music at temples.
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wedding band, it takes a variety of forms and rarely has only five
instruments, nine being the optimum number.

The band is also in use at temples. At Gorkhdi Darbar the
Paiicai bdja consists of six instruments - sahanai (shawm), damihi
(large kettledrum), (fyimko (small ketedrum), dholaki (double-
headed drum), jhyali (cymbals) and kamal (long straight natural
trumpet). The Damii are employed by Gorkhd Darbdr throughout
the year to play during the worship of Kalika each dstami, and for
other festivals, Previously, they were remunecrated in land, and the
posts were hereditary, but today, the Damii receive a monthly
salary.B3

The repertoires of village paficai b3jd are extensive and
varied, but that of the Gorkhd Darbir ensemble is confined to
seven highly individual items, each of which has a clearly defined
ritual context. Five of these seven pieces are played exclusively in
the context of Dasai)'4 and these items demarcate the ritual
succession of the festival. At Gorkhd, Dasai falls into five ritual
stages. During navardtr there are two stages - the preparation for
Dasai, from ghatasthdpani to philpati (days 1-7), when the paiicai
bija plays milasr, the music of the season (ex.6), followed by
the sacrificial stage, from bhadrakili (the scventh night) to
mahanavami, accompanied by the sacrificial music, navaga (ex.7), (a
condensation of Nava Durgi) and the satar katne bikya (cx.8), 'big
one's cutting tune'. The climactic tenth day marks the third stage -
that of joyful celebration, which continues for four days (tenth-
thirteenth), when the band plays phigu (music of the month of
Phagun, ex. 9), to the partial conclusion of Dasai, when the music
switches to cdcari (ex.10). The fourteenth day (caturdasi) heralds

3At Nuwikot, Dasai is on a much smaller scale than at Gorkhi, and the
paiicai bija has a less significant role to play. The band is specially
formulated for the Dasai festival, and its repertoire consists of just two items -
malaéri (ex. 1l ), the music of the season, and a sacrificial musical item, the
tnir'hilue cal (ex.12). Nuwikot Damai are still payed in land for their musical
services.

4The othertwo items are asire (relating to Asar), played during the rice-
transplanting season, and chasore maiigal 'auspicious six-sound', which is played
throughout the remainder of the year.



the fourth stage - another day of blood sacrifice (with a reprise of
the sacrificial music, navagd), and purnim3 ends Dasai with the
concluding rites (resumption of the all-purpose ritual music -
chasore marngal, 'auspicious six-sound’).

Malaéri inaugurates the Dasal season at Gorkha. It is played
by the pafcai bdja fist on the astami (bhaumastami vratam)
thirty days before mahastami during a ceremony in which the
director (hakim) of the Darbar invites all the priests and other
personnel to participate in the festival. This is the only occasion on
which a full rendition of malasrd is played!S. An abbreviated form
of malaéri (given in ex. 6) is played for most of the rites up until
the return of the philpati procession on the seventh day of Dasai.
For example, on ghatasthdpana mailasri is played during the sunrise
move of Kalikd from her usual resting place to join other images
in the piija room (Dasai ghar). 1t is played again during the barley
seed (jamara) planting ritual, and for the daily offerings and dmti
piija which take place until phiflpati. Finally, it is played throughout
the philpati procession.

At sunset on philpati, the second stage of Dasai is heralded
by a change of music from malasd to navaga, the sacrificial piece
(ex.7), which is played first to accompany the goat sacrifice that
establishes the philpati. From this point until midday on vijaya
dasami, and all day on caturdasi navaga accompanies all the
sacrificial rites (apart from the sacrifice of the biggest buffalo, the
satar), including the ceremony for the sacrificial knives (khapgamari
pija) during bhadrakali, the propitiation of hundreds of sacrificial
buffaloes and goats, the sacrifice of a large black goat during kal-
ratrd, and of a white sheep during the rites on behalf of the King's
horse (reaiite piija), and the skinning of the satar.

The pafcai baja also plays navaga for other rites that fall
within the sacrificial stage of the festival, for example, during the
raising of new banners (pataka) for Kalika and the hanging of a
canopy (canduvi) above the sacrificial courtyard. In addition, it
must be played during the preparation of the sacrificial courtyard

15 The bhaumdstami vratam rendition of malasr is included on the CD.
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(patangini), which includes the spreading of cow-dung paste (gobar),
the drawing of mandala with rice flour (rekhi) and the placing of a
lampstand (panas), immediately prior to the sacrificing.16

At sunset on mahanavami the sacrificial music (navaga) is
interrupted by a special piece that accompanies the propitiation and
sacrifice of the biggest buffalo (satar) - the satir kdtne bikya (big
one's cutting tune), The satar is dispatched when the sun is exactly
half set - in other words, when it is neither night nor day. The
satar katne bakya is played just once more - for the sacrifice of
the last and smallest buffalo, after which navagd is resumed.

Two other pieces are introduced on vijaya dasami. The first
of these - phagu - is the seasonal music for the month of Phigun
(Feb-Mar), and is associated particularly with the celebration of the
Holi festival, during which coloured powder and dye are thrown
about (phagu khelne). On vijaya dasami, the paificai baja plays
phagu to accompany the phigu khelne of the mangalini, priests and
their assistants. This piece is played again during Kalika's return
journey from the Dasai ghar to a halfway resting place, and later,
during the procession to dispose of the phillpati.

Once the phiilpati has been ritually jettisoned, the padcai baja
plays a new piece cdcari - which marks a joyful relaxation of
tension (Tingey 1994:89-90). Cicari is played during the return
journey, interspersed with popular repertoire, and again upon arrival
at the Darbar.

On the last day of Dasai (purnimi), the piece chasore marngal
(auspicious six-sound) is reinstated by the pafcai b3ji during the
final stage of Kalikd's journey back to her attic room. This piece is
played throughout the year (until the next Dasai), and its

16 At two shrines in Dhading - Jamrung Darbir and Salydnkot (Map 1), the
mixed functions of navagia are divided between two musical items. A
distinction is made between the music to accompany the preparation of a
sacrificial area - the rekhi hilne bikya (rice-flour putting tune) or miru
(death’) - and the music to accompany the sacrifice - the méar hilne cal
(death-giving til or kame bakya (cutting tune').



resumption marks the re-establishment of the status quo after the
turmoil of Dasai,

Nagard bind

At Gorkhd Darbar, for the veneration of Kalikd, the paicai
baja is joined by a ninc picce ensemble, also played by Damai
musicians. This band, the nagara bani (kettledrum ensemble), plays
simultanccusly with, and independently of the padcai b3a It is
used exclusively in the context of the adomtion of Kilika, that is,
for the bi-monthly sacrifices on astami (eighth day of the lunar
cycle), and at caite and thidlo Dasai. It comprises a pair of
shawms, nagard (kettledrum), and a number of natural trumpets and
horns in various shapes and sizes - kamal, dhop bana, kihal, bijuli
bina, bheri and sikhar.'?” The shawms (identical to the sahanai of
the padcai bijd) are called rdsa, after the single musical item which
they play, an unmetered and rhapsodic piece.

The nagard is the most important instrument in the ensemble,
and the music is measured in terms of the number of drumming
sequences (murrd) sounded by this resonant kettledrum, the relative
importance of the various rites being marked by either five, seven,
or most commonly, nine murra One Dasai ritc (Sankha dhuni)
requires twenty-seven repetitions of three murrd Essentially, one
murrd consists of a drum beat which is gradually accelerated into a
roll, after which the next murra begins at a slighdy faster tempo
than the initiating speed of the previous one, so that there is an
overall acceleration through the music. None of the trumpets and
horns are used melodically, but each has its own distinctive fanfare
on one to three pitches, which is inserted at intervals at the
player's discretion.

17A related ensemble of five instruments is in daily use in the worship of
Gorakhnith. These instruments, one each of rdsa, nagard, karnil, dhop bini
and kdhal, are not used in any other context, or in combination with the other
ensembles. The fact that these two ritual ensembles comprise nine and five
instruments respectively is noteworthy, these numbers being particularly
auspicious in Hindu numerology, and these numbers recur in many musical
and ritual contexts,
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Animal sacrifice involves two principle ritual stages - the
propitiation (mandune) and the subsequent sacrifice (katne) of the
offering. Gorkhd nagard bini play for the cutting of the animals,
rather than during their propitiation, supplying five muma for each
buffalo, apart from the biggest and the smallest, each of which get
nine, and nine mumd for the start and finish of the mass sacrifice
of goats (as many as fifty-four at a time). By contrast, the paricai
baja plays navagd during the propitiation of animals and may or
may not continue playing during their sacrifice. Thus, on mahastami
and mahanavami the paiicai bi@ and nagara bana play alternately
during the continuous sacrifice of buffaloes (fifty-four animals over
two days), the piece navagi being sounded until the nagara bana
takes over, in a virtually unbroken cacophony of shawms and
kettledrums.

The skin of the biggest buffalo (satir) is used for the
kettledrums of the Kiliki and Gorakhnith nagara biana the right
half for Gorakhnith and the left for Kilika, and the musicians
believe that depending on which side the buffalo falls during
sacrifice, that side's nagard will be blessed with a good tone for
the coming year. In their myths, Damii attribute the origin of their
musical instruments to the dismembered body parts of a demon,
and each Dasal this demonic source becomes reaiity, when
Mflhigﬁsura is ritually slain, and the skin used for the drums. The
.slnuning of the satdr is the first ritual event of vijaya dasami and
Is accompanied by nine murrd from the nagara bani and the
sacrificial music of the paiicai baja

The skin remains in storage in the Darbar for a year until
the new moon (aisi) immediately prior to the next Dasai
celebration, when the two Darbir tanners, one each for Kilika and
Gorakhnith, replace the heads of all the drums used in the Darbar
ensembles. The skins of goats sacrificed during Dasai are used for
the heads of the smaller drums, Following the lacing of the nagara
hea-ds, the tanners perform a pilji of absolution, sacrificing chickens
which are supplied by the Darbar, The lacing of the two nagar7 is
only tightened on specific dates - that of Kalika's nagari on the
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mornings of phillpati and of Caite Dasai, and that of Gorakhnith
on these two occasions, and again at bhandara ailsi.'®

Jor damiha

During Dasai, the employment of Damai to play additional
kettledrums (damaha or nagard) at temples seems to be a fairly
widespread practice. Sometimes single kettledrums are played, but
frequently one finds pairs of keftledrums (jor damiha), either with
one player, or divided between two musicians. At Nuwikot a
kettledrum pair (with a single musician) plays several times daily
during navaratri at sacred locations (including Taleju and Bhairavi
temples, the Satali Darbar and the dhamis house), and a single
nagard is played at the vanguard of the phulpati procession.

At Gorkha, throughout npavaratri there are daily pdja at
Upallokot and Tallokot, the sites of Magar and Ghale fortresses
captured by Drabya Siha, on the hills rising to the ecast and west
of the Darbidr, and on mahdstami and mahanavami there are blood
sacrifices at these shrines. The rituals are accompanied throughout
by a Damii playing a damahdi with two sticks (ex.13).

At Gorkha Darbar itself, for the first seven days (from
ghatasthapand to philpati of Dasai a jor damihi (with two players)
sounds the ex. 13 rhythm five times daily at approximately 2p.m,
6p.m, 9p.m., 12am. and 4am, but these playings do not
accompany any ritual activities. Many of the musicians believe that
the function of the jor damaha is to announce to the Gorkha
populace that all is well at the Darbar, but opinion is divided,
some thinking that the kettledrums are sounded in Kilika's honour.
On phillpati, this jor damaha precedes the paficai bajd and nagard
bana in the procession that escorts the phillpati to the Darbar,
playing a rhythm (ex.14) that foreshadows the satir kitne bikya of
the padcai bdjd. Once the phillpati has been established, the jor
damahi amalgamates with the paficai b3ji, and does not play
independently again. Apart from Caite Dasai, when the jor damiha
augments the pafcai baja, this pair is not played at any other time
of the year.

18The kul-devati pija of the Darbir's kanphats yogi, during Sravan.
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Historical background to the damdi ensembles

The origin of the various Damdi ketledrum ensembles is the
Middle Eastem - Central Asian shawm and kettledrum band, tabl or
naqgara khana (Tingey 1994:22ff). In the Abbasid Empire (750-
1258), the periodic playing (nauba) three or five times daily of a
kettledrum or a shawm and kettledrum band (tabl khini) was the
prerogative of the khalifs, a prestigious symbol of their power and
splendour. From the second half of the tenth century, the band and
the three- or five-fold nauba were honours which could be
conferred on deserving generals, ministers and govemors (Fammer
1929:207-8).

[The Mughals of Persia had] a monster kettledrum (kiirka) almost the
height of a man which was played in pairs.. It was part of the royal
insignia and its tones accompanied the royal edicts. On the death of a
sultan, afler being played at the royal obsequies, it was broken to
pieces (Farmer 1939:12-3).

This suggests that the kettledrums were inseparably linked
with the identity of the sultan, so that their independent existence
was impossible.

The nagqira khani was camied to North India by Turko-
Afghan Musiims from Centrali Asia, and became very well
established there by the fourteenth century. The function of the
band included playing from balconies and terraces of palaces,
fortresses and city gates to sound the hours of the day or to
announce the arrival of visiting dignitaries.

In India, as in Central Asia, the naqgira khana was a
prestigious status symbol reflecting rank and power, and could be
conferred by the emperor. Consequently, the ensemble of greatest
pomp and magnitude was that which graced the court of the
emperor himself. That of Akbar was described by Abu'l Fazl in the
Ain-i-Akbar of ¢.1590 as consisting of:

about 18 pairs of Luwa~ah or daminah (large kettledrums) ‘which give

a deep sound'
about 20 pairs of nagqirah (kettledrums)
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4 duhul (double-headed dmms)

at least 4 karana (natural trumpets) of gold, silver, brass and other
metals

9 Persian and Indian suma (shawms)

some each of Persian, European and Indian nafr (natural trumpets)

2 brass sing (natural homns) 'made in the form of 2 cow's hom'

3 pairs of sanj (cymbals). (Abu'l Fazl 1875:211).

The function of Akbar's naggara khana included sounding the
hours of day and bestowing auspicious blessings on the emperor.

The arrival of the kettledrum band in Nepal is difficult to
date precisely, but the ensemble appears to have been carried into
Nepal from Rajputana by court musicians fleeing with their patrons
from a succession of Muslim aggressors, from Ala-ud-Dm (1303) to
Akbar (1568), although it is impossible to determine during which
wave of migration it amrived (Tingey 1994:24-9).

Musical activity at Nepalese temples pre-dates the amival of
the kettledrum in Nepal, however, dating as far back as the
Licchavi period (A.D.300-750). Some Licchavi inscriptions survive,
for example, those of Lele, south of Patan, dating from A.D. 605,
and at Upallokot, Gorkha, dating from A.D.699, but these do not
clearly identify the instruments in wuse, and leave much to
conjecture, The most informative Licchavi inscription to mention
music is that of Hargali, north-east Kathmandu, dating from
'‘Samvat 30' (A.D.?), which lists payments to court employees, and
includes Jyandisankhavadyoh as payees, who received '25 pu'
(Regmi 1983:V72). Regmi (1983:1V44) translates this as 'drummers
and conch blowers (Jyandisankhavadayoh), but Bajracarya (BS2030)
gives a convincing alternative: nandi (marngal baja ) bajaune ra
Sankha phiiknelai 25 purana’ (to the player of the auspicious
instrument and to the conch-blower, 25 purdpa) His translaton of
nandi as marngala (auspicious) is based on other appearances of the
word nandivadya in a Tth century treatise - the Harsa cartra. It is
clear, at least, that the conch was in use in Nepal during the
Licchavi era as a court and/or ritual instrument that was paid for
by the royal treasury.

Much evidence suggests that an ensemble of conch and drums
was prevalent in South Asia long before the arrival of the tabl or
nagqara khana, and the conch often featured in auspicious
ensembles of five types of instrument. Still, today, in many parts
of South India, the conch functions in this capacity (Tingey
1994:20-2). On the Ancient Indian battlefield, the thundering of
drums and blaring of trumpets and conches was essential, as
described in the Epics (Shakuntala 1968; Homell 1915:13; Kapadia
1953).

The temple music ensembles of Central Nepal do not include
the conch - it is a rtual object used by priests. However,
frequently it is played simultaneously with, but independently of the
nagara bana during daily rituals, the Brahmin playing conch from
inside the shrine, and the Damaii playing outside. In India at least
(perhaps also in Nepal?), conch-blowing has not always been the
prerogative of the ritually pure, with Tamil barbers (Homell 1915
:30) and other low castes (Sambamurti 1962: 19-20) having this
duty. Thus, it is feasible that once the shawm and kettledrum band
had arrived in South Asia, it quickly took over some of the ritual
and martial functions of the conch, which is extremely limited as a
musical instrument.

Drums with sacred or military functions have been in use in
South Asia since ancient times. According to Shakuntala, the
Rgveda (VI, 47, 29-31) hails the drum dundubhf'® as 'accordant
with gods', 'thundering out strength!, 'filling the warmriors full of
vigour' and 'the first of Indra’, and similar phrases are to be found
in the Atharvaveda (V, 20 21). On the battlefield, the capture of
dundubhi meant defeat, which indicates the high esteem in which it
was held (Shakuntala 1968:6). Five types of instrument comprised
the band that assembled on the battlefield of Kurukshetra at the

outset of the Mahabharata war (Bhagavadgita 1, 13), including

19The Vedic name dundubhi has been interpreted as 'kettledrum', but without
positive evidence that such an identification is correct. According to Deva
(1978:80), today paired nagard are sometimes called dundubhi.
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conch and drum (bheri)20 The Jatakas include many references to
the conch in combination with various drums. For example, the
Maga-pakka Jataka's description of the preparation for a royal
journey in which a mixed ensemble of conch and drums forms part
of the entourage (Cowell 1907:vi/14). The paricamahasabda 'five
great sounds' of the Jatakas apparently included conch, hom, gong
and drums (Fox-Strangways 1914:77, Dick 1984:83). Another
ancient drurn, a bherd mentioned in a Jain text, is said to have had
medicinal properties, facilitating the cure of anyone that played it
(Kapadia 1953:382-3).

A pair of huge kettledrums, the dam nagara of Gorkha
Darbar provide the earliest evidence for this instrument in Nepal.
They bear the inscription : sri sike 1531 mase 5 $ri mahardj chatra
$3hasya krtih, 'provided by King Chatra $ha in the fifth month of
1531 Sika Samvat (A.D.1609)' (Bajracarya and Srestha VS2037:1-
8). These nagara were installed at a time of political unrest, and it
is probable that they had a military function - possibly they were
used to sound the call to arms, or to summon people to hear a
royal edict2! Today, these ketledums are part of the ritual
fumiture of the Darbar, which, like the cannon and the temple
bells, receive offerings from devotees.2

Al least from the reign of Prthvinardyan S$aha (1743-75), the
nagara-nisana 'kettledrum and standards' were honours which
could be bestowed on senior servants of the Crown. A royal
edict has survived, in which Prthviniriyan $aha decrees that two
of his senior administrators governing in the hills (the bahraha
and umardu) were to receive this honour. These men, who were

20Bheri is described in the early thirteenth century Sangitaratnikara as a
double-headed barrel drum made of copper, played with a stick on the right
face and hand on the left (Dick 1984:81, 94). However, the ancient bheri has
also been identified as a kettledrum by several writers. Indeed, in present-day
South India, bheri is a kettledrum (see Sambamurti 1969:263; Day 1891:139).

2'However, there is some confusion as to chronology, as Chatra Siha ruled for
only seven months, from 1605 A.D. to 1606 A.D., and by the year of the
installation of the nagard (1609 A.D.), Ram Saha was on the Gorkha throne,
22 The nagard is the most sacred instrument of the Damai ensembles. It is
respected as one of the ritual possessions of the deity. See Tingey 1994:Ch.3.
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'as strong as Indra's thunderbolt, conducted their duties in Salyan,
Liglig and Dhading in a very praiseworthy manner, and so won
the honour of the King's authority to govem - the nagar3-nisana
- and annual salaries of ‘twelve-times-twenty rupees' (H.M. Gowt.
of Nepal BS2025:14).

The honour of nagara-nisana may predate Prthvinarayan's era,
however. In the Gorkhivamsavali there is a reference pertaining to
the early eighteenth century and concerning Udyot S3ha, a son of
King Prthvilpati $3ha (1667-1715) by his third wife :

Udyot Saha believed himself to be a Rajput. Taking his wife,
sons, daughters and servants and with nisgna (banners) and the
playing of nagard he crossed the Gandaki River and went to the
east of the country.?? (Translated from Naraharinath:VS 2031)

Here the magard and nisina form part of the royal entourage
carried as the emblems of rank and authority.

The title nagard-nisana existed at least until 1829, because by a
royal order dating from this year, an incumbent of this privilege
lost some of his land in favour of someone named Krsna Jaisi
(Naraharinath:V:\§2022: 311).

The nagara-nisina tradition recalls that of the honour of the
'three- and five-fold nauba' of the Abbasids, although there is no
evidence in Nepalese sources to suggest that in this context the
nagard was used for periodic playing at set hours of the day.

However, today, during Dasai the jor damiha is played five
times daily at Gorkhi Darbar, in the manner of the 'five-fold
nauba’. Thus, in a ritual context, the periodic playing of kettledrums
was established as a Nepalese tradition. Perhaps the jor damaha
was introduced at Gorkhd as the nmauba of the $iha, and after the
court had been moved to Kathmandu, the jor damihi became
superfluous, and in the course of time, its function was obscured.

23 This exodus followed a dispute between Prthvipati's sons over the
succession, because the late Crown Prince was without heir. Udyot Siha was a
rival for the throne until Narabhupal Siha was hailed as the rightful ascendant.
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References to military music and musicians date mainly from
Prthvinarayan Saha's period of unification, in the form of army
rolls and records, in the variousvamsavali and accounts of military
campaigns. Oral history also provides some interesting data,
including the rhyme :

da dan ra dun dan.darligdo baja
rati réti hidne Gorkhali raja'

'dang dang and dung dung temifying instrument,
the Gorkhdi king who walks in the night 24

which must refer to the kettledrum in use as a military instrument
(Darndl, R.S.;VS.2045:92-3).

Oral history also relates that at least from the inception of
the $3ha dynasty, the nagard was used in Nepal to announce state
proclamations, In Kathmandu, this function was known as jhyali
pitne 'drum beating'?> and in the hills, ghogh halne, 'repeating over
and over'26 The Damai and watchman (kutwal) shared this duty,
and a nagara used for such a purpose was known as the mja or
$ahi nagara (Damal, R.S. VS.2044:28).

Before commencing the campaigns which resulted in the
founding of the Kingdom of Nepal, Prthvinarayan Saha went on a
pilgrimage to Varanasi, with a full entourage of ministers and
servants. Among the latter, according to the 'Bir Library' vamsavali,
were two to four npagirei (nagara players) and another musician
who had the honourable title of visyadamai (Naraharinath
VS.2022:330). Damal suggests that Prthvinarayan heard a British
band in Varanasi which prompted him to establish the Sarduljangko
byand 'wild tiger band' (named after his first platoon) in the
Nepalese army (VS.2043:9).

e, 'fearless king'.

B Jhyali = a type of drum used by the public crier, hence jhyali pitau : to
announce (Turmer 1931:238).

26From ghok hilne. Ghoknu = lo repeat over and over again.
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Prior to his attack on the Kathmandu Valley, Prthvinarayan
Saha captured the strategically situated town of Nuwikot in 1744.
The Bir Library' vamsivali relates that after the conquest there
was a pija, during which dipa, kalas and Gane§ were propitiated,
Brahmins recited the Vedas, and the nagard and other (unspecified)
instruments played at the auspicious moment when Prthvinardyan
Saha entered the palace (Naraharinath VS.2022:358). The Malla
forces retaliated, so that Prthvindrayan Saha thought it prudent to
embolden his amy with a rallying speech, upon which the
musicians struck up, and they went into battle: 'b3ja bajaundac
rana-bhiimi tarpha gaya, 'as instruments were being played, they
went towards the battle-field' (Naraharinath VS.2022:371).

Concurrently with developing their military bands, the S$iha
were also the primary patrons of temple ensembles, dedicating
instruments and founding guthi at a number of shrines. In many
instances, this kind of musical offering was made to the Goddess
following a victory on the battlefield (Tingey 1994:36-9).

Thus, in Nepalese history and in the wider context of South
Asian history, it is clear that musical ensembles of the type played
by the Damai have strong military connections in addition to their
sacred and/or auspicious functions. At some point in history, it was
decided that this warlike and bloodthirsty goddess deserved the
awesome reverberations of the kettledrum to manifest her presence,
and the band was transferred from battlefield to temple, In the light
of the symbolic association of Hindu gods and kings, with the dual
concepts of 'kingly god' and 'godly king' (Subramaniam undated:21)
the employment of shawms and kettledrums in both court/military
and temple contexts is not surprising, especially for a Goddess who
epitomizes all the qualities of a great warrior.

Other Dasal music groups

Apart from the mangalini and Damai musicians, upon whom
falls the main responsibility for the provision of music during
Dasai, a number of other music groups have smaller roles to play
during the festival. For example, the Magar susire (ritual assistants)
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at Gorkhd Darbir have their own band, consisting of a large and a
small mrdanga - barrel dums with unequal heads, played with the
hands - and two pairs of large bowler-hat shaped cymbals called
jhydli The function of the susire band is to lead prestly
processions from the secluded interior of the Darbar, from whence
their music emanates prior to their appearance in the visible ritual
arca immediately surrounding the Darbar buildings. Thus, it does
not participate in the philpali procession, but the rites of
Bhadrakili begin with the susire band leading a procession of
priests with their offerings from the Darbar to the sacrificial post in
the courtyard for the blessing of the ritual knives (khadgamii piija).
On mahdstami the band leads the priests to the gateway of the
Darbir for the anointing of the biggest and smallest buffaloes. The
susdre accompany the priests during several other preamubulations
(Tingey 1990: 198-9), and on each occasion, they play a single
rhythmic pattem which is referred to as phdgu ?'(ex.15). There is
no susdre band, or comesponding ensemble in operation at Nuwikot
during Dasai.

During Dasai at Gorkha, (but not at Nuwakot.) local Giine -
itinerant minstrels - sing their own versions of malasd at the
Darbdr, accompanying themselves on their four string bowed
fiddles, sarangi, ostensibly for the pleasure of Kalikd, but also in
order to beg a few rupees from devotees.® On phiilpati, two Giine
take part in the phiilpati procession, preceding all the other
musicians.

Conclusion

The range of musics performed in connection with the Royal
Dasai at Gorkhd Darbdr and Nuwakot is quite impressive. Each of

27Presumably because it accompanies the phigu khelne of vijayi dasami
although in Far-West Nepal, phig is synonymous with mangal git/dhiin.

28In this arca of Nepal, Gdine have the tradition of singing malasri from door
to door in the villages, in return for which they receive foodstuffs and/or a
little money.
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the separate groups of musicians has its own function within the
rital structure of Dasai?®

The musical protagonists of the festival fall into two main
groups - female ritual singers and male bandsmen. These two
groups between them provide music to accompany almost every
riial that takes place during the Royal celebration of Dasai.
Usually the two groups are spatially separated, performing
simultaneously but independently of one another, with the marngalini
singing primarily from within the temple buildings, and the Damai
playing outside, but occasionally (eg. during the phiilpati procession)
they coincide. Their music is highly contrasted, the mangalini
singing hymns of devotion to the Mother, and the Damii playing
the raucous shawms and kettledrums that previously stirred the
troops on the battlefield. Mediating between the two main groups
are the susidre, whose band leads priestly processions from inside
the Darbdr to the open air ritual arcas,

The repertoires of both the mangalini and the Damai bands
consist of context-specific items and other songs/pieces for more
general use. In terms of musical content, only one item is common
to both mangalini and padicai bdji (in Nuwikot and Gorkha)
malasrd, the music of the season, but the functions of this
song/piece vary between the groups. There is a coincidence of
musical function with regard to the specific items of repertoire to
be performed during animal sacrifice (navagd, mar halne ¢:/ and le
le hanail le le¢ le performed by the paicai b3ja of Gorkha and
Nuwakot and the mangalini respectively, and the paficai b3ja at
Gorkhd has a further sacrificial piece to be played during the
dispatch of the satdr, satir katne bikyd) Gorkhd Darbar nagard
bana always plays the same music, but the amount of music to be
supplied (murra) is determined by the type of ritual it accompanies.

The Gorkha Darbar paiicai bdja repertoire follows the ritual
sequence of the festival, with a dynamic succession of pieces that
mark the ritual and temporal progress of the festival. This is not

29or a detailed tabulation, see Tingey 1994: Appendix II
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the case with the marngalini songs. A five-song sequence, together
with a sixth item sung as an Zmti and a further song performed
during the worship of the young virgin girls (kanya pija and
kumari pija) comprise the mangalini Dasai repertoire, and these
songs are recapitulated as part of a daily cycle of worship.

The functions of the rtual music played during Dasai are
manifold. For example, it operates as a kind of augmented temple
bell (ghanta) which devotees rming reverently to announce their
presence to the deity. The mangalini, nagara bani and/or paricai
baja awaken the deity to the presence of the officiant, and to the
ritual activity in which he is engaged on behalf of the King and
community. When the Goddess graces officiants with her presence
she is treated as an honoured guest, receiving food and offerings
and music forms a part of her 'royal welcome' (archaka). The
music creates an auspicious environment in which offerings may be
bestowed upon the deity, countering any inauspicious omens that
threaten the efficacy of the ritual.

Music plays a central role in the celebration of the Royal
Dasai, not only supplying the ritual needs of the fiestival, but also
reinforcing the status of the King as the supreme jajmin - the one
who has a sacrifice performed on his behalf. The shotguns and the
official music groups announce that the King has had so many
buffaloes and goats sacrificed, so that the music also serves as a
Royal status symbol, in the same way that the nauba was a
hallmark for the Abbasids.

The two contrasting facets of the Goddess's nature are
symbolically manifest physically and aurally by the music of the
mangalini and the Damai, which are sounded simultaneously and in
various juxtapositions throughout the Dasai festival. Whilst the
Damai music is redolent of the Goddess's victory on the battlefield,
the songs of the mangalini recall her motherly care and life-
affirming graciousness.
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Appendix

Ex.1: Milaée (mangalini) J =110

Sl =TIt T3 S e =e
Ga-ne-sa pli - jal na-diki-ni-ra-mi can-drava-da-namr-galo- ca-ni

Ex.2: Jaya Bindya Basini J =116

JayaBin-dyaBi-si-nit ti-mibha-va-ni Tanmanasird dph-no ti-mi-md

Ex.3: Bhairavi Devi J =110

Bhai-ra-viDe-vi tim-ro. sa-ta-namd Hi-mi dy-al hi- mi dv-ai

Exd:Lele J =2

| R B
=
T

Le-le hi-mai le: le le  dai-tyd-samir-na kharga cya-pekd

Dhan-ya dhan-ya dhan-ya m3-t dhan-ya guj-ya Ki- li-ki Ti-mi-nai ko -ti can-dra vadana
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Ex.6: Mala$ri (Gorkha Darbar paficai baja)

Ex.7: Navaga
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THE MUSIC AT MANAKAMANA TEMPLE: ESSAY ON THE
STYLE OF THE RITUAL MUSIC OF DAMAI MUSICIANS

Sophie Laurent

The music of the nagard bani ensemble of Nepal's Damai musicians! is a
valuable source for the study of the idea of style as well as the notion of a
musical piece in the context of traditional ritual music. In this context, a
recognizable collective style is manifest since the same musical constraints
can be found throughout performances by different ensembles. Yet some
elements are specifically regional or even individual. The musical material of
a specific piece will never be exactly identical from one performance to
another, even if it is considered to be the same by the musicians playing. The
musical style seems to allow every performance of a piece to be unique.

Through the changing performances of ritual music, how can we explain
the notion of a musical piece? What are the different stylistic elements of its
constitution that link the different performances to a specific piece? Is the
identity of a piece of ritual music strictly musical or does it borrow its identity
from the circumstances in which it takes place?

In order to develop a better understanding of what a piece of ritual music
is in the context of the music of the Damai musicians, we will examine the
musical style of the nagara bani ensembles. To illustrate our comments, we
will turn to the specific characteristics of the musical style of the nagara bana
ensemble at the temple of Manakdmana in Gorkha District. This particular
example will also serve to measure the impact of the socio-cultural context on
the style and identity of the musical piece. Our analysis is based on the
observation of performances as well as the discourse of the musicians
involved. Although musical theory and philosophy are not articulated among
the Damai musicians, it is still possible to deduce a non-explicit conception of

lThc Damii people belong to an occupational caste of the hills of Nepal They have the
double profession of tailor-musicians. Serving most of the population, they are hired for
fn:gily celebrations, community festivities and ceremonies, processions, as well as for
religious ritual music.
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music from their discourse and their music. Our observation focuses on the
whole musical event from an external point of view supported by the
comments of musicians and villagers.

The idea of style

An examination of the idea of musical style will contribute to a better
understanding of the musical piece in the context of the ritual music of the
damai. Generally speaking, the idea of style involves musical constants or
permanent features and allows choices among variables that distinguish the
specific interpretations. As a broad definition of style we will refer to the one
given by Meyer in his book Style and Music: Theory, History and Ideology :

"Style is a replicaton of patterning, whether in human behavior or in
artifacts produced by human behavior, that results from a series of choices
made within some set of constraints.” (1989:3)

In musical styk, the set of constraints will be kess imposing at the general
level and more detailed at the level of a specific piece. This is why we can
speak of a collective style and an individual style. The notion of collective
style is useful in two ways. First of all, it is a classification tool that allows for
the differentiation of a variety of pieces in the same genre. Secondly, it can be
used as a model to which the musicians refer. In this sense, the style becomes
normative. With regard to the musical tradition of the Damdi, as in many oral
traditions, the collective musical style is normative. It imposes limits on
innovation, especially in the field of ritual music. But the nature of the musical
style of the nagard bana ensembles of the Damai offers an openness that
allows each piece and each interpretation to vary, especially at the level of
form. The specific performance of a piece will present characteristics that are
brought on by the individual style of the musicians involved.

To measure the scale and the mportance of the variations mvolved in a
specific musical piece, it is essential to understand the musical style of the
corpus to which it relates and the rules that govern it.

Musical style of the nagara bani ensembles

The nagara bana ensembles of the Damii play ritual music, mostly at
temples and occasionally during processions. Their performances are the
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musical offering that accompanies the daily piija 2 and special religious
ceremonies. These ensembles are found predominantly at temples devoted to
goddesses, although some can be found at those devoted to Siva or Bisnu.
From one temple to another, the overall sound of the ensemble varies. This
depends largely on the instruments available and the musicians who are
playing. But in all cases, the music of the nagara bana is distinguished by the
beating of the nagard dmum. This large kettledrum gives its name to the
ensemble and is the essential element of the musical formation. Frequently,
the nagara will be the only instrument played to accompany the pija. Its
particular sound and symbolic meaning are associated with worship.The
nagara is not only the basis of the musical formation; its hythmic phrases,
called mum3 are also the main musical element on which the form relies.
Tingey describes them in the following way: "These phrases each in turn
accelerate the nagara beat until it becomes a drum roll and decelerate out of it
toa new tempo (usually faster than the preceding one), but they vary in terms
of length of phrase, tempi, and of rate of acceleration, ..." (1994:197) These
rhythmic phrases and the sequence they create become the framework of the
musical piece. A certain number of murrd must be played for the piece to be
complete. As Tingey mentions, the length of these phrases will vary, thereby
changing the progression of the piece.

In most nagara bana ensembles, horns and/or trumpets are played. The
choice of instrumentation is determined by the instruments available and the
different musicians playing. Among the horns and trumpets played are the
karnal, kahal, bijuli bana (also known as ndg-beli bija), dhop bana, sikhar
and bheri. They are used in a variety of combinations, playing two or three-
note motifs at sporadic intervals. Their powerful sounds and peculiar timbre3
create a temporary intensification of the volume and the texture. There is no
fixed strategy involved as the musicians enter at random, as they feel The
beating of the nagari and the sporadic entries of the homs are the
fundamental elements of this music. At certain temples, however, the risa

2p tja: worship and offerings ritual,

Sag v 3
Their timbre and motifs can be compared to the sound of the conch, also used to

accompany the pdja in many circumstances and not considered by the Nepalese to be a
musical instrument.
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(shawm) is played, adding a melodic dimension to the music. The rasa plays
and varies motifs based on a specific scale in a free rhythmic style and in an
ornamented, exploratory and sinuous manner. The diffenznt sound qualities of
the instrument are enhanced by the contours of the melody. This is especially
noticeable when the musician uses vibrato or chooses a straight (non-vibrato)
sound for sustained notes. The process of melodic development used by the
risa player is one of combination and variation of the motifs. As a basis for
his melodic line, the musician has a bank of motifs that are specific to the
piece. From these motifs he will choose to sustin some notes, without
necessarily susmining the same notes at the next occurrence of the motif.
These motifs can be strung together in a variety of combinations, changing at
every occurrence of the piece.

In contrast to the repetitive and cyclical characeristics of the
entertainment music of pascai bdja or naumati baja ensembles of the damai,
the music of the nagari bind might appear to have linear and progressive
melody. But the features of the different motifs are recognizable at every
occurrence so it might be more appropriate to consider the progression of the
melody to be cyclical in a spiral manner: the motifs will recur, but in different
combinations and with some variation. In their own independent spheres of
free non-measured rhythm, the different instruments of the nagard bana play
in a type of stratification where relations between instrurnents and occurrences
of different motifs become purely coincidental. The musical result is the
product of coincidence thus creating interesting musical combinations. This
absence of synchrony is the source of the distinctive texture of the nagara
bina ensembles. The texture of this music, although very constant, progresses
in small waves of density in a morphing continuity. An intensification of the
texture can be heard as a drum mll is played on the nagard, as the horns or
trumpets interject or as the rasa rises to a very high pitch. Other than these
small fluctuations, the texture remains even and creates the sound with which
the nagara bana ensemble is associated. The openness of the style allows for
multiple combinations and a variety of unfoldings, but for the Damaii
musician the piece remains the same. He follows rules and does not call upon
innovation. These rules do offer some choice in deciding the moments of the
horn entries and in the variations of the melody, but essentially, the musician
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makes his choices in a mechanical way, obeying the tradition he has leamed
from his ancestors.

In our description of the constant elements found in the collective
musical style of the nagard bang, it is important to emphasise that the
instrumentation, form and duration, as well as the unfolding of the piece are
all elements that are not fixed. What is fixed is the occasion, the intention, the
type of thythmic phrases of the nagari, the texture, the coincidental
encounters and most importantly, the process behind the performance.

Individuating specificities: the music of Manakimani's nagara bini
ensemble

The temple of Manakimana, situated at the hilltop of a mountain in the
district of Gorkha, is a very popular site for the Nepalese. As part of a family
of temples devoted to goddesses in Central Nepal, Manakimana is dedicated
to Bhagwati who, when she is worshipped, is believed 1o grant wishes. The
rimal music of the nagard bini ensemble is heard twice daily at the temple.
Every moming and at every sunset (drati), the musicians accompany the piija.
At special religious events and ceremonies, the nagard bini ensemble will
play all day long, accompanying the different stages of the ritual, as it is
customary on the day of kartik padicimi at Manakimani temple, for
example. The intention of the musicians is to contribute to the ritual event.
Their personal intention and subjective viewpoint is not involved in the
performance, since the musical expression has a social and religious function,
Through the sound of their music, they assist in the pdjd and invoke the
presence of the Goddess. As the musicians play, the temple's bells are rung by
the public. Although their intention is not of a musical nature, the sounds of
the bells seemingly become part of the musical event.

_T‘hc musical piece played is always the same. According to the
m'us:c-ians, the title is bhagwatiko laya or the 'melody of Bhagwati'. Others
will simply call it pdjako dhiin (tune of the paja.) Its melodic motifs are
recognizable, but its structure varies from one performance to another.
Tl'lIUlilgh the analysis of two versions of this piece, its constant and variable
FOI‘I.SI'IHJCH!S become evident, This also allows us to have an example of the
individuating style of damdi ritual music.
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In the two musical examples we have chosen, the instrumentation is that of a
full nagard bana ensemble composed of four instruments. The nagard drum,
the karnal and bijuli-bana horns constitute the basis of the ensemble.” The rdsa
(shawm) adds the melodic dimension to the music. For the purpose of
comparison, it is important to note that in both of our examples, the same
musicians are playing. The nagara drum's rhythmic sequence, called murrd,
and the playing of the bijuli-bind and the kamnil are not distinctive to the style
of this particular ensemble. We must, however, consider the chosen moments
of the playing of the homs and the length of their phrases as being specific to
each performance. The element that allows more uniqueness to this piece is
the melody of the rdsa (shawm). The melody of this piece is based on the kafi
that (scale type)®. The third and the seventh are usually minor although they
happen to be major in some cadential figures. The use of chromatic intervals
involving the major third, augmented fourth and major seventh are
characteristic and add to the sinuous quality of the melody. In the following
example, presenting the scale type used, the modal center is A,

-* L
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Musical example 1: scale type

Listening to this melody for the first time, one might hear a pentatonic
quality. This impression results from the stable notes of the melody which are

4The first one was the second performance of the nagard bind ensemble on the morning of
11th November, 1995, and the second was recorded on the morning of the 12th as a

regular daily piljd, although that day was kartik paiicdmi a very important day at
Manakimana as hundreds of people come for the pjd and jatra (festivities).

5 On some occasions they are the only instruments played.

6The Damai musicians consulted did not identfy in theoretical terms the nature of the

scale used. Thar are scale types used in the classification of raga in North Indian musical
theory. The kafi thar has the same features as the Donian mode: the third and the seventh

are minor.
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pitches that the musician chooses to sustain or the ending notes of motifs
These stable notes form a scale with a pentatonic character.

A

== ————

Ol

Musical example 2: stable notes

-'I'he range of pitches that the musician chooses to explore varies
considerably from one version to the other. In the second version, the risa

playFr exploits the higher register going up to A4, a fourth higher than the first
version, and thus creates a much wider contour to the melody.

" : Il

Musical example 3: comparison of the range of the two versions analysed

Besides the mode, another feature that is constant between the two
exax.nplcs is the melodic motifs used. In both versions, the musician assembles
motifs freely by juxtaposition. He chooses to sustain some of the pitches or to
play others with a wide vibrato, The Juxtaposition and the choice of sustained
notc's will vary, but the motifs are the same and recognizable. Below, in
musical example 4, the motifs found in this piece are listed. Although |the
rhythm is free, the examples present a rhythmic contour that often occurs The
whole note represents a sustained note with vibrato, :
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Musical example 4: melodic motifs

As we mentioned earlier, these motifs are assembled freely by
juxtaposition. Musical example 5, an excerpt from the second version,
illustrates this characteristic. Since the rhythm is free and unmeasured, in the
following musical example the eighth note represents a short rhythmic value,
the half note a sustained note without vibrato, and the whole note a sustained
note with vibrato.

Musical example 5: sequence illustrating the juxtaposition of motifs

The structure of the piece is not only based on the number of murrd of
the nagara but also on the progression of the melodic motifs. The first version
we analysed gives the impression of a more linear melody in which motifs are
recurrent without making the sequence altogether cyclical. The second version
demonstrates a much clearer form in which long sections are repeated almost
unvaried and a unique section resembling a modulation occurs as the rasa
player, for a short moment, resorts to another mode,
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The form is the most significant variable element and creates the most
striking difference between two performances of the same piece by the same
musicians. Among other variables, the range of the rasa, the duration of the
melodic and rhythmic phrases, the length of the piece, and the aleatoric
occurrences of the horns must all be considered. The variability of the musical
material is limited by the imposed process and constant elements such as the
mode, the melodic motifs, the playing of the nagard and the homs as well as
the texture. Another important element that remains constant is that the
intention of the musicians is always the same. The expression doesn't vary
from one version to the other, The unfolding of the piece, the moment of its
performance and the individuals playing are the elements that create the
individual style of the performance.

Cultural parameters of style

Our comments thus far have been limited mostly to the musical
dimension of the ritual music of the nagard bana ensemble, with only a few
references to the cultural aspects. But it is important to consider the cultural
parameters’ involved in the style of the musical event, especially in a rimal
context that grants symbolic meaning to the music. Such parameters allow for
a better understanding of the musical piece. The culwral parameters are extra-
artistic but they are part of the performers' and listeners' perception of the
music. In the context of the ritual music of the nagara bana ensemble, four
important qualities of the musical piece that relate to the cultural context are
its magico-religious qualily, enhanced aesthetic qualities related to the
divinity's appreciation, mechanical characteristics borrowed from the ritual,
and the focusing purpose of the music. There is a magico-religious quality
that clings to ritual music. Like worship, the music is an invocation and a plea
for the presence of the divinity. Invisible and powerful, the presence
manifested through the musical invocation gives the music a mysterious and
compelling quality. The auspiciousness of this music is an intrinsic quality
even if it is imposed by the cultural and immediate context. Since the nagara
bani ritual music is played for a divinity, aiming to please and to obtain
favours, one must come to the conclusion that a non-explicit idea of beauty is

This expression is borrowed from Meyer (1989:9).
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attached to it. In writing about rol mo (Tibetan ritual music), Ter Ellingson
notes that it :

is indeed performed in a ritual context, in order to make a sensually pleasing
offering (mchod pa) to the Buddhist "gods" (Buddhas, Bodhisattvas,
Protectors, Yi dam). For precisely this reason, it must be both skillfully
exccuted (mkhas pa) and aurally pleasant (snyan pa). If such considerations
suggest an "esthetic of the alien", designed to please the ears of the gods
rather than of men, it must be remembered that the "gods" themselves are
visualized by Tibetans as idealized representations of human qualities. Rol
mo esthetics simply represent human esthetics in an exweme form."
(1979:225)

Inthe same way, it seems that the qualities of the Damii ritual music are
elevated to a higher level because the musical event is directed toward the
divinity. So, the ritual and religious context and beliefs give the musical piece
enhanced aesthetic qualities such as a certain beauty that pleases the divinity.
Pleasing and worshipping the divinity is the objective of the ritual pija. There
are set actions that are clearly determined for the proper realisation of the pija
Gestures are regulated by the ritual and are executed in a routine manner
towards a set goal. Similarly, the action of playing ritual music is quite
mechanical. Observing the rules of the traditional style, the musician plays,
without involving himself, as his ancestors have done and as he has leamed,
seeking the successful outcome of the ritual. In this way, the music takes on
the mechanical characteristics of the ritual. The last significant quality relating
to context is that the music draws attention to the ceremonial event and the
presence of the divinity. Wegner mentions that, in the context of newar
musical traditions, “musical structure can channel mental processes in a
specific direction.”" (1992:129) In this sense, musical invocation serves a
focusing purpose (Wegner 1992: 128). Inthe same way, because the presence
of the divinity is linked in this context to the sounding of the nstruments, the
music becomes the vehicle (or medium) for the focusing of the attention on
the ritual and on the present moment.

Beyond the qualities imparted by the cultural aspects, the ritual context
has a direct impact on the musical piece itself. The choice of the melodic
motifs and the mode are related to the divinity that is being worshipped, to the
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occasion of the worship and to the place (in our examples, the temple of
Manakamana). The duration of the piece and in some circumstances its formal
structure are directly linked to the process of the piija. Its beginning and
ending are determined by the actions of the pi@jari (priest) and some elements
must be played or omitted in specific stages of the ritual. For example, the
pijari rings a bell (ghanta) giving the musicians the signal to begin.
Depending on the process of the piij3, the musical piece will be modified.

Finally, among the cultural parameters of the style, we must not forget
the flexibility of the meaning and the multiple functions of the ritual musical
piece. Since there are many viewpoints from which the different people
involved in a ritual event consider the situation, there is undoubtedly a variety
of meanings and functions. The cultural context allows the riwal music to
have many meanings and many functions. The variety of perspectives leads to
what Qureshi identifies as the multi-specificity of the music.3 Summing up
the impact of the cultural and immediate context on the style of ritual music,
three points are worth noting. The context adds extra-artistic qualities to the
musical event. The immediate context determines some musical constituents
such as the melodic mode or the duration of the piece. And the socio-cultural
context gives the piece a multi-specific character as it allows a variety of
interpretations from the different view points of the people involved.

Understanding the piece of ritual music through its many levels

Observation of performances and collected comments of musicians lead
to an understanding of the musical piece in a ritual context on its different
levels: from the more general level of style to the specific moment of a unique
performance. On a more general level, the musical piece belongs to a
collective style that prescribes a sound through a specific instrumentation and
also a musical process that determines the texture and the actions of the
musicians. As we tum to the idea of a piece of ritual music, we notice that in
its abstract and unrealised state, it is similar to the idea of style, In the context

8Qur\:shi writes of gawwali music: "This leads me to speculate whether the generally
assumed "non-specificity” or "connotative" nature of musical meaning might not more
accurately be identified as "multi-specificity”. In other words, this analysis suggests that
music might be seen to operate as an open-ended semantic code which allows both the
performer and listener to choose from among, or combine, several meanings, each of which
is itself quite specific.” (1987:80)
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of the ritual music of the Damdi, the musical piece imposes musical
constraints yet gives the possibility of making many choices affecting its
outcome, as does a collective style. In a sense, the abstract idea of the piece is
collective because it is shared by different people and it has a multiplicity of
realisations. The musical piece becomes a shared reference that is to be re-
created at every performance. The uniqueness of the performance is
determined by the specific time and place in which the piece is played. The
whole musical event has an ephemeral quality since the configuration of the
musical and the circumstantial elements will never occur again. The moment
of the performance not only determines the choice of the piece but also gives
the musical piece its special significance. The sacred place where the piece of
rial music is performed also imposes musical characteristics and cultural
meaning. The abstract idea or the model? of a specific piece of ritual music is
in accordance with the style and offers additional constraints to the process.
Among the specifications of a musical piece, there will be the melodic mode
and some melodic motifs. During the performance, the musicians involved
will contribute an individual style through their musical choices and the sound
of their instruments. From this perspective, we can understand the musical
piece as being both an aural and a procedural reference as well as a unique
musical object resulting from the specific perfformance of the piece.

To sum up, a piece of ritual music belonging to a collective style and
played inan individual styl is a unique product of an original proposition (the
model), resulting from the configuration of musical and cultural elements in a
set time and place.

Style as process and music as a result

Ritual is often understood to be strict in nature, as a series of imposed
actions having a goal. Although the ritual music of the Damai does follow
certain rules, it is at the same time quite free and exploratory. The strictness is
most apparent at the level of the style. In this context, musical style is a
determined process that is almost mechanical. The musicians' set actions,
affecting their way of playing, aim to bring auspiciousness to the rital and to
please the divinity. This strictness is complemented by an open quality which

9Lona:-Jacob defines the model as a stable and permanent reference fiwc allows the
emergence of infinite realizations. (1987:45-46).
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allows for a varety of outcomes. The openness in question refers to the
prevalence of coincidental events occurring at each performance. The
coincidental relations of the different instruments' individual phrases create an
infinite number of possible realisations. The presence of coincidence and the
impact of the immediate context leads to understanding the piece of Damai
ritual music as being the result of the different musical and cultural elements
intertwined at the moment of performance.

Is this model of ritual music specific to the tradition of the Damai musicians?
The sound of the nagara bina ensembles of the Damai musicians is
distinctive, but the openness of the musical piece and the impact of the ritual
context on the music is not. Research on the ritual music of other socio-
cultural groups of Nepal have shown characteristics that lead towards this
interpretation. But more fieldwork and inquiry must be undertaken from the
perspective of aesthetics before any conclusions can be made on the whole of
ritual music traditions of Nepal.
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Ghantu dancing in the village of Klinu
(photo P. Moisala)

Ram Saran Nepali, Gaine
(photo G. Wegner)
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The carya dance 'Paficabuddha’
performed by Dance Mandal
(photo R. Widdess)

Hani woman playing the gobe (Yuanyang district)
(photo P. Bouchery)

“MY MUSIC IS MY LIFE”:
THE IDENTIFICATION OF STYLE AND PERFORMANCE
IN GAINE MUSIC

Hans Weisethaunet

“All of my life I have been playing and singing with the
people. Within this sarangi is my entire life. And when I
dic, this whole instrument will go with me."”

Ram Saran Nepali, 1994

“Style is the man; but we can say: style is, at least, two
men, or more precisely, man and his social grouping,
incamated by its accredited representative, the listener, who
participates actively in the internal and extemal speech of
the first.”

Voloshinov/Bakhtin, 19261

Styles arc engraved and ingrained in cultures the way
grooves are engraved and ingrained in record discs.”

Steven Feld, 19882

On May 25, 1996, Ram Saran Nepali died. Present at the cremation
ceremony by the banks of the Bagmati River, at Pashupatinath temple in
Kathmandu, were his closest family, his two wives and children from
both marriages. There were also many others, including friends and
well known Nepalese artists, musicians, poets and official cultural
representatives. Radio FM 100, a newly established radio station serving
the Kathmandu Valley, aired a special programme in honour of his
memory, which was broadcast the day after the ceremony. Everyone
interviewed during that event felt that Nepal had lost a very great artist.

ITodoroy (1984:62). From V.N. Voloshinov, “Slovo v zhizni i slovo v poezii.”
Zvezda 6 (1926), 244 - 67. Eng. trans. Wlad Godzich.
ZReprinted in Feld/Keil (1994:111).
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Musical performance inheres in style as well as in patterns of
culturally acclaimed interpretations of style. Styles are ingrained in
cultures, not only as discourses of—and within—certain traditions of
style but, also as individual uttcrances and idiosyncratic expressions
within what Bakhtin described as the dialogic® nature of communicative
practices. Moreover, style is a mecans of communication in which
individual expression may come to challenge the ordinary and
collectively accepted. As argued by Steven Feld, “Style is an emergence,
the means by which ncwly creative knowledge is developed from
playful, rote or ordinary participatory experience.”™ As [ shall discuss,
the music performance of Ram Saran Nepali in particular challenged the
ordinary. At the same time, his performance was culturally
contextualized and decply embedded in what he conceived as the ‘truth’
of the Gaine tradition of performance.

In Nepal, the term Jlok git (folk or pcople’s song) commonly
covers scveral categorics of style associated with local performance
traditions. While the Damai arc a caste of tailors and musicians, the
Gaine traditionally have been the only occupational castc of singers in
the country. In addition to vocal performance, their playing of the four-
stringed fiddle, the sarangi, has been their hallmark. As outlined by the
cthnomusicologist Mireille Helffer, the Gainc repertoire might be
divided into three main stylistic catcgories:: jhyaure (lyrical songs or
folk songs), stuti and mangal (rcligious songs), and karkha (songs of
great historical events and heroism).5 Other categorics are also to be
found. In particular are the Gainc musicians renowned for their lahure
git, songs in which they render the narratives and emotional experiences
of the Nepalese Gurkha soldicrs going abroad. In Ncpalese everyday
life, Gaine performances also serve certain ritual and time constitutive
functions, as for instance in their obligatory per formances of the Malsiri

3Bakhtin's concept of dialogue is complex in the sense that it is scen as one of the
founding principles of Being itself. Cf. Bakhtin, 1981 and 1993. As summarised by
Morson & Emerson: “For people, the most important activity is dialogue. Thus, for any
individual or social entity, we cannot properly scparate existence from the ongoing

359

process of communication. ‘To be means to communicate’” Morson & Emerson,
1990, p. 50.

Feld/Keil (1994:150).
SHelffer, 1968 and 1969.
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hymn in honour of the goddess Durga, performed during the
observance of Dasai in the month of Zs$vin (September-October).

In my fieldwork in Nepal (1988, 1991, 1993 and 1994), | took
into consideration the extensive stylistic variety of their repertoire. In
my doctoral dissertation, “The Performance of Everyday Life: The
Gaine of Nepal"—to be published by the University of Oslo by the end
of this year—I focus in particular on musical aesthetic perspectives and
performance aspects, as these are conceptualized amongst the musicians
themselves and their society. In this context, Ram Saran Nepali was
undoubtedly one of the most idiosyncratic and stylistically innovative of
all the Giine musicians I came to know in Nepal. Like most Gdine, Ram
started out at an early age going from ‘village to village’ with his father,
These experiences laid the foundation for his views on music and
performance. After he had stopped going from ‘village to village’ he
became nationally recognized through the recording of cassettes, and
through performances on Radio Nepal and at the Nepalese National
Theater. Although his life consisted of playing and singing ‘with the
people™—cither in the village or through other media—he always
viewed his abilities to perform as his own. Hence, as he told me his
whole life was carried “within his sirangs” and at his death “his whole
instrument would go with him™s.

Ram Saran Nepali’s life and identity was inscparably linked to his
music. However, more than many other men among his fellow caste, he
became totally devoted to his instrument and musical performance.
Based on my ficldwork and personal knowledge, I was never in doubt
that Ram Saran Nepali possessed a view of and way life unquestionably
his own. What 1 experienced among the Gaine is that they do indeed
have theories about their performances and aesthetic concepts through
which they aim to describe their music. The central task, however, has
been to recognize that these theories emanate from their concepts and
world views (which are also apparent in myth), and that these theories
in fact are quite different from ‘music theory’ as | have learned to know
it through my own education. To a large extent, I found that their

6From interview, 8.12.94.
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aesthetic theories may also be conceived as utterances of identity?; as
renditions of life histories in which their own views and conceptions of
musical performance come to function as a reworking of memory and
narrative of individual life. In many instances, these narratives seem to
contrast the narratives of dominant Hindu world views and local
community life; sometimes they also seem to refute the most common
views of fellow caste members, in turn bringing forth a sense that music
performance is an arena in which style, and hence identity, is openly
contested. As [ have observed, some of their utterances concerning
aesthetic experiences and their own music performances do not conform
to —and sometimes even contradict— central cultural narratives and
conceptions of history, myth and religion.

In this context, I view Steven Feld’s conceptualization of ‘theory’
as crucial, as the individual's dialogue within culture—and with himself
in the sense of Bakhtin—espcecially may be revealed within the aesthetic
arcna of performance. For Feld, acsthetics concerns the emotional
relationship established between participants and that which is conceived
as an ‘affecting presence™ in culture. *Theory’, in this context, concerns
the use of language as a verbal means for the expression of musical
experience and metaphorical thought:

“By theory I mean a social articulation of systematic knowledge
organized in such a way that it is applicable to a2 wide varely
of circumstances. While it may derve from any number of

TThe conceptualization of ‘identity’ and its relation to individual ‘narrative history” is
innately complex. In my work, | have conceived of ‘identity’ as an individual and
cultural process rather than a substance of coherence and reference. Like Ricavur,
anthropologists going for a ‘cnitical anthropology of selfhood” will think of the ‘self’ as
a ‘self in process’. As described by Debbora Battaglia: *From this position there is no
selfhood apart from the collaborative practice of its figuration. The ‘self’ is a
representational economy: a reification continually defeated by mutable entanglements
with other subjects’ histories, experiences, self-representations; with their texts,
conduct, gestures, objectifications...”. (Battaglia, 1995: 2.)

8A term he has bomowed from Robert Plant Armstrong. In Armstrong’s definition a
symbol and an ‘affecting presence’ differ one from the other in that the former
represents while bearing no necessary physical similarity o what it represents, whereas
the ‘affecting presence’ presents and is physically identical to what it presents, and,
following Armstrong, by metaphor also is identical to the emotions transferred in the
affecting ‘transaction’. (Armstrong, 1975: 13.)
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activities in the realms of contemplation and observation, the
major character of a theory is the systematic organization of
thought.”?

In Feld's view, musical sound is not only made, it is also “socially
formulated, as theory.”® From an anthropological point of view, this is
an extremely important refiguration of the notion of ‘music theory’.

There is no doubt that Ram Saran Nepali conceived of himself as a
stylistic innovator within the tradition of Gaine performance, and that
he was recognized as a most significant per former and innovator also by
other Gaine and the Nepalese public in general. Concerning musical
sound, one significant change was due to his changing the strings of his
sarangi from traditional goat gut to metal strings. Concerning his
individual world view, a more dramatic change is found in that Ram—
in contradistinction to most Gaines, including the well-known radio
performer Jhalakman Gandharva—never claimed that the sound of his
sarangi was secured thorough the annual ritual sacrifice of blood to
Sarasvati, the goddess of art and knowledge. According to Ram, the
sound of the sdrangi seemed to be so important that it needed some
improvement in order to mediate what he termed as the ‘true’
experiences of the local "place-world". Culturally speaking, he thus
distanced humself from the common belief that musical sound is ritually
initiated.

At this point a clarification of the concept of ‘tradition’ might be
useful. “Tradition’ is, according to Ram Saran Nepali, the Gaine ‘way of
life’. As he told me again and again, “that is why we are a caste, the
Gdine, to go from house to house to perform the music”, Moreover, as
he claimed, “Gaine is not really a folk singer. Rather we are a travelling
newspaper.”! This view of ‘tradition’ is in particular linked to the
Gaine’s own rendering of their myth of origin. In the most commonly
heard version of this myth, their origin is related to the creation of the
Gandharva Rishi of Vedic mythology, also known as the heavenly

9Feld, 1981:23.
101bid..45.
From my interview 22.3.91.

140

musicians of the Hindu god Indra. Socially, however, this myth has a
very ambiguous relation to their determination as one of the very lowest
caste (pani nacalnya choi chito hilnuparnya ), "untouchables and from
whom water is unacceptable”!2, as described in the Nepalese legal code,
the Muluki Ain.13 The theme of fate or karma is also central to the
repertoire of most Géine, as it is central to everyday life in Nepal in
general, even after the abolition of caste as a legislative system in Nepal.
The theme of fate is also the focus of Ram Saran Nepali’s song, Mero
Karma, which I recorded in 1993:

mero karma bigreko dekhera

mero karma bigreko dekhera

duniyale duniyale bolatichhan hepera
ho pani dirahne

jal maya kahd cha kahd jhalko ldirahne
jal maya kaha cha kaha jhalko ldirahne

ho nira haru

ma dukhi ja gaye pani

ma dukhi ja gaye pani

aphnai thauko aphnai gaiiko jhaljhalko dirahne
ho pani airahne

jal maya kaha cha kaha jhalko lairahne

jal maya kaha cha kaha jhalko ldirahne

pani ncra aa

parade$éma mai mare bhane

paradesma mai marc bhanc

paune chhaina, pdune chhaina ek thopa sunpani
ho pani @irahne

jal maya kaha cha kaha jhalko lairahne

jal maya kaha cha kaha jhalko ldirahne

sabai manchhe janmera mamu cha

sabai manchhe janmera mamu cha

tara maile tara maile $ahtko nin timu cha
ho pani dirahne

jal maya kahd cha kaha jhalko lairahne

12The term caste is here used synonymously with the Nepalese term ft.
13Cf. the sudy of the Muluki Ain of 1854 mace by Hofer, 1979.
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mero karma bigreko dekhera

daju bhaile bolatichan hepera

ho pani a@irshne

jal maya kaha chha kahid jhalko ldirahne
jhalko ldira, jhalko laira, jhalko ldira...

Translation

seeing my miserable karma (my broken fate)

the world (the brothers of the world) call me insultingly

rain keeps on coming

where is the web (trap) of love (from) somewhere (her) image
keeps coming

(jhalko airahne, lit. means that jhalko, the feeling of
presence/image, keeps coming by itself)

my love is very far away, but I feel her presence (lit: the
image continues to be brought)

(fhalko larahne, lit: a transmission of jhalko: the feeling of
presence/image is casual; it is caused to come, from him or
her)

I the sad one, wherever [ go

I got the reflection of my place, of my village, again and
again

rain keeps on coming

If T die in a foreign land

I will not be able to get a drop of sunpani (water touched to
gold, holy water, for instance used to rinse after having
touched or given food to an untouchable)

rain keeps on coming

everyone who is bom must die

but I have to pay the loan of the moneylender (meaning that
even after his death he will also be in debt; the state of bad
karma/misfortune will also be passed on to the next life)

rain keeps on coming

seeing my miserable karma (my broken fate)

the world (the brothers of the world) call me insultingly
rain keeps on coming!4

14This version of the song was recorded in Ram Saran's house in Kathmandu 3.12.93.
Cf. CD.
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In the Nepalese cultural context, the fate of life and the fate of
being born into a particular caste is represented by one and the same
word, karma. In this sense, the karma of life is identical to that of caste
prc-datermination. Hence, it is easy to sce how this song could be taken
a5 a lament poriraying the fate of the Gaine singer himseif, condemned
to a life where the world calls him insultingly, where he is always away
from his "home-place", and where his debt is so great that ——as
expressed in the song— it may even be passed on to his next life. The
text contains several metaphors essential to the everyday lives both of
the Gaine and of most Nepalese people. The emotional aspect of the
traveller's fate is focused especially in the wordplay jhalko airahne and
jhalko lairahne. In these words, the feeling of the presence or the image
of a lover and a "home" ‘kecps coming’, just as it also may be ‘caused to
come’ from him or her; in other words, the experience of a journey is
always also the experience of being away from familiar pcople and
places. The most central cultural metaphor of the song text is that of
sunpani, meaning ‘water touched by gold’. As known, sunpani is the
essential symbolic means employed in rituals that clarify the difference
between ‘high” and ‘low’, ‘pure’ and ‘impure’, in everyday ritual life.
‘Gold water’ is used to purify food and to wash hands when food is
given to or some contact has occurred with a person of an ‘impure’
caste, such as the Giine. The theme of the journey has to be seen in
relation to the situation where the Gaine have conceived their fate as
continual travelling from place to place in order to perform their music
for all kinds of people, including high as well as low castes.

However, the story of Ram Saran Nepali’s relation to the concept
of caste is not simply one of acceptance, as he had great problems in
accepting some of the social expectations and premises ascribed to the
Gaine role; or more preciscly, of accepting the view of the Gaine as
socially stigmatized.

“As | was walking from village to village with my father,
people would always say: do not come close, do not touch
me, you are a Giine. All of my life I have lived with this.
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That is also why I married my [sccond] wife. All of my life I
have been linked to this caste. 1 want to change my life, my
whole life.."15

In my work I have observed several examples of subversive acts,
of acts demonstrating how Ram tried to get away from his position as a
‘low caste’ Gaine. As he remarked above, his second wife was of high
Newar descent. There are also many other examples of acts in Ram’s
life which must be considered uncommon for a Gaine. At the same time
his musical practice was entirely embedded in his ideas of continuing the
Gaine musical tradition, although in Ram’s view, the social practice of
caste discrimination should be condemned. On several occasions he also
claimed that he thought that belief in caste was simply some kind of
superstition and a system wholly ‘made up’ by high caste Brahmins;

“I think there is no caste. Only people started to make this
system for themselves. They would say, he is only a singer
this man. And pcople would look at this as a very low caste.
There is no caste, [ think. Bul people have made up caste."!6

As I have documented in my study, Ram Saran Nepali wanted to
‘break away’ from the common beliefs of his society. His musical
performance as well as his personal life were the results of individual
acts embedded in tradition while at the same time breaking with certain
aspects of traditional belicfs. Central to these problems is the question of
fate. In general, Ram thus claimed that the song Mero Karma concerned
the theme of bad karma. Yet, as he told me, no matter how hard he tried
to go the ‘good way' and forget about his bad fate, just thinking that he
should be respected as a good musician, pcople would humiliate him and
show their disrespect because of his Gaine identity:

15From interview, 8.12.94
161bid.

144

“This is the way people think. Even my brother, even my
father, and all my friends tell me—people tell me I am very
bad. 1 am Gaine. I am low. I want to go a good way, and
people want 10 think in another way. I want to go the true
way. I do not want the artificial things."17

In this sense, Ram claimed the text Mero Karma is also related to
the fact that “everyone has to make his own country” and “everyone is
always alone on their path of life with their feelings of loss and
remembrance of their home-place.*!® The essential point made about
fate, is that the individual belongs to a place, and is subject to the beliefs
and experiences to be associated with that place.’® In this sense, life is
seen as a journey away from place and that which is known, a never-
ending journey wherc the remembrance and cxperiences of home will
be the reference point in the individual course of life. In summary, this
reflects Ram’s own ambiguous sense of being a Gaine, going the ‘good
way’ as a Gaine musician, however, yet never escaping from the cultural
processes of caste stigmatization.

Belonging to place, and expericncing the cmotional intensity of
specific places in the local world, was Ram Saran Nepali's most
persistent theme. His style of performance emerged from this theme,
which was linked to his own individual concept of ‘truth’ in
performance. For Ram, musical ‘truth’ concerned the experience of
going from ‘place to place’ as a Gaine:

“In my caste, onc musician must always go from place to
place. So what happens if he goes to those places and sings
the same song every time, ta, da, da.. (sings). What happens?
People will get bored, They do not want to listen any more.
So my caste of musicians must always leam new songs, We
must always make new songs. We have to leam from the
village. And when we hear something, we will leam from that,

171bid.

181bid.

19The significance of place is from an epistemological point of view in particular
discussed in the recent works by the Westemn phenomenologist Edward S. Casey.
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When we sing about what happens in one particular village,
people may start to cry. They will show their tears. And we
may leam something from that place, some new melodies or
some new histories. Later on we will remember what we have
scen. This is the meaning of folk song. It is the remembrance
of what we have seen. When I close my eyes and play this
melody 1 will remember. 1 will see this village, this place.
This is the true meaning of the folk songs. To understand a
folk song you must first go to the village. Then you will
understand the true meaning of it.”20

In this sensc, Ram’s stylistic material was entirely linked to the
experiences of the local "place-world". The principal idea expressed
here is that music—and thus ‘truth™—must be ‘learned from the village’,
As he often claimed: “To perform music, we need to see the true
things.“2! In my interviews he gave several examples of what this
concept of ‘truth’ implies. The gencral idea is that the feelings and
experiences of particular places, villages, and landscapes must be
somehow captured in sound. In his view, pcople of particular places will
use their voices in specific ways, in specch and song. The travelling
Gdine must capture these qualities in such a way that the specific local
voice/sound qualitics will be rccognized in Gaine performances and
associated with experiences of the local "place-world”. Ram often gave
examples of specific local ways of using the voice, and in our
conversations he often made claims such as “this is typically from
Jumsun (sings)” or “this is really truth (he sings) this is close to the
border of India.”?2 As such, the aesthetic experience inherent in the
listeners makes sense of the musical sound, as these sounds are,
precisely, ‘inscribed in culture’. Without this local ‘sound knowledge’,
the musical sounds would not produce this kind of locational and
associational moves of local participatory experience.??

Furthermore, for Ram Saran Nepali, the concept of ‘truth’
implied something far more specific and encompassing than an idea of

20From interview, Kathmandu, 2.12.94.

21From interview, 22.3.91.

22From interview, 4.12.94.

23Cf. Feld's concept of ‘interpretive moves'. (Keil/Feld, 1994.)
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scollecting’ or ‘learning’ songs from various places. The idea is rather
that the performer is thought to be able to capture the “spirit™—or cthos
in anthropological terms—of the local "place-world". However, in
order to do this, the performer has to ‘go deep’. In Ram’s theory, the
ability to ‘go deep’ is also the decisive factor with regards to whether a
per formance is conceived as good or not. The only way to make folk
music is to ‘learn from the village’; and the musical ‘sound’ is thought to
emanate directly from the experience of being ‘touched’ or moved by
the experience of place:

“I am a musician. What kind of musician? If T go to the
village, what do I want? 1 touch the people, I sleep there. I
am listening with people. I am playing with children. I am
looking at flowers. 1 will watch the butterflies flying. I may
see some waters and rivers, All touch you.. you feel there,
And people may experience happiness (he imitates laughter)...
there may be laughter. It is all there. Then everything comes
here... (he takes a long breath). Then these things comes to
melody, to sound. There may also come some words. It [the
“rue’ music/Giine music] does not come from beating
[thythm)..(he indicates a rhythm with his fingers)... If no touch
[experience] here (he points to himself): no sound.. That is

why 1 collect music. This type of different things, you know.
“24

In sum, music is viewed as a2 medium expressing experience, and
in particular the experiences of local village life. In Ram Saran Nepali’s
aesthetic theory, the meaning of ‘folk song’ is entirely connected to the
emotional experience of place, and the musician is thought of as the
mediator who may transform the experiences of place into performance.
While he was per forming, instrumentally or vocally, Ram would always
also close his eyes in order to capture the right mood or ‘feeling’ for the
place or event remembered and recreated in the musical performance.

24From interview, 2.12.94.
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In his view, the listeners or participants would be ‘touched’ or engaged
in the performance only so far as they might recognize something
related to their own experiences in life.

One example of a performance Ram said he had learned ‘from
place’ is the piece which he named The Butterflies of Jumla.® The tune
came about when he was visiting the district of Jumla, which lays in the
Karnali Zone in the inner Himalayan range in mid-western Nepal. In
fact Ram claimed this piece was a direct revelation of ‘nature’:

[sic] “I am bom in Nepal. My nature—where I am bom. All
the way [everywhere there is] nature, the forest, the birds, and
so many butterflies, great rivers and mountains. This is music.
What you need to find out is that this is music. Sometimes
birds are dancing, sometimes there is fog, sometimes it 18
clouded: This is all music. 1 have a small picce of wood. I
prepare it myself [the sdrangi; 1 put strings on it. Then 1 play
music. In that way all thesec things [the nature] is in my
heart,"26

According to Ram, if the musician ‘goes decp’ he will find that the
real ‘truth’ is represented in nature. The Butterflies of Jumla is a typical
example of how the musician sees himself as a mediator between nature
and culture. As argued by Ram, butterflies have no language. Still, he
claims that butterflics have feclings and emotions and that they would
like to communicate with us if they only could. On the other hand we—
as human beings—have language and brains, but do not communicate
with each other as much as we fight with each other.?’

25This picce is featured in the accompanying CD, and is also to be found in my own
CD release: “The Real Folk Music of Nepal”, Travelling Rec. 1997 (cf. advertisement
in this issue), featuring several performances by Ram Saran Nepali and other Giine
musicians,

26From interview, 17.12.94.

271bid.
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The role ascribed to the musician here —conceived as a mediator
between the ‘truth’ of nature and the experiences of human life—is
more complex than some kind of romantic idea about transformation of
‘acsthetic beauty' from naturc to musical performance. Rather than
simply being a "sonic" representation of the ‘nature’, the ‘truth’ which
underlies Ram’s conceptualization is one of antagonism: between natural
‘truth’ and cultural experience. As Ram argued, the essential motif
around which he constructed the melodic movements of The Butterflies
of Jumla is thought to symbolize fight: “Now I play for fight... This
note is not from sdrangi. It is from the karnal from the Damai.”28 The
karnal is a straight conical-bore natural trumpet played in pairs, an
instrument which has a long history of use for military purposes.2d
Inasmuch as Ram claimed that the performance of this piecc was
inspired by this instrument, it also scems probable that what he sought to
imitate was the sound of the karndl played in pairs. In listening to the
performance, one may hear how Ram Saran typically intermingles
various pitches to gencrate characteristics which especially endure in
variations of sound qualities and timbre.

Musically and stylistically Ram’s aesthetic search for ‘truth’ was a
thoroughly individualistic project, as his combinations of sounds from
‘nature’ and the cultural traits of the local "place-world" sounded very
different from the performances of most other Gaines. In conclusion,
Ram Saran Nepali’s per formance represented a very original reworking
of style based on local tradition and experience. The idiosyncrasies of
his performance were undoubtedly his own; however, his musical style
and life was also inherently linked to the cultural traits of the Gaine as
the travelling messengers of Nepalese society. In this sense, his
performance personified—as expressed by Bakhtin—the style of the
man as well as his social grouping.

28From interview, 22.3.91.
29CE. Tingey, 1990.
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GURUNG CULTURAL MODELS
IN THE GHATU MUSIC AND DANCE

Pirkko Moisala

For almost twenty years, | have tried to understand what the
Gurung mountain villagers of Nepal' do with music and how they
think musically. In this article, T will focus on one particular
performance of the Gurungs, the Ghantu, in an attempt to
demonstrate how the musical and kinctic processes relate to the
cognitive models of culture.

Theoretically, the study builds on the tradition of cognitive
cthnomusicology (e.g. Blacking 1971 and 1973; Herndon 1971;
Rice 1980; Herndon and McLeod 1981; Kippen 1987; Baily 1985
and 1988; and Koskoff 1992), performance studies of
ethnomusicology (Herndon and Brunyate 1975; Blacking 1981a and
1981b; and Behague 1984) as well as on the basic premises of
cognitive anthropology. It is proposed that culture-bound musical
cognition cannot be studied from within music and musical
perception - which have bcen the objects of computational
simulations of music and experimental studies of musical
cognition, respectively - but by focusing on musical practices

1 The people calling themselves Gurung consist of a variety of differents kinds
of culwral groups. There are close to 200 000 Gurungs living in Nepal
according to the 1991 census. Some Gurungs living in the capital have
completely given up their ethnic traditions. The Gurungs living in the
different arcas of Nepal, in the Terai in the south, as well as the so-called
eastern and western Gurungs, all have their own distinctive cultural features.
Due to difficult transportation (the distances between mountain villages must
be walked) and oral tradition, cultural traditions even vary from one village to
another, Thus, 1 do not claim to make any generalizations about the Gurungs.
My interpretations are based only on the data collected in a mountain village
which is located in the main arca of Gurung inhabitance of central Nepal, a
distance of two-to-three-days' walk to the northeast of the city of Pokhara.
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which are made public and shared through social behaviour, its
products and speech, that is, on musical practice as social process
in performance (sce also Moisala 1991 and 1993).

Cognition as a mental activity, including musical cognition,
is a process involving biological capacity, bodily experiences and
social interaction. The human mind makes representations, maps of
its environment in its brain. Each individual relates through the
enculturaltion process to some cultural symbol system. But a
society can react also as an integrated entity, whose members
share experiences collectively and whose roles and relationships
change in response to shared expericnces.

Anthropology has, since the beginning of this century,
recognised that cach culturec may be characteriscd by a set of
general beliefs called collective representations which regulate the
thought processes of the individuals of that group (Levy-Bruhl,
1910:23). Later on, the samc¢ phenomena has been referred to as
standardised social experiences, schemes necessary and adequate
for survival and acceptablec bchaviour for everyday life within the
culture in question (Necisser, 1976:153), and cognitive models
which are presupposed, taken-for-granted models of the world that
are widely shared by the members of a society and that play an
essential role in their understanding of that word and their
behaviour in it (Quinn and Holland, 1987:4). The cognitive map
(and/or model) of a culture represents the world of a social entity,
an integrated group of pcople, who storc information, among other
things, on the arts (Laszlo ct al., 1993:1-14).

Cultural models may guide behaviour and decision-making,
but they may also be formed through action. The existence of
models does not require awarencss of them; conversely, the actors
most probably are not able to verbalise them. The models are
reflected widely in many layers of human action; they influence
(and are influenced by) the ways of behaving, interacting,
reasoning, arguing, evaluating and making deccisions. The concept
of model seems to imply a stable structure, but that is not so.
Cognitive models inform both thought and action. They refer fo
the processes within the human mind which change with time.
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The challenge of cognitive ethnomusicology is to study how
these cognitive models of culture appear in and form musical
processes (or vice versa). The aim of this article is to demonstrate
how the cognitive models of culture relate to musical practice in
performance with the help of several methods, ethnography of
musical performance, an analysis of the native judgements of
music and dance, transcripiion, and music analysis as well as a
description of dance as a movement system.

The Ghiantu as Musical Practice in Performance

I had been living in a Gurung mountain village for just
over two months in 1975 when, in the midst of the breathtaking
Himalayan scenery, | got to sce a bahramase Ghantu performance
for the first time. The small yard of a house was densely packed
by crowds of people sitting, joking, chatting and enjoying the
respite from their farming labours and economic hardships. In the
middle of the yard was a small dancing area on one side of
which twelve middle-aged and older male singers and four madal
drum players were sitting. Three teenaged girls dressed in long
multilayered dresses of deep purple and adorned with big, golden
earrings and bracelets were dancing.

The drum players drummed a few beats and one of the
men, called the guru, started 10 sing. The other singers joined in
after a while. Soon after, the dancers began to dance, as well
The dancers rotated slowly and fluidly in place, simultancously
bowing down and rising again. The voices of the men undulated,
overlapping and interlacing heterophonically in a pentatonic
melody. Occasionally, the singers made their lower jaws vibrate
creating a wavering sound. The singers moved around, left the
"stage" and returned again. Some singers seemed to sing
confidently and others. instead, echoed them

The singing and dancing was accompanied by the slow
beating of drums. Although the beats came slowly and relatively
evenly, the rhytim could not be followed in accurate regular
meter., It “breathed" and lived according to the dance and
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decelerated at the end of the singing. The music was mixed not
only with human sounds but also with the crowing of cocks, the
clucking of chickens, and the heavy snorts of water buffaloes. The
singing and dancing continued without any breaks for almost three
minutes. Then the group had a short rest after which the guru
commenced singing again.

After one and a half hours, the nommal duration of a
western concert, I began to anticipatc the end of the performance.
However, the singing, dancing, and drumming continued from hour
to hour through the night. The performance which had begun at 9
p.m. did not end before 10 am. At night, the performers had a
longer rest only for a rice meal. During the shorter breaks they
drank buffalo milk tea and rice wine. Most of the audience stayed
awake with the performers, chatting and joking, but some slept on
rice mats. In a way, the music crcated an auditive space in which
social gathering and interaction, a creation of the feeling of unity,
and an enforcing of the traditional Gurung ways and beliefs could
take place.

In these kinds of bihramisc Ghidntun performances, which
can take place to welcome a visitor, at weddings and for other
celebrations, only parts of the complete Ghantu story, called sati
Ghantu are performed. Each of the parts has a special theme: the
melbi part describes flowers, the mni rucba growing rice, the pha
laba hunting, the jali khcine fishing, the biyd laba weddings, the
md priba battle, the jogi living as a hermit and a part called
Kusundi describes the visiting of the Kusundd gods. Different
elements of the Gurung lifc and world view are featured. For
example, the rice farming chapter recounts the process of farming
in chronological order from how the field is prepared and rice
planted to the point when the rice has been eaten and it is time
to brush onc's tecth.

The complete Ghantu performance, sati Ghantu takes place
only once a year at the time of the full moon in mid-May during
the Baisikh Purne festival. At that festival, the whole story of the
Ghantu which tells about the life of King Pashurim (alternatively,
Pasram), Queen Yimivdti and their son Balkrisna (Balrdam) is



performed. The story ends with a description of the burning of
the Queen alive with her deceased husband, the tradition called
sati In Baisakh Purne, which is the festival of Lord Buddha's
incarnation, there is continuous dancing for three days and three
nights. After that, the rice is planted. The performance of the
Ghantu is given in order to please the gods of the Himalayas. It
is believed that if they are pleased, they will give a good rice
crop.

The language in which the Ghantu is sung is unidentified; it
is neither Nepali nor Gurung, It is also unfamiliar to the ordinary
performers; they cannot understand the words of the song but can
only explain the approximate meaning of single sentences, Only
the leader of the musical group, called guru, can explain the
meaning of single words. The villagers in the audience are only
able to describe the approximate content of each part. In a
performance, they follow the procceding of the story: keeping in
mind the story, they observe other factors relating 1o it, such as
changes in melodies, rhythmic pattems, and in the paraphernalia
used.

The Ghantu also includes dimensions which westerners call
supematural; in the beginning of cach Ghantu performance, the
singers intone a blessing and invite the Himalayan gods to attend
the performance. When the gods and spirits enter, some sensitive
people may begin 0 tremble. The trembling does not cease until
the gods leave. In the Kusundad part of the Ghantu, the dancers
become possessed by spirits. The Supernatural  dimensions  set
special requirements on  the performers: The male performers
should be mature enough, at least 18-years-old, and at the time
when the female dancers are selected for the dance, they should
be of premenstrual age, virgins and skillful dancers. According to
one belief, only such virgin girls can become "touched by the
gods", devatile cundacha bhacra, i.e., possessed by the spirits.

Ghantu music and dance do not exist as domains separate
from the performance Occasion, but leaming and rehearsing take
place in performances. Remembering the words of the song and
the rhythmic patterns of the drumming outside the performance
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situation is possible only for a few members of the music‘al
up. It is also possible that there can be no rchearsals due to

tgt:: c:v.oteric, formerly possibly even more sacred, nature of the

performance event. . -

To ihe villagers, the Ghantu is not only mflsm-r.nik_mg. zind::r
dancing, but the wholeness of a 'socml occasion in w?n;aluesc
essential legends of the Gurung history irc sung, centr: . fo;
beliefs, and other criteria of “Gurun.gness are conﬁrt.nc a;llexiblc
which the music, singing, and playing .--claborated m z:ﬂ o
and collective manner - creatc an auditive and. sp.u-nuh sp iri;
And, in addition, the movements of the dance visualise the sp
of the Ghantu and Gurung culture.

The Unique Features and Aesthetics of the Ghantu Song and Dance

The special sound character of thc_ Ghantu i:ls .crca-tcd.ﬁ:)‘r
heterophonic group singing which is a .clehbcra}te‘styllst:c s;gmjhr‘;
cach singer varies his singing as he hke.s within the style. e
more skillful the singer is, the more variations he can produce. 2
analysis of the recorded performances revealed how the }vay; to va:ybd -
melody are limited. There are only five ways of va.rj'(mg c r;:wm{(;
embellishing certain pitches in specific wa?'s, prolonfgmg :%pucd s
others proceed to the third above, singing in undulating ghssa.n o o
other singers, adding a pure fifth above the tonal centre or a l:mor o
below the tonal centre. When ten singers c?nstantly vary the medoby
individually in these ways occasionally adding colour. to the sound by
vibrating their lower jaw, the result is a complex sounding texture.

The ceaseless flow of the hctcmphoni'c singing is.anolh;:r
central feature of the Ghantu Each verse is sung. contmu?usy
without breaks. The singers breathe inten.tionally at dlfferchnl nn-:;se,
filling the gaps left by others' brealh.ing. 'I:hey also :fv:
freedom to retire from singing and join in again as they wish.

The Ghantu music includes a great deal of repetition. F)ne
part of the Ghantu consists of several repetitions of song sections
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(the musical example on the CD includes two song sections of the
Ghantu, each lasting less than three minutes (Table 1.). Song
sections include an introduction and two to three repetitions of the
basic melody. One part of the Ghantu for instance, the one which
describes hunting, the Pha Laba, includes four different basic
melodies (such as in Ex. 1.), which are vared throughout the
heterophonic singing techniques. The same rhythmic pattern — with
the addition of the starting, ending and mediating rhythmic beats
related to it — accompanies the singing throughout the section. In
the performance of the Pha Laba, four different rhythmic patterns
varied throughout the performance were played (see Table 1 and
Ex. 1).

The striking feature of the Ghantu dance is the fluidity of
the movement. The slow rotation in place as the dancers bow
down and raise their bodies up again takes place in a smooth
continuous movementn (Fig. 1). An interesting featurc of the
dance is the co-movement of the two dancers. The dancers
perform the same rotation, the same bendings and the same whole
arm movements one after the other. It can be said that the style
of dance visual ises the heterophonic style of Ghantu singing.

It was by chance that | learned how to esthetically evaluate
the Ghantu performances. 1 had always greatly admired the special
kind of fluid flow of the Ghantu dance which was unique among
all the other dances I had ever scen before. The choreometrical
analysis of the Ghantu had revealed that the dance employed
postures typical of the activities of the mountain people: the body
attitude of the dancers — in which the trunk is used like a solid
block and no movements or twist at the waist occur — is exactly
the same as that which is used when carrying loads in a basket
placed on the back and supported on the forehcad by a carrying
rope. However, dance is more than just an imitation of daily
movements, it is also an esthetic visualization of culture and its
main values. According to Adrienne Kaeppler, "movement is a
surface manifestation of the underlying structures of a society”
(1992:153).
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I learned about Gurung aesthetics when walking back with a
couple of Gurung friends from a neighbouring village where we
had attended a Ghantu performance. My companions greatly
admired the dancing style of one of the dancers describing her
dancing as "flowing like the water", sallala pani bage jastai |
began to test on other occasions, if this judgement was how the
Ghantu singing and dancing should be. It turned out that fluidity,
"flowing like the water', was the esthetic aim of the performance.

According to Simon Strickland (1982:89), who has
thoroughly and decply studied ancient Gurung narrations, the
symbolism surrounding water is also strongly involved in Gurung
narrations. Admiration of water and its flow among people who
live high up in the mountains is not suprising. Villages used to
be established on the very top of the mountains because, from
there, it was easier to sece an approaching encmy and to defend
the village. Still today, most of the villages stand in their ancient
places. Thercfore, many Gurung villages, such as the village where
1 stayed, lack water. For instance, in "my" village - before the
water pipe was built in the beginning of this decade - all
villagers, approximately 1500 of them and their livestock, got their
water from a modest well. From the village, the return journey to
the nearest mountain stream takes hours. Thus, what could be a
more esthetically desirable vision to the villagers than a stream
forming whirls as it flows down the hill?

Cultural Models of Thinking and Ghantu Music

In the study of the Gurung cultural models of thinking, I
have chosen, methodologically, to define the shared ways of
thinking, the models of thought which could be found in many
aspects and in much of the behaviour of the Gurungs as cultural
premises. A premise in the context of cultural analysis "is a
generalised statement of a particular assumption or implication
recognizable in a number of details of cultural behaviour" (Bateson
1958:24). Premises are abstract assumptions and implications which
act as the basis for different kinds of behaviour.
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I have earlier interpreted the cultural characteristics of those
Gurung villagers with whom I worked in Nepal, and reduced them
into four cultural premises which arc relevant to Gurung music
(see Moisala 1991:116-132). No attempt was made to identify all
the Gurung cultural premises, but only those related to music.

The essential feature of Gumung culture and thinking is that
it is based on orality. Although nowadays an increasing number of
young people have acquired a modest ability to read and write,
the transmission of old Gurung heritage and traditions, such as the
Ghantu, takes place purely orally. As an oral tradition, Ghantu
singing is based on a small number of melodic core formulas.
The variation of these formulas develops from slight changes made
in the melodic progression, but the character of the formula
remains recognizable. Paradigmatic analysis of a recording of the
Pha Laba Ghantu of 1.5 hours revealed seven basic formulas (Ex.
2.) out of which the four meclodies used in the performance are
formed (Ex. 3).

Another central feature in the thinking of the Gurung
villagers is the emphasis on collectivity (ibid., 124-126) which was
demonstrated in their decision-making, as well as in all other
aspects and activities of the villagers. The collectivity controlled
and directed individual lives: an individual was placed within the
structure of the village community and into the Gurung internal
caste hierarchy by birth. Social expectations sanctioned by moral
pressures were placed upon everybody and individuals were
expected to put their cfforts into shared activities. The social
interaction was based on mutual concern, reciprocity, and
solidarity. Some property, such as forests, also used to be owned
collectively by the villagers.

The emphasis on collectivity plays a pat in the
conceptualization of music. In order to be conceptualised as
"music"® by the Gurung villagers, singing and/or playing has to be

2 When speaking about music, the villagers used words such as git (literally
a song), baja (playing), git gaune bajiune (to sing play a song) or, more
seldom, samgit (music).
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done in groups for an audience in a public situation. Singing
alone or together with others when working, cutting rice, or
carrying fire wood, was not considered as music. For instance, in
1994, when I visited a ncw village and asked a man who was
introduced to me as a skillful performer to sing and demonstrate
parts of the Ghantu of that village, he insisted that it was
impossible to sing without other singers. He refused to sing at all
before collecting together his peers. Finally, the Ghantu was
demonstrated but not before midnight when all the singers were
gathered from the village and its neighbourhood.

The singing of the Ghantu concomitates also with the
emphasis on collectivity among the Gurung villagers. It creates a
flowing complex texture, as illustrated in the Figure 2. The
singing is not unified but heterophonic and the singers must
carefully observe each other in order not to breathe at the same
time, and as they cmbellish certain pitches as well as make
decorative additions to the melodic corec. This kind of texture
cannot be created only by onc singer, but there must always be a
group of singers to perform it — as it is always done in practice.

People living mainly in a barter economy and in close
relationship with nature, such as the Gurungs, are generally
assumed to conceptualise time in rclation to the yearly and daily
cycle of natural phenomena. This conceptualization is called, as
the opposite of continuous and linear conceptualization of time,
cyclical and nonlincar. According 1o my observations (see Moisala
1991:121-124), the Gurung villagers also perccived time as a kind
of continuous, nonlincar space in which movement is cyclic in
nature: the present time was rclated to the course of the sun and
daily actions and the same agricultural tasks and festivals were
known to take place in the yearly cycle of nature and sky
(Gurung astrology is highly developed®).

Because of the cyclical conceptualization of time, we cannot
expect the Ghantu singers to think about the progression of the

3 Dr. Jagman Gurung, a scholar from Tribhuvan University, who studies
Gurung astrology (personal communication).
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melody as a linear line as we would transcribe it. To the listener,
the Ghantu music also gives the impression of circulation: the
musical ingredients are fcw in relation to the long duration of the
performance involving a great deal of repetition. Figure 3 shows
the melodic material analyzed with the help of the paradigmatic
method and arranged according to the way formulas relate to each
other. Thus, Ghantu singing is not a single lineal and linear
progression but a complex texture which repeatedly and
continuously circulates within a small number of melodic formulas.
The repetitive musical material establishes a special circular
sphere, like whirls in the flowing water of a stream.

The synchronization of performers - singers, drummers and
dancers - also takes place in a continuous rotation. No one
actually directs the Ghantu performance, although the guru, the
selected leader of the group whose responsibility it is to maintain
the tradition, is the main supporter of the melody. The
synchronization of the different artistic elements evolves from the
active and aware participation of every performer and his/her
intensive adjustment to other performers. Duc to the loudness of
the drumming, the drummers act as thc central producers of the
rhythmic coordination. However, they do not create the pulsation
to be followed by the others; instcad, they closely follow the
movements of the dancers in order to fit and synchronise the

i I L T i P T S R DO e e T g e T
u.lu.llulullg YYiiLl uic  udlive. Ubuﬂll: v -'.\Lllsll.ls ayuuuuluaua i
regular intervals with certain drum beats and the dancers follow
the melodic line. Only hand movements take place to the rhythm

of the drumming.

Thus, synchronization takes place in a circular spiral
process: the dancers listen to the singers, the drummers follow the
movements of the dancers, and at certain points, the singers
synchronise with the drumming (Fig. 4.).

Cultural Models, Music, and Change

Cultural models of thinking transform themselves with time,
because the character of human cultural cognition, both acquired

by an individual and an integrated group of pecople, is not stable
but dynamic. Like all human cultures, Gurung culture and
cognition are also continuously changing.

These above analysis of the concomitance of the Gurung
cultural models with the Ghantu music was based on the materal
1 collected, in 1975-76, when the the changes in the cyclic
conceptualization of time and the decline of collective emphasis
were not yet major factors in the village life. Due to the nation-
building and modernization of Nepal, radical changes are taking
place in the Gumung culturc and thinking. School, preindustrial
enterprises such as state-run weaving mills, the use of watches,
Radio Nepal, and other mecans of mass communication for the
purposes of nation-building and modernization have introduced a
more exact and lincar, chronological time. Furthermore, economic
hardships caused primarily by increased population and land
erosion have produced a decline in the desire for collective
activities and goals. Instead of being arranged according to Gurung
internal clan hierarchy, social control is now more a matter of
wealth and financial dominance, and individual survival has eroded
the favourable view toward the bencfits of collective action. The
school system which emphasises work for the development of the
nation and ignores the necds of the locality has provided a route
for personal gain.

These tendencies of change in Gurung cultural thinking have
had an influence on their music. Due to the changed cultural
models of thinking, the performance practice of the Ghantu has
changed. The Ghantu performers with whom I have collaborated
had, before 1985, decided to give up repetitions of the verses.
Nowadays, they sing them only once in order to save time. The
shortening has been done on the basis of current values: time
used for "development" advocated by the state, such as for the
schooling of children, was considered more important than the
traditional Ghantu supporting an animistic world view.

The nomms concerning the Ghantu have also been loosened:
nowadays, the dancers can be mature women and a drum player a
youngster. The singing technique lacks the undulation created by




the vibration of the lower jaw and includes fewer embellishments
of the pitches. Group singing is still heterophonic but the voices
do not blend together in such an overdapping manner as earier.
The singing is more unified: especially at faster tempos, the
breathing of the singers tends to take place simultancously. To
make a representation of the "new" Ghantu, however, would be a
subject for another article. In this context, I only wish to point
out that cognitive models of culture and music change in time.
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Fig.2. Core formulas of the Pha Laba Ghintu arranged according
@ to the way they relate to each other demonstrating the circular
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Table 1. Melodic organization of the Paha Laba Ghantu,
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Ex. 1. A melody of the Ghantu.
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Ex. 2. Core formulas of the Pha Laba Ghantu and their varations

revealed by paradigmatic analysis.
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THE DRUMS OF NEPALESE MEDIUMS*

Mireille Helffer

An astonishing variety of drums is used in Nepal, both among Hindus and
Buddhists. The organological types include: frame drums!; cylindrical
drums, barrel or tronconical drums, hourglass drums (hudko, western
Nepal) and small damaru, all with two skins; as well as hemispherical
kettledrums with one skin ( Helffer& Gaborieau: 1974).

I shall focus here on the drums used by some specialists to establish
links with the supernatural--for healing, protection, predicting the future,
etc., oras A.W. Macdonald wrote about the jhankri someone who is: "...
an interpreter of the world [...] a person who falls into a trance, during
which time voices speak through his person, thereby enabling him to
diagnose illnesses and sometimes cure them, give advice for the future
and clarify present events in terms of their relationship to the past. He is
therefore both a privileged intermediary between spirits (who cause and
cure illness) and men; between the past, present and future; between life
and death, and most importantly between the individual and a certain
mythology (Macdonald, 1976 : 310).

All of these people, who are considered sorcerers, soothsayers,
shamans, intercessors, or, more simply, mediums, are accompanied by a
specific drum, generally a frame drum. Existing documentation discloses
three principal types: 1) a two-membraned drum with a handle carved in
the shape of a ritual dagger with a triangular blade; 2) one skin with two
diametrically crossed sticks; 3) one skin without a diametrical stick.

It is interesting to compare the available information on these
instruments, as their descriptions are often incomplete—scattered in
diverse, sometimes difficult-to-find publications—and as examples of
most of these drums are in the Department of Ethnomusicology of the

*Translated by S. Keyes
1 Their height is less than or equal to the frame's radius.
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Musée de I'Homme, Paris, due to the numerous missions of ethnologists.
Moreover, this approach, already attempted by M. Oppitz from a different
angle, establishes a framework for ethnologists and ethnomusicologists,
as well as for organologists and all those who are interested in complex
relationships established over the centuries among followers of the
Buddhist tradition and/or Hindus and immigrant populations variously
influenced by these dominant traditions.

I stdied a dozen of these drums kept in the Department of
Ethnomusicology of the Musée de 'Homme or in private collections to
successively examine organological characteristics, modality and use,
written texts, as well as oral traditions and associated symbolism before
advancing various hypotheses related to their provenance.

Frame drum with double-laced heads and sculpted handle (Nep.
murrd) in the form of a ritual dagger (Nep. kila, Tib. phur-pa, beaten
with a stick (Nep. gajo)

According to numerous witnesses, the above-mentioned drum,
called dhyangro is used from Darjeeling and Kalimpong as far as the Kali
Gandaki valley by the jhankr whose ethnic or caste origins vary. The use
of the dhyangro drum is relatively easy to observe because of the
numerous gatherings of jharks during the full moon to honour protective
divinities (kul devati) or their teacher. The following list will serve as a
reminder:

- in the month of baisakh in Gupteshwor at the shrine of Mahadev (from
J.C. Marize);

- in the month of saun in Kalingchok for the Janai purnima (Macdonald :
1976, and Miller : 1979, p. 45/mote 3), but also : in Mahadevpokhari
(Jest), in Gosainkund (Macdonald), in Kumbeéwar (in Patan)

- in the month of bhadau during the Kige$wari meld (personal
observation in 1979 with J.C. Marize and P. Aubry);

- in the month of pus in Deolinge$wari among the Tamang;

- in the month of phagun in Rike$war (near Daman) (from J.C. Marize,
1980); and
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- during the Devikot jatra (near Dolakha) for Dasain (Miller).

This brief enumeration seems to show a predilection for shrines
dedicated to Mahideva; this is not very astonishing as some jhankri
consider Mahddeva to have been the first of the jhankri divinities.

"Who was the first jhdnkri ? The majority agree on Mahadeo. Mahadeo
and a bhotiya lama met on Mount Kaila$. The two competed [...] Since
Mahideo had not succeeded in reaching the sun, the latter became angry and
began to construct a drum. With this drum he would be able to reach the sun
[.]

How was Mahadeo's drum made?[...]""Then he sent the ghuirin to fewch ber
[...] from which to make the straps w0 brace the drum heads [...] Mahddeo
closed the drum by auaching the murra (handle). Before closing it, he put
seven blades of dubho and a rudricche inside." (Macdonald, 1976 : 319).

What do ethnologists have to say about this drum?

Following his research in Muglan at the end of the 1950s,
Macdonald stated :"The jhankn's drum is called dhyangro the curved
baton with which he beats the drum is a gajo; [...] and it is by the sound of
the drum echoing far in the night that one knows a jhankri is at work."
(Macdonald, 1976:311). This brief information is completed in a footnote:
"“The dhyangro is a single-handed drum with two heads (generally made
of deerskin and monkeyskin); the handle (murra) is made of wood and
always sculptured.” (Macdonald, 1976:326n.13). Fournier's observations
in 1969-70 of the puimbo and ngiami, who officiate among the Sunwar,
allowed him to be much more precise :

"The dhyangro is a double-headed drum with a single handle. The frame is
made of one piece of hazel wool (tsegi) or of (thingre), c. 4 inches deep [= 10
cm], with a circumference of ¢. 16 1/2 inches [= 42 cm]. The membrane
covering each of the two sides is folded over on the outside. It is made of the
skin of a three-year-old deer (rokoshie) (Sun.), or of a two-year-old goat
(kiarshe) (Sun.). A leather thong or a thong made of calamus (guri) (Sun.)
secures the skins by a network of interlaced knots. Between the wood of the
frame and the thong, the puimbo slips one or more porcupine quills to prevent
the skins from streiching. The handle (goedaki) (Sun.) which is ca. one foot
long [30.5 cm], is pegged to the frame. It is made of the same wood as the
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frame and sculptured with various symbolic pattemns, usually in forms that
are identical 1o those engraved on the phurbu or on the lance. [..] The
dhyangro , as well as the phurbu or the lance is made under the direction of
the puimbo or ngiami [...]. At the time of the major public Sunwar ritals,
each side of the drum is decorated with paint" [N_.B. the design is different on
the male side and the female side] (See Fournier, 1976:108-111, for a
detail ed diagram).

After more than two years among the Limbu between 1966 to 1971,
Sagant wrote:

"[...] The ywna's instrument is never the gong but mainly the jhankri 's drum,
the dhyangro. Itis made specially for him (mainly of koiralo wood and mirga
skin), and is analogous to the jhnkri’s drum. Enclosed are seven grains of
rice, seven lightning' stones, three kinds of incense and a copper coin. The
drum is consecrated at a ritual during which a chicken is sacrificed. The
drum, as well as the rest of the gear, is personal. In the case that it changes
owners, a chicken must be sacrificed to prevent a possible risk of sickness or
death. The baton is identical to that used by the jhankri and is also called a
gajo. A trident, the sun and moon are painted on the skins." (Sagant, 1976:89,
photo p. 99).

The two dhyangro drums brought back by Sagant to the Musée de
I'Homme present the following characteristics:

68-35-103 (D. 27 cm, H ?, L. handle 32 cm)

68-35-104 (D. 52 cm, H 13 c¢m, L. handle 42 cm)

Father Miller, who undertook extensive fieldwork from 1974 to
1978 in Dholaka District and its vicinity, was evidently not interested by
the organological characteristics of the dhyangro, but numerous
photographs accompanying his work are valuable evidence of the way in
which the drummer beat the instrument (Miller, 1979). When Hafer met
the bombo who officiated among the western Tamang, he discovered that
the drum they used was similar to the jharikri but was called in Tamang
by the Tibetan term mga:

"It consists of a round-shaped wooden frame covered on both sides with a
membrane; of a carved handle, the one end of which is fixed in the frame and
the other is pointed; and of a curved drum-stick, For the membrane the
leather of the wild goat (Nep. ghoral) is used; the frame and the handle are of

179



the wood of a particular tree and the stick of a particular species of cane. The
drum is mostly beaten from the front, i.e., towards body of the bombo or from
the side. While reciting a blessing or another text of a mild type (siway, Tib.
zhi-ba), the face carved on the upper part of the handle is turned towards the
bombo. While fighting with the spirits, the bomboe wms this face towards the
same direction in which he is is looking. Doubtless, the main function of the
drum is to provide the recitation with an accompaniment. The sound of the
membrane is believed to summon or terrify the beings with which the bombo
deals, while the handle with its pointed end also serves asa weapon to ‘pierce’
or to 'fix' the evil to be exorcised."(Héfer, 1974,:170; also see Hofer, 1994:
64-68 accompanied by several detailed drawings and completed by Hofer
(1997).

In 1979 I purchased a dhyangro in the market in Kathmandu; T was
told it was most probably of Tamang origin, and I have based the
following observations on this instrument:

Fig. 1. The Nepalese dhyangro drum (from M. Helffer's collection)
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1) The roughly circular frame is formed with a wooden slat approximately
12 cm wide; it is bent so that the edges can be pegged together, thus
forming a circle 38 cm in diameter.

2) The frame is covered with two skins. Each was first stretched and sewn
on a hoop; the diameter of the skin is superior to that of the frame; the
skins placed on each of the openings of the frame were sewn using a
lacing in V form, secured by a thin bamboo thong.

3) A pierced opening in the frame allows the introduction of various
grains or stones whose clinking accompanies all movements of the drum;
a wooden handle, 35 cm high, (Nep. murra, Tib. rnga-yu) in the form of a
ritual dagger (Nep. kila, Tib. phur-pa) obstructs this opening.

From top to bottom, it comprises:

a) a triangular part with angles corresponding to three sculpted heads
surrounded with a bead pattem;

b) a central, elongated part with an arrangement of the following motifs:

a form resembling a ritual sceptre (Nep. vajra, Tib. rdo-rje), but which
could also correspond to a double row of stylized lotus leaves separated
by a kind of coil (Héfer, 1994, p. 66, Fig. 4b(5) : "patterns called pe:ma
[= Nep./Tib. padma = lotus] cya:ri syi" and for a different interpretation :
Foumier, 1976: 108-110 and drawing Fig. 2). This form is framed at the
top and the bottom by the sign of auspiciousness, "an endless knot" (Tib.
dpal-be'u).

c) a three-edged blade with each side surmounted by a bird's head; a naga
serpent protrudes from the beak of each of these birds; the serpent’s body
is entwined around another serpent coming out of the adjoining bird's
head. These serpents form three caducei occupying the intervals
separating the blade's edges. This seems to illustrate the antagonism
between Garuda and the serpent. However, some informants (Hofer,
1994) interpret this motif as three marine monsters (Nep. makara, Tib.
chu-srin),

Two other drums of different sizes collected by C. Jest in the
Kathmandu Valley show similar characteristics. They are kept in the
Musée de 'Homme:



68-20-44 (d.44.5 cm, h. 5 cm, /. handle 30 cm)
68-20-45 (for children, d. 17 cm, h, 5 cm).

It is necessary to examine the symbolism of each of the handle's
elements of the dhyangro even if there is general agreement on the
characteristics of a kila or a phur-bu. Models can differ and
interpretations may vary according to knowlkdge (generally incomplete)
which comes from Buddhist and Hindu written traditions relative to the
rimal use of the drum. To substantiate the varying interpretations, it
suffices to compare what is said about the three heads found on the top of
the handle of the dhyéngro. According to Macdonald's and Sagant's
informants, the heads represent Brahma, Vishnu and Maheswar/Mahade o;
according to Foumnier, they are three human or lama faces--Tsinge lama,
Nima tele [? Tib. nyi-ma = sun], Urgin tele [? Tib. O-rgyan for
Padmasambhava]; and according to Hofer "haha hihi faces". If we put
aside informants' assertions and examine texts on Tibetan Buddhist
iconography, Professor R. Stein, at the end of his erudite investigation of
texts related to the phur-pa, maintains that he recognises the heads of
Vajrapani, Hayagriva and Amptakundali (Stein, 1977 and 1978), while
Huntington (1975) sees three faces of the divinity Phur-pa. I personally
prefer the last interpretation because Rdo-rje phur-pa (Vajrakila)

"(...) est le nom d'une divinité particuligre, personnification du poignard
rituel. Il posséde généralement trois tétes et six bras. Les deux mains
originelles tiennent un phur-bu devant la poitrine. Le bas du corps est
également en forme de phur-bu. Cette divinité complexe, liée a tout un cycle
de l1égendes et de rituels ne doit étre confondue, ni avec Hayagriva, représenté
sur de nombreux poignards rituels, ni avec Guru Drag-dmar, forme farouche
de Padmasambhava chez les Bonnets Rouges qui, comme lui, a le bas du
corps en forme de poignard rituel” (G. Béguin, 1977: 258/n° 319).

In summary, if one attempts to clarify similarities and differences
among the dhyangro described above, the following points emerge:

- terminology designating different parts of the drum, apart from a
few words borrowed from indigenous languages, generally uses Nepali or
Tibetan words;

- these drums have a carved wooden handle and two skins usually
linked by a lacing system;
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- one of the skins is considered masculine and the other is
considered feminine; this opposition is expressed in diverse ways:"Lors
des grands rituels publics ou privés, chacune des faces est décorée. Sur la
face masculine, il y a un trident (¢risul) entre soleil et lune; sur la face
féminine, une étoile est peinte dorninant les cimes des montagnes.
Lorsque la ngiami ou le poembo est en transe, il frappe son tambour en
s'adressant tantot a la face féminine, tantot 2 la face masculine, selon le
sexe de lesprit avec lequel il dialogue." (Foumier, 1977).Within a
Tamang context, Hofer speaks of "beating the violent side” (thowai lajo
rappa) which he contrasts with "beating the mild or peaceful side” (syiwai
lajo rappa), evoking the Tibetan opposition of "violent music" (drag-rol |
"peaceful music" (zhi-rol).

- with regard to the manner of striking the dhyangr, it has been
established that a more or less sinusoidal drumstick is used: the form may
resemble a serpent.

There is nothing in current research, to my knowledge, which can
explain the broad diffusion of this type of drum--from the Kali Gandaki to
Darjeeling and to Sikkim--nor, is there any concrete evidence that it is an
adaptation of the Tibetan mga.

One-membraned frame drum with two sticks diametrally crossed,
struck with a rectilinear stick

The diffusion of this type of drum is much less broad than that of
the dhyangro and appears limited to areas in proximity to the Annapuma
range. The terminology by which it is designated varies acconding to the
user groups:

nah among the Gurung, rnga among the Thakali

ré among the Kham Magar and ring among the Chepang

dhyangro among the Bhujel

Among the Gurung, it is used by pucu priests, and according to
Pignéde whose research concemed the Southern Gurung, reveals the
following characteristics:

"nah : tambour de cinquante & quatre-vingt centimetres de diamétre. Cadre de
bois de 6 2 9 cm d'épaisseur. Peau de chivre tendue sur un coté. De 'autre
une baguette diamétrale permet de saisir linstrument Le prétre tient
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généralement dans la main gauche son nah et le frappe de la droite avec une
baguete de bois enveloppée de petites bandes de tissu dans sa partie
suprieure pour proiéger la peau du tambour et oblenir le son désiré.”
(Pigndde, 1966: 295) ". . . le pucu utilise un tambour d'un diameétre un peu
supérieur.” (ibid. p. 298)%.

The Gurung drum in the Musée de I'Homme (971-58-1) is smaller
with the following charactenistics: d. 32.5 cm, k. 8.5 cm, 1 laced skin in
an X form, 2 wooden crossed sticks attached to the frame, used as a

handle.

Pignéde mentions the existence of a pe recounting the drum's origin
and its power, recited during funeral ceremonies, or to ward off an illness
(ibid. p. 326).

Strickland attributes the fabrication of the nga to the so-called
Rangupwe: "Rangupwe makes wols to cut wood for a nga drum, but is
frightened by demons near the tree; a rat deceives him into promising all
the grain to the rodent; Rangupwe stifles his fear and makes a drum with
the wood obtained." (rangupwemai pé) : 170 lines. Macfarlane MSS,
from Strickland, 1982: 298).

- Among the Kham Magar, the ré drum has been described in great
detail by Oppitz and by A. de Sales. Their descriptions include methods
of making the ré and mythological texts with which the drum is
associated (cf. Oppitz, 1980, 1981). Specific songs designated by the em
"songs for attaching the skin to the drum” (dhagori murine kheti) relate
the search for the appropriate material with the best way of treating it (de
Sales, 1991:281-286). The following points should be kept in mind:

The ré drum is made of diverse elements named and fabricated with

material prescribed by mythology:

- a frame (régor) made from a slat cut from oak (gui or guipdl), from
whence the term guipal régor is derived; this frame can be circular, oval
or heant-shaped; the diameter is variable, generally from 30 to 50 cm;

- a few nails (killi) and small iron plates (13s), in vertical rows to nail the
two elements cut from the wooden slat;

- a membrane (syelo) made from wild Himalayan goat skin (ghoral);

2Messerschmidt's photographs taken in the region of Ghaisu, show that the khepre use
this type of drum when they officiate at death rituals (Messerschmidt, 1976, p. 78).
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- diverse leather thongs to lace the membrane;

- a ocfrtain number of holes pierced with fire (dulo) on the open
circumference of the frame; the thongs to which the memb i
gy A rane is attached
- a hoop made from -?Iaslic tendon (yel) encircling the frame on the side
where the membt:ane is fixed in order to prevent the thongs from moving;
- two bamboo sticks crossed in the form of an X, suspended from smail
iron chains attached to the frame's interior and i

servin
instrument in the hand; e
- four small iron chains (singal) with two or three li i

inks which
bamboo handles to the frame; i
- a stick (gdja) in make wood; because of the material used, it is also

called wooden make spoon (make dabli) in mythology (Oppitz, 1990, p
80) ] » P

Fig.2. The tw

0 s:'é'es of the ré drum, (aft
Oppitz). (850, & liclography. By M.

e The ré drum is made in several stages: looking for the tree and
z{ ing the frame: nailing the frame and fixing the diametral handles,
aching the skin, consecrating it. White paint, associated with

Particularly rich symbolism, is added to the ski : .
(Oppitz, 1992), in at the time of the rituals
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The ré drum is used by a specialist often designated by the Nepali
term jhankri 3; his role is to accompany mythical songs and the dance of

the jjhankr to communicate with the spirits and to organise divination
activities.

Among the Chepang the ré/ring drum is also used. The example in
the Musée de 'Homme (592-49-1) is a circular frame drum with a glued
skin; it has the following characteristics: d. 45 cm, k. 15.5 cm, rattan
bands, two diametrical cross pieces in wood and rattan, a sinusoidal cane
stick.

Among the Bhujel, in the region of Dhaulagiri, a similar d@ is
called by the Nepali term dhyangro , although it is a frame drum with a
single skin: "The drum (dhydrgro ) is one-sided and is held by crossed
sticks fastened by rings to the inside of the rim - on which a bell may be
fastened. The drum head is made of wild Himalayan goat skin (ghoral) ...
The handle of the slender straight drumstick (gaja) is carved." (Hitchcock,
1976, p. 174 + photograph p. 166).

Among the Thakali, the same kind of drum is called rnga. The
example collected by Comeille Jest in the Kali Gandaki area ( Musée de
I'Homme collection , 68-20-4) has the following characteristics: d. 34 cm,
h. 6.5 cm, glued and pegged skin). It is used by the drom (Jest, 1974: 303-
306) and beaten with a stick.

Fig.3. The Thakali rnga (after a picture of Musée de I'Homme)

3 Ramma Puran Can is the name used by the Kham Magar for the first shaman.
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Frame drum with pegged skin (and without diametrical stick), beaten
with the bare hands

This drum, the Tamang damphu, has a particular organological
form. The two examples in the Musée de I'Homme have the following
characteristics;

-65-102-72 :d. 30 cm, h. 7 cm, 32 regularly spaced wooden pegs, widely
surpassing the frame.

- 69-74-2 (Valeix-Jest mission) : d. 30 cm, h. 8.5 cm, sheepskin glued and
stretched with 46 long pegs inserted in the frame.

In the presentation of the contents of the Tamba kaiten, published
in 1959 in Darjeeling by Santabir Lama, Macdonald discloses that one of
the first songs (hvai) describes the fabrication of the damphu drum: Tt is
not specifically stated whether it is a Tamba's drum. However it may be,
the song tells us that when he was hunting in the Himalaya, Pengdorje
killed a wild goat (ghoral). With the skin of this animal he apparently
covered one head of his drum. The frame of which was made of
ambursing (koirlo) wood. Bamboo pegs were used for stretching the
skin. The sound of the drum was like the voice of Sarasvati (Macdonald,
1975:135, original text : Tamba kaiten, p. 20-214",

After extensive fieldwork in the Tamang area, B. Steinmann was able to
verify that the damphu is the essential characteristic of the tamba:

"Le tamba posstde aussi des attributs particuliers. Son costume est le
vétement ordinaire des Tamang . . . Quoiqu'il en soit, ¢'est son tambour (Nep.
damphu, Tib. dampa) a une seule face qui le distingue. Lui aussi a une
origine mythique. Recouvert d'une peau de chavre, il est cerclé du bois de
koiralo. Le tamba frappe avec les deux mains alternativement sur cette peau
quil dit ére la peau méme du démiurge Mathu Kaitap (ou Visnu)."
(Steinmann, 1987:161).

Steinmann further stated:

4 In the ori ginal text of verse 16, published with a translation in Nepali, it is specified
that bamboo from the plains is used to make 32 nails which protrude from the interior
like thorns and produce a sound plikshwai.
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"[...]JLe tamba possiéde un instrument distinctif, son tambour 2 une seule peau,
le damphu ou dampa, tambour sans manche, de facture assez simple. 1l est
constitué d'un cercle de bois dekoirilo, sur lequel est tendue une peau de
chevre fixée par des tiges de bambou fichées i l'intérieur du cerclage et
formant un cercle de 32 pointes. Le bois est verni et durci. Le ramba ne se
sert de son damphu que pour les mariages, les cérémonies en |'honneur des
dieux du clan, devant un arbre du renouveau, le jour de linitation des filles
(pasni) et des gargons (chewar). Parfois, il peut jouer aussi lors des danses
exécutées par les maruni au mois de novembre-décembre, et pour les fétesde
Dasai." (ibid. p. 181 colour photo 16 and black and white photo 16). In other
ways, the response to an enigma suggested in the same context recalls some
accounts concerning the origin of the Tibetan rnga drum (Helffer, 1983 and
1994)."Quant au dampa, sa peau qu'est ce que c'est? Le tour qu'est-ce que
c'est? La langue, & qui est-elle? [...] A l'origine, le cercle du dampa est fait de
la cote de Mathu Kaitap, [la peau] c'est une peau de chévre. Le son obtenu
par le battement des doigts sur le dampa, c'est le bruit de la langue de Mathu
Kaitap (T. tep tep tilla le que je suggeérerais de traduire par : dont la langue
claque en faisant rep-rep).” (Steinmann, 1987, p. 199).

Despite elements alluding to the Tibetan world, an organological
relationship between the Tamang damphu and Islamic frame drums,
called duff/ daff, cannot be excluded.

Conclusion

The ambiguous terminology for various types of drums used by
mediums is outlined in the following table.

As has been discussed and as the table shows, the Nepali term dhyangro,
usually designates a frame drum with two laced heads, a handle in the
form of a phur-pa, but among the Bhujel it designates a simple frame
drum with a diametrical stick.

The Tibetan term mga, as we know, is a generic term among
Buddhists, designating a frame drum with two laced heads, provided with
a handle or suspended from a wooden support. For the Gurung, it can
mean either a drum with two heads used by the klihbri/ghyabre, or the
one-skinned drum of the pucu/paju, and the Thakali use the term to
designate a frame drum with one skin used by their drom.
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Whether the drum has one or two heads is generally considered as
the result of a competition for power: Competition between Mahadeo and
a bhotiya lama to reach the sun: Mahadeo is thwarted; he decides to
make a drum. The most widespread explanation refers to the competition
between Milarepa and a Bonpo over the conquest of Kailas: In the written
version in Milarepa's Mgur-‘bum ("The miracle contest on Ti-se snow
mountain” in Garma C.C. Chang, 1970:100-109), the bonpo, Naro bon
chung, is defeated; the drum on which he rides comes tumbling down, but
there is nothing more precise about the drum's number of skins.
According to the version Mumford collected in Gurung country, mediums
are identified with ancient Bonpos:

"Sometimes they refer to the local Paju shaman, a virtuoso sacrificer, as a
"black” Bon (bon nag). The Ghyabre shaman views himself as becoming a
"white" Bon . . . [the lamas] think of the Ghyabre and Paju as descendents of
the unreformed Bonpos. . .." (Mumford, 1990:32). [...]"The Ghyabre and Paju
shamans unhesitatingly identify themselves with the Tibetan Bonpo
(practioners of the Bon religion) who "lost the coniest” to Milarepa. They and
the Tibetan lamas agree on the main kemel of the story, which I summarize
here from taped interviews: Milarepa went with his disciples to Mount Tise.
He met a Bonpo who challenged him to a contest of magical power to sce
which of them should control the mountain. After a few preliminary contests
of flying over the lake in which they were both equal, they decided to see
who could reach the top of Mount Tise first on the morning of the next day.
Early in the moming the Bonpo, riding his drum, flew up the slope of the
mountain. Milarepa's disciple awoke his master and pointed to the Bonpo
nearing the top. At the moment a ray of sunlight broke over the top of the
mountain and beamed down into the window of the hut. Milrepa instantly
rode the sunbeam to the wp of Mount Tise, ariving ahead of the Bonpo.
Defeated, the Bonpo fell back, dropping his drum which rolled down the
mountain slope and split in half. To this day, the drum of the Bonpo has only
one side, while the drum of the lama still has two sides". (ibid. p. 52). "After

the Bonpo was defeated on Mount Tise and dropped his drum, the version -

given by the Paju shaman adds the following: The Paju [Bonpo] was angry
that he had lost the contest. In despair the Paju took all his written texts and
threw theminto a fire, where they burned to ashes. Then he heard the voice
of a god above: "Although you have destroyed your books you must do your
rituals by remembering the knowledge that your books contained.” The Paju
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ate the ashes of the burned texts and thus swallowed the knowledge. To this
day the lama has to read his texts, but the Paju chants his leaming from
memory "(ibid. p. 52-53). "According to another informant, a Paju from the
village of Rangu: "Originally the lama, the Ghyabre, and the Paju were all
equal brothers. Having the same mother and father, they all had texts. After
the contest on Mount Tise, however, they decided 1o have different
specializations. The lama chose to perform rites of fortune expansion [ghang
khug). The Ghyabre chose to do the death rite and deliver the soul to the land
of the dead. The Paju decided to recall the wandering soul of the living and to
expel demons, dealing with rites concerned with the earth and the
underworld.” (ibid. p. 54).

This agrees with the version recounted by Das at the end of the
nineteenth century. He wrote that a long time ago, a lama, a zhagri, a
kihbri and a Brahman were competing to determine who was the most
powerful. The loosers would have to pierce their drums and “um their
books. The winner had to reach Lake Manasarovar at sunrise. The lama
and the Brahman spent the night meditating, while the zhagri and the
Kihbri flew away on their drums. The two priests reached the lake later
than their competitors. Having lost, they burned their books and pierced
their drums, which is why the the nah drum has a skin only on one side
and the lama's drum has two skins.

Nebesky-Wojkowitz, without citing his sources, considered the
drum with one skin to be typically Bonpo. He calls it a half-drum (phyed-
mga), implying that the true drum, used by the dominant Buddhists, has
two skins. "Sorcerers of the "black Bon" (Bon nag) use in their
ceremonies a tambourine, about twenty inches in diameter [SO ¢cm], held
by means of a short wooden handle. Over the broad wooden frame is
stretched the skin of the Saiga antelope (rGya ra), held in position by
strings drawn cross-wise over the frame. Contrary to the drums described
above the tambourine has only one drum-skin, and it is called therefore
phyed rnga, "half drum", also, Bon gyi mga, "drum of the Bon". It is
being beaten by means of a curved wooden stick in a peculiar way: the
tambourine, held with the left hand, is brought close to the face of the
sorcerer, with the skin facing downward. The right hand has then to kead
the stick upward, in order to hit the drum-skin. The Tibetan Buddhists
claim that this peculiar technique became customary among the Bonpos
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after Na ro bon chung, a famous representative of the "black Bon", had
been defeated by the Buddhist sage Mi la ras pa. The Bon sorcerers are
ashamed of the defeat which one of them had suffered, and they try
therefore to hide their faces in the tambourine." (Nebesky-Wojkowitz,
1975:399-400).

Can this interpretation, which would tend to underscore Buddhist
superiority with respect to the Bonpos, be accepted without discussion,
when today, in Bonpo communities the drum used always has two skins
and does not therefore correspond to the previous description? Only more
in-depth studies can elucidate under what analogous circumstances and
for which actions, whose purpose is not apparently dissimilar, do some
people use a drum with one skin, while others use a drum with two.

References

Béguin, G., ed.

1977, Dieux et Démons de I'Himalaya, Art du bouddhisme tibétain, Paris,
Editions des Musées Nationaux.

Bouillier V. & Toffin, G., eds.

1989, Prétrise, Pouvoirs et Auwtorité en Himalaya, Paris, Editions de
I'Ecole des Hautes Etudes en Sciences Sociales [coll. Purusirthan®12)
Chang, G.C.

1970, The Hundred Thousand Songs of Milarepa, (abridged edition),
London, Harper Colophon Books.

Das, S.C.

1881, "Dispute between a Buddhist and a Bon-po Priest for the
Possession of Mount Kailasa and the Lake of Manasa", JASB, vol. 50,
pp.206-211.

Fournier, A.

1976, "A Preliminary Report on the Puimbo and the Ngiami - The
Sunuwar Shamans of Sabra", in Hitchcock J.T. & Jones, R L., eds., Spirit

5_ The manner of holding the drum does not differ from Macdonald's description of the
Jhankri "The jhankri holds the drum handle in his left hand, one side of the drum
held at face level. He beats the exterior side of the drum by bringing towards his face
the gajo he holds in his right hand. When he is officiating, the jhankri speaks directly
to one side of the drum while he plays on the other side (Macdonald, 1976: 329, note
14). Father Miller also made the same observation: ", . . three-sided and pointed
handle of the drum in his left hand so that the broad face of the drum faces him and
beating the outer face with a snake-curved gajo. . ." (Miller, 1979, p. 12).

192

Possession in the Nepal Himalayas, pp.100-123, Warminster, Aris and
Phillips.

Gianattasio, F.

1988, "I rapporti tra musica e transe nello sciamanismo nepalese”, in
Mastromattei R. La terra reale; Déi, spiriti, uomini in Nepal, pp.183-226,
Roma, Valerio Levi Editore.

Helffer, M.

1983, "Observations concemant le rnga : symbolisme, usage et notation”,
Selected Reports in Ethnomusicology, vol. IV, pp. 62-97.

1994, "Traditions tibétaines relatives & l'origine du tambour”, in Tibetan
Studies, Proceedings of the 6th Seminar of the International Association
for Tibetan Studies [Fagernes 1992], vol. 1, pp. 318-334, Oslo, The
Institute for Comparative Research in Tibetan Culture.

1995, Mchod-rol. Les instruments de la Musique tibétaine, Paris, CNRS
Editions-Editions de la Maison des Sciences de I'Homme.

Helffer M. & Gaborieau M.

1974, "A propos d'un tambour du Kumaon et de l'ouest du Népal :
remarques sur l'utilisation des tambours-sabliers dans le monde indien, le
Népal et le Tibet", in Studia instrumentorum musicae popularis I,
Festschrift to Emst Emsheimer on the Occasion of his 70th Birthday, pp.
75-80 and pp. 268-272, Stockholm, Nordiska Musikforlaget.

Hitchcock, J.T.

1976, "Aspects of Bhujel Shamanism", in Hitchcock J.T. & Jones, R.L.,
eds., Spirit Possession in the Nepal Himalayas, p. 165-196, Warminster,
Aris and Phillips.

Hitchcock J.T. & Jones, R.L, eds.

1976, Spirit Possession in the Nepal Himalayas, Warminster, Aris and
Phillips.

Hofer, A.

1974, "Is the bombo an Ecstatic ? Some Ritual Techniques of Tamang
Shamanism", in von Fiirer-Haimendorf, Ch., ed., Contributions to the
Anthropology of Nepal, pp.168-182, Warminster, Aris and Phillips.

1994, A Recitation of the Tamang Shaman in Nepal, Bonn, VGH
Wissenschaft sverlag.

1997, "Notes on the Nepalese Drum dhyangro as Used by Tamang
Shaman (jhakri/bombo)” in Karmay S.G. & Sagant P., eds., Les habitants

193



du Toit du Monde. Etudes recueillies en hommage a A.W. Macdonald,
Nanterre, Société d'Ethnologie (in press).

Huntington, J.C.

1975, The phur-pa, Tibetan Ritual Daggers, Ascona, Artibus Asiae
Publishers, [Artibus Asiae Supplementum 33].

Jest, C,

1974, "Fete du pa-la 2 Chim, Kali Gandaki", Objets et Mondes, XIV/4,
pp- 303-306

Macdonald, A.W.

1962 [Engl. transl. 1976] "Notes préliminaires sur quelques Jhakni du
Muglan", Journal Asiatique, 250 (1), pp.107-139. English Translation in
Hitchcock J.T. & Jones RL. 1976 Spirit Possession in the Nepal
Himalayas, p.309-341.

1966, "Les Tamangs vus par l'un d'eux", L'Homme VI/1, pp.27-58.
English Translation in A.W. Macdonald ed., 1975, pp.129-167.

1975, Essays on the Ethnology of Nepal and South Asia, Kathmandu,
Ratna Pustak Bhandar.

Messerschmidt, D.A.

1976, The Gurungs of Nepal. Conflict and Change in a Village Society,
Warminster, Aris & Phillips.

Miller, C.J.

1979, Faith-healers in the Himalayas, Kirtipur, Centre for Nepal and
Asian Studies, Tribhuvan University.

Mumford, S.R.

1990, Himalayan Dialogue. Tibetan Lamas and Gurung Shamans in
Nepal., Kathmandu, Tiwari's Pilgrims Book House

Nebesky-Wojkowitz, R. de

1974 [1956], Oracles and Demons of Tibet. The Cult and Iconography of
the Tibetan FProtective Deities, Graz, Akademische Drck-u.
Verlagsanstalt.

Oppitz, M.

1980, Shamanen in Blinden Land, film 16 mm (colour, length 224 mn),
WDR -W SK-Produktion (RFA TV).

1981, Shamanen in Blinden Land, Frankfurt, Syndikat.

1990, "Le tambour rZ et son pouvoir”, in Cahiers de Musiques
traditionnelles 3 : Musique et Pouvoir, pp.79-95.

1992, "Drawings on sharmanic drums : Nepal" in Res 22, pp.62-81).

194

Pignéde, B.

1966, Les Gurungs, une population himalayennne du Népal. Paris-La
Haye, Mouton &Co, [Ecole Pratique des Hautes Etudes, 6éme Section :
Sciences Economiques et Sociales, coll. Le Monde d'Outre-Mer Passé et
Présent, Troisieéme Série, Etudes XXI].

Rouget, G.

1980, La Musique et la Transe. Esquisse d'une théorie générale des
relations de la musique et de la possession, Paris, NRF Editions
Gallimard, [Collection Bibliothéque des Sciences Humaines] ; 1990,
Nouvelle édition revue et comigée, Paris, Tel-Gallimard ; English
Translation : Music and Trance. A theory of the Relations between Music
and Possession, 1985, Chicago and London, The University of Chicago
Press.

Sagant, P.

1976, "Becoming a Limbu Priest : Ethnographic Notes", in Hitchcock,
J.T. and Jones, R.L. eds., Spirit Possession in the Nepal Himalayas,
Warminster, Aris and Phillips., pp. 56-99.

de Sales, A.

1989, "Gendres des esprits : les chamanes Kham-Magar", in Bouillier, V.
& Toffin G. eds., Prétrise, Pouvoirs et Autorité en Himalaya, pp.101-125,
Paris, Editions de I'Ecole des Hautes Etudes en Sciences Sociales [coll.
Purusartha N°12].

1991, Je suis né de vos jeux de tambours. La religion chamanique des
Magar du nord, Pans, Société d'Ethnologie.

Stein, R.

1977, "La gueule du makara : un trait inexpliqué de certains objets
rituels”, in Macdonald, A. ed., Essais sur Art du Tibet, pp.52-62, Paris,
Jean Maisonneuve.

1978, "A propos de documents anciens relatifs au Phur-bu (kila)", in
Ligeti, L., ed. Proceedings of the Csoma de Korés Symposium, pp427-
444, Budapest, Akadémiai Kiado.

Steinmann, B.

1987, Les Tamang du Népal, Usages et Religion, Religion de l'usage,
Paris, Editions Recherche sur les Civilisations.

1989, "Les pouvoirs du Tamba Tamang : comment 1'usage a trouvé son
prétre”, in Bouillier, V. & Toffin G. eds., Prétrise, Pouvoirs et Autorité en
Himalaya, pp.127-146.

195



A SKETCH OF THE MUSICAL HERITAGE
OF THE HANI (YUNNAN/ CHINA)

Pascal Bouchery

The Hani are a Tibeto-Burman speaking people, scattered over a
wide area in Southern China and neighbouring countries. In China
proper, the Hani, whose population is reported to be more than a
million, mainly inhabit a mountainous area situated on both banks
of the Red River (Honghe) which runs through the south-eastern
part of Yunnan, and especially the Ailao range flanking its
southern bank. Although several articles and even books are
available in Mandarin, so far nothing has been published on Hani
music that is accessible to non-Sinologists. Although very scanty,
this report is the first attempt to introduce the musical tradition of
this ethnic group to a larger audience.

Songs

Hani musical culture is rich, as is the oral tradition itself.
Although there is no polyphonic singing, the vocal repertoire
includes solos, antiphonal singing and choruses, the most popular
singing forms being unison and responsive. The singing
repertoire is commonly divided into six types of songs: children's
songs (anini-tsatsa or zagu tsatan), lullabies (ani-musha, ani-thu),
dance songs (soké-so-ae, lotso), love songs (atsi, atshi), festive
songs (xaba) and reciter's songs (Pema-thu).

Only a few minorities in Yunnan can match the Hani in
terms of the vividness and variety of children's songs. In one
village of the Xishuangbanna Prefecture, more than 70 samples
were collected from a couple of adult singers and 4 or 5 pupilsl.
Hani children's songs are usually melodious and vivid. Melodies

1 Yang Fang, 1993.
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are short in length, wide in range and all possess rhythms which
are interesting and precise. Lullaby songs may also fall in this
category. Children's songs can be performed anywhere, but they
are generally sung after dusk when children gather together to
play in an outdoor area of the village for the first hours of the
night, and are often accompanied by dances. They may be sung
either as a solo or in unison by groups of individuals. Call and
response by a leading voice and an ensemble of voices are often
encountered, the answer being in most cases a mere repetition of
the call. The leader sets the general tone of the song (which may
vary greatly) as well as the tempo, rhythmic changes and general
nuances which occur in such performances.

Titles are often determined by the initial words of the songs,
and the lyrics extensively reflect daily life and play. Although
they are not the general rule, rhymes are sometimes encountered.
More frequently, sentences are elaborated on the model of the
"genealogical patronymic linkage system”, a very meaningful
structure in Hani society which consists of giving as the first
syllable(s) of the son's name the last syllable(s) of his father's
name?. In children songs, sentences are often linked on the same
word linkage basis, as in the following verse:

bala thisi sa-é moku-aga,
moku-aga luma thaeba,
luma-thaeba bo-dé tshusu
bo-dé tshusu khuubé la-tsae
khuuza latsae khuuma la-u
khuuma la-u tshomo lano
tshomo land ragu lathu
zagu-lathu tshaelo bitho
tshaelo thosa ma-u dzakha

2 See P. Bouchery, 1995: 28-36.
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The round moon highlights (the village of) "Moku-aga”,
"Moku-aga" with large, flat stones,

The large flat stones, a bamboo bell rings,

The ringing of the bell awakens the dogs in their kennels,
The little dogs are awake, their mother barks,

The barking of the bitch awakens the old man,

The old man is awake, he awakes the child,

and he asks him to go to husk the rice with a pestle,

The carefully husked rice will provide the rice meal.

or in a looser form:

caeji "lileé" dza
"lil¢" xabo dzae
xabo dae xu dzae
xae xu xae lao lao
Jilao-laopa tshi.

Dance songs (soké-so-ae), as the name implies, are sung by
men and women while dancing. They, like children's songs,
display a wide range of short, melodious and vivid melodies. Like
children's songs, they may be sung either as a solo or in unison by
groups of individuals. Alternative singing is common, either on a
basis of call and response by a leading voice and a choir, or on a
two-group basis, the answer sometimes being a repetition of the
call. Dance songs also include a category of lamentation chants
(lotso) sung for funerals accompanied by instrumental ensemble
music and collective dancing around the coffin.

Love songs (atsi or atshi) are exclusively sung by young
people, individually or collectively, but always outside and usually
at the outskirts of the village (fields, paths, mountains). The
repertoire is divided into three types according to the loudness of
the voice: tshima (high), lopé (middle) and tshiza (low). Texts of
tshima love songs are usually introduced and ended by loud
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interjections, but this is not the case with tshiza which, as
lullabies, are calm and almost whispered. Because love songs are
essentially textual songs in which the singer improvises by
addressing his or her beloved, it is not surprising that the range of
tunes displayed is narrow compared with the children's
repertoire, melodies being closer to other textual songs such as
praising songs (see below).

Misa-we (mi: woman; sa: sad; we: to cry, sometimes called
oxoma) 1is a type of lamentation chant sung solo by women in
memory of departed relatives, friends or lovers, and relating to
the life of the deceased. The song, taking place in the house where
the dead body is laid before being taken to the cemetery, also
makes up an essential part of funeral ceremonies. At regular
intervals sentences are interrupted by collective lamentations
(crying may be simulated or not).

A very important type of song (xaba:) is represented by what
can be tentatively called "laudative songs" (xea: to sing loudly; ba:
to praise, to offer with respect). One might as well call them
"festive songs" or "customs songs” as they are mainly heard on
festive occasions and their contents mainly relate to tradition and
customs. Xaba songs are exclusively sung by male adults,
especially senior singers when they gather for festive banquets.
Therefore they make up an essential part of some festive
gatherings such as the New Year (Gatho-tho), the festival for the
God of the Soil (Xamna-thu) in February-March and the "swing"
festival (Kudza-dza) of July, as well as the main ceremonies of the
life cycle (births, marriage, funerals, rituals ending the building
of a house).

Xaba are basically textual songs. Melodies are very limited
in range, most of them following a general pattern of tune heard
everywhere in the Ailao mountains with only slight variations,
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and are not subject to much improvisation3. In contrast, the words
of the song are more or less free according to the song type and
the circumstances of the performance, with the exception of fixed
formulae faithfully handed down by tradition. This usually does
not mean that the singer invents all the words, but rather draws
from a corpus of phrases, of formulae, which he modifies to his
taste and whose order he may sometimes change at will. Should
the number of syllables in a text be less than the number of notes
in a given melodic segment, the singer adds exclamations,
inter jections or "empty words" of a more or less fixed form, or
simply hums the tune.

The lyrics are performed in a narrative form, and thus the
song is generally irregular in length. Texts can be very long, and
performers can be seen singing night and day for several days.
Their construction, however, follows a set of fixed rules which
make xaba songs resemble chanted poems. Songs are first divided
into broad categories according to the ceremony of which they
are a part. Because the texts are very long, each song is further
divided into a series of verses sung in solo or duet by one or two
lead singers. A complete song usually consists of one or several
dozen such verses. Each of them, called by the leading voice, is
answered by a choir in the form of an interjection expressing
content (So, Sa, Yi, Sa-yi). Ordinarily, every verse is also
included into a set of polite formulae of a more or less fixed
form, used to pay respect to the members of the assembly as well
as to introduce and conclude the sentences of the verse proper.
Their contents vary according to the general context of the
celebration, so there are general frameworks of introductions and
conclusions for marriage songs, others for funerals, etc. Very
oiten the singer aiso starts his solo lead the same way the choir is

30n special occasions, however, such as honouring a guest, the lyric may be
totally improvised. It is a favourite among the better singers because it provides
them with opportunities to display their voices and skills in improvisation.
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answers each verse, i.e. using the same interjection. The following
extract gives an example of such general structures:

Lead solo singer

Introductory interjection:

Sayi !

Introductory polite formulae

The elder brother loves his younger brother,

Water of the brook (also) loves fishes of the river,

Your talent for singing xaba songs is not small,

Your talent for singing xaba songs is great.

Strophe (proper)

We cannot see the nine past generations -utilo (empty word),

But their words last forever -ya (empty word),

We cannot hear the voices of the last ten generations -utilo
(empty word),

But their facts and events last forever -ya (empty word),

Conclusive polite formulae

The elder brother is above his younger brother,

Elders have a long life,

Choir
Sa ! Sa ! (Choir interjective answer)

Every verse comprises a minimum of two sentences, not
including the introductory and conclusive formulae. Sentences of
one verse are frequently ended by empty words used to express
the feelings of the narrator as well as to produce rhyme effects,
most commonly of the AA-BB type. Each verse may be composed
of sentences which all consist of either an even or odd number of
syllables (not including those of the empty words), or may
comprise an ensemble of mixed sentences. Sentences of even
verses often comprise the same even number of syllables (eight in
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many cases), while sentences of odd verses, although always
comprising an odd number of syllables, may be of different
lengths (for instance, 5, 7, 9).

The total number of xaba songs is still unknown, although
the number already listed by Chinese scholars is very great. A
typology partially based on Hani classifications has been
tentatively elaborated by Yunnanese researchers (Li Yuansong
ed., 1989). The contents of the Hani praising songs really embody
every aspect of their social life: building techniques, agricultural
methods, social customs such as births, marriage and funerals,
genealogy, history, calendar, cosmogony, as well as various epic
narrations, with the exception of love themes. One of the longest
texts is A osé-Misé, which relates the creation of the Universe and
mankind. Another, Aphd-tsopopo, recalls the ancestral migrations
of the Hani from a mythical place of origin located in a mountain
cave. Many historical events, sagas and experiences are passed
down this way from generation to generation by singing. By
listening to the men's choir, children and women assembled in the
village for festivals also take this opportunity to learn a great deal
from the oral tradition otherwise largely appropriated by men in
Hani society. X aba songs therefore make up not only an important
part of Hani culture, but are an essential way of transmitting
knowledge, ideas, ethics and concepts. Thus they have an
educational function as well as a sociological function of
enhancing the stability and harmony of social life, helping to
maintain both village cohesion and social hierarchy.

The last set of songs consists of ceremonial and worship
music sung by Reciters (Pema), being called for that reason
Pema-thu, "Reciter's prayers", although in some cases the priest
casts spells but can hardly be said to be singing. The Reciter, who
keeps the chanting of long melodies among his specialities, resorts
to these kinds of songs as part of the ritual for guiding departed
souls to the land of ancestors, to call back lost souls (sula-ku), to
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drive off evil spirits (nae-tu, naexa-tu), to pray for ancestors or
any revered spirit whose protection is needed, etc. Such songs not
only constitute an essential part of religious ceremonies, but are
also thought to contribute in themselves, as formulae, to the
efficacy sought through the ritual. A strict adherence to the text
transmitted from generation to generation is therefore requested,
and this sole aspect sharply differenciates Reciter's songs from
other textual songs such as xaba and lotso types. This may also
account for the use in many Reciter's prayers of an archaic
language (Pema-do, simply called "language of Reciters"), usually
incomprehensible to lay people. Ordinarily, no musical
instrument accompanies the Pemd's recitations except sometimes
the beating of a gong, or perhaps the ceremonial beating of
bamboo sections on the ground and ensemble instrumental music
for funerals.

Musical instruments

So far, about 25 distinct instruments have been identified
among the Hani of China, among which wind instruments
predominate. Many of them, especially string instruments, have
their counterpart in the Han musical patrimony from which they
appear to be borrowed. A limited number of them however, such
as musical leaves, vegetal horns and wooden "ankle bells”, shared
with several other neighbouring minorities (especially Yi and
Lahu), appear to be genuinely part of a common tribal heritage of
central and southern Yunnan. The existence of clarinets, recorder
and bossed gongs displays further ties with other South-East Asian
cultures. More surprising is the general absence of free-reed
instruments such as mouth-organs which are in use among all
other neigbouring minorities of this area and, as confirmed by
artifacts and written documents, appeared in Yunnan as early as
2000 years ago. The following account gives a list of the
instruments most commonly found in the Ailao mountains.
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Wind instruments
a) Reed Instruments

Single reed: The simplest of all single reed instruments
possessed by the Hani merely consists of the reed itself, in the
form of a tree leaf set horizontally between the lips and held tight
with the fingers, the thin edge of the leaf freely vibrating when
breath is blown onto it. It is a favourite among Hani boys who
play them solo at night. Several species of hard glossy leaf trees
typical of the forest cover of this area are suitable, especially
many of the Lauraceae and Rutaceae families, and more
specifically among the latter species of the citrus subfamily, the
most common ones being known only by their Hani and
Yunnanese names -sini (Chinese: mujia) and sipi (Ch: hongushu,
"red-rice-tree"). Solo performances of leaf reed are used by the
Hani, especially young men, to call each other over mountains
while they work, or to introduce their courting songs. Melodies,
due to the difficulty of playing the instrument, are usually short in
length.

Clarinets are scarce in the Chinese and Indochinese world,
but the Hani do possess a few varieties. One heteroglottal type
found in Jiangcheng area under the name il {or Mow-ala) is
made of a bamboo section measuring approximately 50cm, cut so
that it contains a node closed to the mouthpiece. A little below the
mouthpiece a hole is pierced and covered by a thin bamboo reed
attached to the outer body. The lower end is inserted into a
vegetal cornet consisting of the upper half of the fruit of the
Calabash Gourd (Lagenaria siceraria). The instrument is mainly
played by men. A closed idioglottal type popular in the Mojiang
area is called tshilu-lewo by members of the Xidi subgroup. It has
a body made of a straight bamboo tube measuring about 50 ¢m, in
which three holes are pierced (one in the upper end and two in the
lower end). A reed is set up in the upper end by taking off a
rectangular section of the body while the lower extremity of the
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tube is inserted in a hollowed gourd (Lagenaria siceraria).
Ordinarily the instrument is played outside by men and sometimes
used for courting. While playing, the musician may be helped by
an assistant holding the lower part of the instrument in his hands.
Other kinds of four-hole bamboo clarinets, which are also
traditionally played for courting, bear various names (wobi,
wobon pili, pishi, alamiya, motu-mutshi, etc.) and are mainly
distinguished by the length of the body. They also only consist of
a single tubular body (no calabash is attached to it).

One type of clarinet (meshao, or matsi) made either of brass
or bamboo, resembles the Chinese bawu, having a metal reed. It
measures approximatively 40 cm in length and 3 cm in diameter.
Close to the embouchure is a copper reed attached to the body of
the instrument. This type bears eight holes (including one back
hole), the scale playing F, G, Bbl, Cl, D1, Ebl, F1, G1, Abl.
While playing the musician (usually a girl or a woman) holds the
intrument at an angle to the right. A legend relates how a young
girl, having become mute by the action of some evil spirit, once
had the idea to make up an musical instrument that could function
as a substitute for her lost voice, using for that purpose a bamboo
flute to which she added a wooden reed whose shape imitated a
human tongue. Another type called délé, resembling the Chinese
caobawu, has six holes and is a favourite instrument along the
Sino-Vietnamese border, especially among members of the Duoni
subgroup in Jinping area.

Multiple reeds

The Chinese conical oboe (suona) of Arabo-Persian origin is
also widespread among the Hani under various names (sanjie,
tsédzu, dagwe, moxa, etc). Conical oboes are found in a great
number of shapes, but all seem to stem from the same Chinese
model. The instrument has a double reed made of a piece of
flattened reed-plant. Eight holes define a scale which has nothing
to do with the pentatonic scale but is characterized by a split of
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the minor third into two intervals of 3/4 tones. As elsewhere in
China, this type of oboe is closely associated with life cycle
rituals, such as marriage and funerals, or agricultural festivals. It
is also very commonly used by pairs. Traditionally among Hani of
the Yiché subgroup, for instance, two oboes are played by young
men in the fields to accompany female workers while
transplanting rice. The conical oboe is also an essential part of the
set of instruments which, together with horns, gongs and cymbals,
makes up the traditional orchestra required for marriage and
funerals.

A very popular wind instrument in the Ailao mountains and
other areas in the middle of Yunnan Province is a kind of
miniature six-hole oboe measuring eight to ten centimeters long
and less than a centimeter in diameter, similar in some aspects to
the Chinese small-weeping oboe (xiaomendt). It has a double reed
and can produce shrill and loud sounds, being suited to outdoor
playing where it is used both by men and women.

Multiple reed instruments also include a somewhat primitive
type of idioglottal oboe called the wupo (or wudu,wu-on), whose
vibrating reeds are created simply by cutting multiple slits along
the upper end of the body. The latter is a paddy or wheat stalk
measuring about 20 cm in length, cut just under a node so that the
upper end is closed. Two to four slits are then made in the body a
little lower than the node, functioning as reeds by which the sound
is produced when the player puts the upper end into his mouth
and blows into the slits. While playing, the hands of the musician
circle the lower end of the body in order to make the sound
resonate. It is a favourite among children who make it by
themselves and play it in great numbers at transplanting and
harvesting times, either in solo or group performances.
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b) Flutes

Flutes, mainly bamboo of mono-tubular type, are used in
great numbers among the Hani. The great majority of them are
vertically held flutes (dzapi) although transverse flutes, very
common everywhere in China, are also used. More noticeable is
the existence of a bamboo recorder (tixe) among the Hani of
Jiangcheng, as this instrument is practically non-existent
elsewhere in China. The body, measuring 30 cm with four holes,
has a mouthpiece made of a block of wax held by two bamboo
sticks. Its role is to deviate the air flow and to cast it against the
thin edge of a bamboo slice inserted just below a rectangular hole
that is pierced a little lower on the body of the intrument. A
second remarkable type is the vertical nose flute of the Yiché
subgroup, played by practising circular breathing. All flutes are
male instruments made to be played outside and, like oboes, are
frequently used by young men in courtship.

c¢) Horns and Trumpets

Horns made of buffalo horns or bamboo are traditional
instruments used by the Hani for calling, announcing guests
coming from distant villages, coordinating collective works in the
fields or, 7ormerly, as war signals. The use of tree leaves as
vegetal horns, or trumpets, is certainly the greatest originality of
Hani musical instrumentation. The instrument, called gobe, gubi
or maetshii-(a)pa, is usually made from the leaf of the spiked
gingerlily (Hedychium spicatum, Hani: mae-(a)pa), or the
Japanese banana tree (Musa basjoo Sieb. et Zucc) cultivated near
pondfields not for its fruits but for medicinal purposes. The leaf
is rolled by hand into a conical shape, the musician blowing into
the narrow end, producing a rather low-pitched sound. The sound
being simply produced by the vibrations of the lips and made to
resound by means of the hands clasping the lower end, the
instrument offers great potential for modulation, glissandos and
vibratos, with a typical tone of horn. A legend wide-spread in the
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Ailao mountains relates how a woman first got the idea of
inventing such an instrument after her husband had been killed at
war. Having kept on crying for seven days and nights she lost her
voice, so she had this idea of making an instrument out of a leaf
that could be used as a substitute to express her lamentations. The
villagers, hearing that very special sound evoking a human cry,
were deeply moved and soon started imitating the girl by making
their own instruments. The gobe is exclusively used by girls and
women in their play and to accompany some religious ceremonies
and ritual dancing. As for the leaf used by boys, the range of
melodies is limited although the tunes are usually longer.

String Instruments
a) Plucked string instruments

The Hani three-string lute resembles the Chinese saixian and
bears the same name (sa(n)xye(n)). It has a shallow cylindrical
body made of hard wood, both sides of which are covered with
snake skin or, in one type (thingé-dzéli) in use among the Piyo
subgroup of Mojiang, made from scales surrounding young
bamboo stems which are dried and assembled together. The
instrument also has a long flat neck, ending with an curved scroll,
often carved, into which are inserted four lateral tuning pegs. On
the neck no frets are made, so the pitch of tones may be freely
decided. The three strings, tuned so as to produce successively a
fourth and a fifth, or a fifth and a fourth (most commonly Al-
DI1-A2, D1-A2-D2, or C1-F1-C2), are played with nails or with a
plectrum (laomyane) made of the stone of some chestnut tree
(laomya-(a)dzo). Strings are usually plucked, not bowed, except
for one very small type of lute played by Akhas in
Xishuangbanna, made of a single piece of wood measuring 10-15
cm in length which can be either plucked or bowed, the strings of
the bow passing under the strings of the instrument. Among the
Hani, bows are most often made of horse tail (maokao) or of
vegetal fibers obtained by using the sword-shaped leaves of the
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Sisal Agave (A gave sisalana, Perrine, A gavaceae; Hani: laxe) that
have been kept macerating in water for two weeks. The three
string-lute accompanies a lead voice or alternatively is played
with a vocal solo. When played the musician is sitted, the
intrument being set up in upright position on one knee, held in the
left hand while strings are plucked alternatively by the nail of the
index finger of the right hand.

A very unusual type of string instrument played by the Hani
is the hadé, in use among the Duoni subgoup of Jinping district. It
is made simply by stretching three or four strings between the
fingers of one hand, which are then plucked by nails or
plectrums. Lacking a permanent body and neck, the hadé is tuned
approximately as other Chinese string instruments using a
succession of fourths and fifths (for instance Cl, Fl1, C2), and is
usually played by men while accompanying vocal solos.

The Hani four-string lute (xaothuu) is similar to the Chinese
"moon shaped” lute (yuegin), having the same wooden shallow
circular shaped body with the flat sides both covered with wood,
and a short neck bearing a curved and frequently carved scroll.
The table board, often decorated with paintings, and the back, are
also made of wood, different species being suitable and used
according to the resources locally available. The strings, made of
the vegetal fiber extracted from the Sisal Agave (A gave sisalana)
are frequently tuned in D2, D2, A3, A3. They are stretched over
the neck by four thin lateral tuning pegs and, at the bottom of the
intrument, on the bridge. On the neck are made nine frets, of
which three are located on the finger board and six on the table
board, thus defining the fixed scale of the instrument. The four-
string lute, like the other string instruments of the Hani, is a male
instrument. While playing, the body lays on the player's thighs,
the neck being held in a slanting upright position. Plucking is
done by the right hand, using nails or a plectrum (xaothuu-labd,
nyuka-labé) made out of cattle horn. As for the Chinese yuegin
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only the two highest-pitched strings ordinarily play the melody
while the two lower strings serve to mark tempo counterpoints.
Two strings are also frequently played together so as to make
intervals of 2nd, 3rd or 4th, The four-string lute can be played in
solo performances or used to accompany singing and dancing. In
the latter case the hollowed body of the instrument is often
slapped, conveying the festive atmosphere of songs and dances.

A third major type of plucked string intruments used by the
Hzni is a three or four-string long-neck lute, measuring
approximately 70 cm in length, and differing from other lutes
mainly in the shape of the body. The instrument is a favourite in
the western part of the Ailao range, especially among the Piyo
subgoup of Mojiang. Its body is made of a half-rounded piece of
hellowed trunk of a wild species of mulberry tree (Morus sp.),
while the table board is made of a thin board of the Chinese
Aralia (Aralia chinensis) that is stude to the body. A legend
among the Hani of that area tells how a young hero first made the
instrument for his beloved by imitating the shape of a cow's leg.
As a matter of fact the shape of the body of the instrument
evocates a cow-leg while the shape of the scroll evocates a cow's
heof. The instrument is used in particular to accompany songs and
dances at harvest times.

b) String Instruments

The Hani fiddle (¢shiwu) is of the same type as the Chinese
er-hu, and seems to have been recently introduced among the Hani
by Han people, especially after 1950. Like its Chinese counterpart
it has an hexagonal or octogonal barrel-shaped body made of hard
wood whose height is larger than its diameter. The table board is
covered by lizard or snake skin while a long neck, often of
bamboo, passes through the body. Its slightly curved head bears
two arrow-shaped tuning pegs whose bodies bear slanting entails
so as to facilitate the tuning. Two strings, tuned in the fourth
(most often A2-D2), run from the lower extremity of the neck
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located under the body, pass over a bridge and join the tuning
pegs. Due to the length of the lateral tuning pegs, the strings tend
to deviate from the axis of the neck, so a ring located
approximatively in its middle part helps to maintain the strings
parallel to the neck. The instrument is played with a bow whose
strings made of horse tail (maokao), pass under the strings, as in
Chinese fiddle. The musician plays while seated, his instrument
being set up on his knees. The two strings are simultaneously
bowed while the fingers of the left hand simply touch them on the
neck, without exerting any significant pressure as frets are lacking
on the instrument. Despite the small size of the body the sound is
rather low-pitched. The play of the left hand is marked by
frequent effects of vibratos and glissandos which are also a
characteristic of the Chinese er-hu.

Percussion instruments

Percussion instruments include several types of wooden
"ankle bells" associated with dancing music, especially musical
wooden or bamboo pestles used as dancing bells attached around
the ankle, or wooden ancle bracelet which are tight around the
legs, all of them being used in collective playing and group
dancing. Larger bamboo sections held in an upright position and
struck against the ground by an ensemble of girls are part of the
funeral dancing. Instrumental ensemble music often uses Chinese
cymbals of small and medium size, either of the flat type
equivalent to the Chinese bo, or with a round protruding central
part (equivalent to the nao), held with strings attached to the
center of the metal disc. Other small percussion instruments used
in ensemble music include miniature slit drums hollowed out
from sections of tree trunks, cylindrical or octogonal in shape,
which are beaten with mallets.
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The Hani also possess several kinds of Jew's harps although
they do not appear to be common. The instruments, which are
mainly idioglottal and made from bamboo, may have several
vibrating lamellas resonating in the mouth, as among the
neighbouring Yi. They are mainly used in solo performances.

Hani drums (xudu) are of two main types: the first one is a
one-membrane cylindrical type, made of a hollowed hard-wood
tubular cylinder. One face is covered with cattle hide as
drumbhead, the skin being stuck to the wood on the edges and tied
up with a circling of grass or bamboo. Tension and tuning are
ensured by hammering this vegetal circling which, by moving
closer to the center of the body, stretches the skin. The other type
is a two-membrane barrel like drum made of the same materials,
the two membranes being attached and stretched together over the
body by means of cattle bowels or skin. Hani drums, which
produce sounds in the mid-lower register, are essentially beaten
by the hands, or in a few cases, with one or two wooden mallets.
In the latter case the musician holds the instrument in the left hand
while beating or holding one mallet in the right hand. Ordinarily,
dances are not accompanied by any melodious instrumental music,
but only by the striking of gongs and drums which keep the
dancing in pace; therefore drumming in itself is also often
associated with dancing and singing. Gongs (b616) used among
the Hani all have a protruding central part, this type being typical
of South Chinese ethnic groups and more specifically members of
the Tibeto-Burman linguistic family. Gongs exist in diffei it
dimensions but are generally of small and medium size, not
exceeding 40 cm in diameter. While being played, the instrument
is held by hand or suspended by a bridle held in the left hand and
beaten in its center with a mallet. Gongs suspended horizontally
on wooden frames, probably borrowed from Han people, are
sometimes encountered in ensemble music, although not
commonly.
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Ritual uses of percussion instruments

In the culture of the Hani, as of many people in Yunnan and
more generally the Eastern Himalayan region, the drum and the
gong are much more than mere musical instruments. As a matter
of fact gongs and drums kept collectively in one village cannot be
struck or even touched in normal times, but only used by
religious officials or their assistants in ceremonial rituals. For the
Hani consider them as sacred wares having the power to transmit
information and prayers to the gods. Gongs are kept in pairs in
the village priest's house (Migu) as an essential element of the
paraphernalia used for collective rituals. On such occasions the
two instruments play a key role in relaying communication
between humans and spirits during collective rituals. At burial
time, for instance, gongs and drums are struck profoundly in
order to send the dead's soul to the place where its ancestors
lived. Collective prayers addressed to the sky god or gods of the
soil are also often initiated by a formal striking of the gong, to
call the gods as well as for conveying human messages and
prayers. Drums and gongs also have a protective function
resulting from their ability to expel evil forces. The founding of a
new village, taking the corpse from the house to the burial
ground, purifying the village on the seventh lunar month, are all
ritual activities for which the beating of percussion instruments is
requested in order to drive off spirits. That expulsive power
attributed to gongs and drums is furthermore reflected in the Hani
mythology under the traits of the legendary hero Alo, represented
as using his belly as a drum to kill malevolent demons®*.

4 A similar association is found in the mythology of the Jinuo, another Tibeto-
Burman speaking people of Yunnan, through the story of a hero who, after
having defeated and killed a devil, used its skin for his drumhead and its big
bones for his drumsticks.
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A third prominent feature of religious beliefs attached to
percussion instruments is their close association with chtonian
cults and the general idea of fertility, The Hani, with some other
minority groups as the Lahu and the Wa, differentiate their ritual
percussion instruments into male and female ones. Among the
Hani, it is the gong, more frequently than the drum, which is
differentiated into epa (male) and ema (female) types. The female
type often bears two small protuberances thought to represent
human breasts, while the male one has only one in the center that
is assimilated to the male genital organs. When beaten, male gongs
also produce a lower sound than female ones, on the model of the
human voice. In some places, as among members of the Xalo
subgroup, the sexual differentiation is made between the gong and
the drum, the former being considered as male and the latter as
female. The gong itself (or in some places the drum) is further
venerated as a divinity, being thought of as a lucky charm having
the power to ensure the multiplication of humans and cattle, lots
of food when hunting, bumper harvests.

The association of percussion instruments with the idea of
fertility is most clearly apparent in the set of rituals of the New
Year festival that takes place around the winter solstice in some
places or shortly before sowing time in others, and lasts three
days. On the first day the gong and the drum cannot be struck, but
from the second day on they are collectively played by the "pure
men” (tso-sao) of the village community while accompanying a
series of ritual dances. The striking of the gong is first initiated
by the village priest (Migu) who presides over a banquet rallying
all household heads. The Migu first drops wine into the two male
and female gongs (or the gong and the drum), beginning with the
female one. In some places, when addressing prayers to the sky
god, the village priest also puts inside the gong (or drum) various
species of grains and green grass taken as symbols for the
prosperity of human beings and cattle, hoping that the drum,
being satisfied, will bestow whatever man prays for. He then
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strikes the female gong three times, meaning that the ceremony is
over and the dancing can start. Suddenly a dozen or so young men
sound gongs and strike drums, while dancing. Gongs and drums
provide repetitious, duple and strongly accented rhythmic patterns
that continue for long periods unchanged in form and style. The
dancing action mainly consists of imitations of ritual gestures
(sacrifying, kneeling down, standing reversely), but also gestures
associated with hunting and agriculture (searching for animal
footprints, walking forwards and backwards as if clearing a field,
and so on) which respectively identify male and female activities.

This calls for an explanation. Drums are clearly associated in
several myths with hunting (i.e. male activity), and more
specifically collective hunting. One of them relates how, in
ancient times, a group of hunters got a large quantity of game
attracting the animals by the beating of drums. But in the specific
context of the New Year festival, the association of gong and
drum is further embedded with the idea of fertility through the
combination of male and female principles. Members of the Xalo
subgroup of Yuanyang, for instance, explicitly say that the
playing of gong and drum symbolizes “the union of the couple”,
and indeed in many places the collective dancing first starts with a
ritual "parade dancing" of the male and female gongs held by the
village priest and his assistant, during which the two instruments
are ceremoniously presented to each other. Human fertility is
itself linked with the fertility of the soil, and so drumming and
sounding the gong and dancing naturally become ways of ensuring
good crops for the new agricultural cycle to begin. Members of
the Lopi subgroup of Jianshui area say for instance that when
beaten the sound of the drum “touches” the earth, while members
of the Yiché subgroup estimate that he who dances best will also
get the best harvest. Lastly, when collective dancing takes place,
the gong-gong intercourse becomes a man-drum intercourse as
young men occasionally stand facing a drum simulating mating
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actions. The dance then becomes a symbolic way of having
intercourse with the Earth3.

Villagers then rely on their gongs and drums for ensuring
the general welfare of their domain for the beginning year,
making the two instruments the most sacred vessels of their
community without which no prosperity is obtainable. As the
saying goes:

"Happiness in the village depends on the drums and gongs
as happiness in the household depends on the parents”

(Pusa-sa-e ludu bélo tshi dzao, X osa-sa zo dama ni xa).
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CHARAKO BOLI
A brief note on the language of the birds in Nepal

Corneille Jest

In the middle hills of Nepal, the common word for the song of the bird is

boli. chiribiri is an onomatopoeic word used for the twittering of small

birds (chiribiri garnu: to sing) like sparrows or swallows; for larger birds
one would say kardune. In Nepal birdsongs are often associated with
human feelings. They may also be interpreted by the farmer as a signal or
a waming, and may be imitated by the hunter for capturing fowl [¢f. CD.
15). Birdsongs are often thought as narrating a story. Such is the case of
the sad duet between the nyauli and kuthurke birds [¢f. CD 16]%:

nyauli chari

byauli

kuthurke chara

byaula

sabai chari

milifuli

aphnei gharma jaula...

The female bird nyauli

[is] the bride

the male bird kuthurke

[is] the bridegroom

all the birds

having assembled

let each of us go to their house!

! nyauli (Nep.): great Himalayan barbet, Megalaima virens." The great Himalayan
barbet sings in the month of cait (March-April) when people do not have much food
to eat and when the stores are empty" (GBM).According to the dictionary of Nepali,
nyauli has different meanings: a type of bird, lovers in popular songs (lokh gif), a
musical instrument: bagpipe (when one presses on a bagpipe, it emits the sound
nyaul) (Nepali brihat sabdakes, Kathmandu, Royal Nepal Academy, 2040
BS/1982:755a), kuthurke (Nep.), blue throated barbet, Megalaima asiatica. A brightly
coloured green bird with a red forehead and a blue throat.

In Kumon, the Hurkyas, a caste of bards, sing a repertoire called nyauli which recall
the sadness of lovers who are separated (see F. Bemdde : Bards of the Himalayas,
Nepal/lndia, Le chant du monde CNR 274 1080, Compac disk).
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Gyendra Bahadur Rana told me the following story concerning the nyauli
and the kuthurke:

"A long time ago, when the gods lived on earth with the humans, a
young girl left home without the permission of her parents. She did not
accept her fate of being married without her consent. Her parents were
very upset and cursed her; she could never go back to her mother's house.
She died and was rebom as a nyauli and her lover became the kuthurke
bird. In her bird's life she wanted to return to her mother's home, but the
kuthurke bird told her to wait as she could only go if she was requested
by her parents. This is the reason why, along the river, one can hear:
"nyauli, nyauli", 1 am sad, I am sad!, and her lover answering: "pakh-
pakh-pakh” Wait! wait! wait!"

The song of the nyawli is also associated with the weeding of
maize. During the month of asar (May-June) a song which mentions the
nyauli is accompanied with a rhythm produced by two dhol, ritual drums.

The Nepalese are fond of the "voice of the birds". The Newars
have often kept birds as pets. They were put in a cage and one can
remember the merchants in Asan tol, in Kathmandu, listening to bird
songs in the early morning hours. The torichari, the Himalayan gold
finch, Carduelis spiroides "the bird which eats mustard seeds" (tori), are
kept in cages. They sing melodious songs in kartik-munsir (October-
November). Sometimes, battai, quails, Turnix sp., are also kept in cages
above shop entrances.

The birdsongs are understood as a signal for farming activities: The
kaphalpakyo, the Indian cuckoo, Cuculus micropierus, gives the signal
for sowing maize. It is also called hakupaku and indicates that the small
berries such as aishalu wild raspberries, or matsaino (Comaria
nepalensis) are ripe.

The kagalkui, crested serpent eagle, Spilornis cheela, calls the rain with
its song "supi-supi".

The phapar chara, hoopoe, Upupa epops, signals that the buckwheat,
phapar is ready to be harvested.
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The karang kurung, crane, Grus virgo, signals that the pumpkins are ripe.

Other birds are always on alert and wam people in case of danger.
Thus, seto jureli, the white-cheeked bulbul, Pycnonotus leucogenys, emits
a "té-1é-té" when a leopard approaches houses.

Thelampuchare, the red-billed blue magpie, Cissa erythrorhyncha,
cries and attacks leopards, jackals and cats.

The cibe, drongo, Dicrurus sp., emits "chibe yoki chibe yoki" in the
presence of leopards.

Hunting is practiced by farmers, and the most skilled attract fowl
by imitating their song. The chakura, partridge female, Alectoris chukar,
is called by imitating the song of the male "tok-tok-tok ". Theluije, the
jungle fowl, Gallus gallus, is called with "kokorik kokorik"; the female
answers "kotkotkotkota".

Titra, the black partridge, Francolinus francolinus, is called with "ti
tarititri” or the call of the male, "zeng teng tarara”.

The dokur, the turtle dove, Streptopelia orientalis, is attracted by the song
“"dokurkur kur".

Reference:
Fleming R.L. Sr, R.L. Fleming Jr,
1976, Birds of Nepal, Kathmandu, (published by the authors).
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BIBLIOGRAPHY OF HIMALAYAN MUSIC
by Mireille Helffer

The following bibliography compriscs works in European languages on
the Indian Himalayas, Nepal and Bhutan. Nepali and Newari publications
are included in the bibliography compiled by Ram Sharan Darnal. Tibet
is not included since several bibliographies have been published
elsewhere (cf. Helffer, "An Overview of Western Work on Ritual Music
of Tibetan Buddhism (1960-1990)", in M.P. Baumann, A. Simon, U.
Wegner (Eds.), European Studies in Ethnomusicology: Historical
Developments and Recent Trends., Selected papers presented at the
VIIth European Seminar in Ethnomusicology, Berlin, Oct. 1-6, pp. 87-
101, Wilhelmshaven: Florian Noetzel Verlag).

Books, contributions appearing in journals or collective works
and leaflets accompanying records were taken into account in the
publications of songs, musical instruments and organology (cf.
collections in the Musée de I'Homme and the files established by Agnés
Eberhard-Heinmann in 1971), musicians, music and musical language,
the performing arts (Theater, Dance).

For a brief presentation of the tape recordings kept in the
department of ethnomusicology in the Musée de I'Homme, please see
EBHR No.5, 1993, pp. 24-25.

We shall consider publications from the 1960s on, when portable
tape recorders became common-place. This was also the time when
researchers supervised by Prof. G. Millot and Dr. C. Jest started their
work in Nepal. We shall mention a few older published recordings that
are of some historical importance, such as B. Pignéde's recordings
among the Gurung,

Nepal

Fieldwork in Nepal remained for a long time confined to the
Kathmandu Valley, as A.A. Bake's and A.W. Macclonald's studies show.
Relationships with the Gaine musicians were not easy given their low
status.
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A) Works by anthropologists and linguists mention musical
per formances in the life of the people that they describe, but they rarely
publish recordings or offer musical analysis.

For instance the very thorough studies by M. Oppitz or A. de
Sales on the Kham-Magar accord considerable importance to the drum
ré used by the shamans. The fabrication of this drum is described in
great detail, and songs related to this instrument are presented.
However, the recordings remain in these researchers' personal archives.

With regards to the Tamang, the situation is approximately the
same; since A.W. Macdonald's pioncer publication, A. Hofer and B.
Steinmann have introduced many hvai texts to their readers and here
too, the omnipresent drum is carefully studied, but no rccordings are
available,

Recently G. Krauskopff presented the rich repertory of the Tharu
songs of Dang, but it is significant that her contribution appears in a
collective work devoted to oral traditions in the Indian world and music
is not even mentioned.

It is important to citc the numerous songs, especially wedding
songs, collected in the Humla region by N. Levine (unpublished to my
knowledge) and by David Friedlander (MA thesis submitted to INALCO
in 1991). As for numerous songs collected by C. Ramble in the Mustang
area, they still need 1o be edited and analysed.

Regarding the French rescarchers whom 1 know better, many
recordings remain uncxamined in various collections. For example no
one has pursued the preliminary surveys, accompanied by recordings
and rich photographic documentation, collected by C. Jest in Dolpo or
among the Thakali,

It should be aknowledged that many ecthnic groups are almost
totally unknown as far as their music is concerned because there is no
qualified ethnomusicologist in a position to study them. Only a
comparison with recordings collected in the past would allow
researchers to bring out specific features before it is too late: radio or
television programmes, as well as the growing popularity of

professional folklore groups tend to bring a general uniformity to these
performing arts.
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The question of the jharkri and their use of the dhyarigro drum
are often presented, but it is an exception when it is the object of an
ethnomusicological study (cf. Gianattasio).

B) Works by ethnomusicologists or musicians such as Bernéde,
Ellingson, Gianattasio, Grandin, Helffer, Moisala, Tingey, Wegner,
Weisetaunet, or Wiehler-Schneider, concern mainly four domains:

1. Musicians castes and their repertoires.

Following A.A. Bake's (cf. Tingey, 1989) and A.W. Macdonald's
works on the singer-musicians gaine in the 1960s, this caste attracted the
attention of researchers. The numerous recordings of that time (cf.
archives in the Musée de I'Homme: recordings by Macdonald,
Gaborieau, Jest and Helffer) can be compared today with modern Gaine
music, recorded by J. Galodé and H. Weisetaunet.

C. Tingey provides us with some excellent work on the musicians-
tailors Damai and their instruments within the traditionnal context of the
village, as well as at contemporary weddings in Kathmandu.

The practice of the dholi and of the hurkiya in western Nepal, on
which M. Gaborieau and mysclf worked in 1969, has been part of F.
Bernéde's research programme since 1994. A compact disc on the
subject should be published in 1997 in the CNRS-Musée de I'Homme
collection.

2. Newar music.

Newar music has been studied from various angles: organology
(Wiehler-Schneider), publication of songs (S. Licnhard) and drumming
analysis (G.M. Wegner). 1. Grandin examined the musical tastes of the
young Newar population; G. Toffin analysed the way drums are used in
the jyapu initiation in Kathmandu, while F. Bernéde is working on the
rythmic structures of drum repertoire. In addition, the music god,
Nasah Diyo, has not been forgotten (Ellingson, Wegner).

3. Gurung music
See the work of Pirkko Moisala.
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Ladakh

The numerous publications by Francke at the beginning of this
century were followed by a long period of silence. Then recordings
were published following the Crossley-Holland mission in 1961, and the
Helffer mission in 1976. Texts of songs are published locally.
Anthropologists, researchers and travellers have published records with
little documentation. Since 1986 Mark Trewin has been working on the
mon repertoire (cymbals and oboe), and in particular, on the lha rnga
or "the drum of the gods".

Bhutan

Very little documentation is available. Bhutanese music has
obvious links with Tibetan music. John Levy published several records
with a few comments. Although he was ncither an cthnologist nor an
ethnomusicologist his publications provide the best available source of
Bhutanese repertoire.

A few cassettes as well as texts of songs are published locally, but
there is no analysis either of the context nor of the musical language.
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THE BHUTANESE MATERIALS OF THE JOHN LEVY COLLECTION
INTHE SCHOOL OF SCOTTISH STUDIES SOUND ARCHIVE,
UNIVERSITY OF EDINBURGH

by Mark Trewin

John Levy (1910-1976), recordist, musicologist and theologian, made
more than 700 field recordings, mostly of excellent quality, between the
years 1958-1972 from many parts of the world, including India (1958-
1962), Sri Lanka (1960), Iceland (1961), China (1963) South Korea
(1964) and Taiwan (1964 and 1969). Other materials include several
thousand photographs, 16mm cine films, and several hundred LP
recordings (including the 18 he himself produced).

His visit to Bhutan in September-November 1971, facilitated by
Michael Aris (at that time tutor to the royal family), was his last foreign
trip before a motorcycle accident in the UK led to his early death. Upon
the suggestion of Madeau Stewart at the BBC (who had produced his
radio talks on Bhutanese musicin 1972, among others), these recordings,
together with the rest of the collection, were bequeathed to the School of
Scottish Studies (which John Levy had first contacted in 1962 when
researching possible connections between the music of Iceland and the
Northern Isles of Scotland).

The wealth of material was left in some disarray by its collector,
and over the years a numbers specialists have worked on parts of the
archive. The Bhutanese materials were sorted and catalogued by Ricardo
Canzio, and his work is gratefully acknowledged.

Levy's published recordings of Bhutanese music (LLST 7255-8),
recently re-issued on CD, are among his most valuable contributions, but
they are, of course, only representative samples of the original field
recordings. The following report is intended to briefly survey the entire
Bhutanese holdings, with a view to promoting its research potential.
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List of Holdings

The Bhutanese recordings consist of 46 reels of field recordings
made on a Nagra S (JL/71/3-48, with copies JLX 224-255), 7 LPs (LLST
7255-8 and BBC 34691-3) with accompanying documentation, together
with miscellaneous materials including photographs, correspondence and
other items.

The recordings are catalogued and indexed along with the others in
the Levy Collection. The Chronological Register of Recordings gives
essential information (tape number, place, date, informant, title/cue, type
genre, indexer's comments), while the Card Index includes copies of
Levy's own typed field notes for each tape.

Contents of the Recordings

Liturgical Music

Kyichu Lhakhang (rnying-ma-pa monastery), Paro Valley

JL171/9-12 Ceremony dedicated to rdo-rje sems-dpa’. Recorded 3.10.71

JL/T1/23-25 Annual Festival of sgrub-chen. [cf. LLST 7257 Side A]
Recorded 11.10.71

Tashichd Dzong (‘brug-pa bka'-brgyud-pa monastery), Thimphu

JL/7116-21 and 27-28 [cf. LLST 7255 Side A and Side B, tracks 1-5 and
11] Various instrumental items (including "the 11 ways of playing the
dung-chen"), and chants. Recorded 6-7.10.71 and 19.10.71

Tongsa Dzong (‘brug-pa bka'-brgyud-pa monastery),

JL/71/36 Supplication rite for Guru Padmasambhava [cf. LLST 7256 Side
B] Recorded 29.10.71

JL/71/37-38 bla-ma nor-bu rgya mtsho rite [cf. LLST 7256 Side A,
Tracks 3-5] Recorded 31.10.71

JL/71/39 cham masked dances [cf. LLST 7256 Side A, Tracks 1-2]
Recorded 1.11.71

Jampai Lhakhang (rnying-ma-pa monastery), Chokor Valley, Bumthang
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JL/71/42-43 Miscellaneous items from an annual festival [cf, LLST 7257
Side B] Recorded 3-4.11.71

Punakha Dzong (‘brug-pa bka'’-brgyud-pa nunnery)

JL/71/45-46 smyung-gnas rite [cf. LLST 7255 Side B, tracks 6-8]
Recorded 11.11.71 (mono)

Para-liturgical Music

This includes mantra recitations (JL/71/35) and bardic recitation
(JL/71113), recorded from manip in Thimphu and Tongsa, a number of
Milarepa songs, probably from Paro (JL/71/14), and an a-che lha-mo
performance in Thimphu (JL/71/26). Several of these recordings are
represented on the published discs.

Ceremonial Music

There is one item of processional music performed by a drum and
reed ensemble in Thimphu, apparently similar to those found in other
Himalayan regions; plus two versions of the Bhutanese National Anthem
played by the European-derived military and pipe bands of the Royal
Bhutanese Guards in Thimphu (JL/71/16).

Folk Music

There are approximately 100 songs, dances and solo instrumental
items (mainly the sgra-snyan lute) recorded from a number of performers
from different regions of Bhutan and Tibet A range of genres are
represented, and include Gesar songs, praise songs, and songs
accompanying a sword dance and archery competition, Several items
were released on LLST 7258.

Documentation: Song Texts, Notations and Translations

Wherever possible, Levy obtained copies of the written texts of the
song forrns he recorded. Most of these texts are on singke leaves in
manuscript, xerox; or photographic form, and in either block or cursive
Tibetan scripts. These have now been collated and bound, together with
the Engliz: translations provided by Philip Denwood for those items

selected by Levy for publication.

In addition there are several sets of Tibetan folios of liturgical texts.
These, being perhaps of greatest interest, are itemized in the following list
of texts and notations in the collection which correspond to the recordings
of liturgical music (refer above):

JL/71/9-12 dpal rdo rje sems dpa’ thugs kyi sgrub pa’i bsnyen sgrub
phrin las kyi chog rnam lam gzang zhes bya ba bzhugs so [42 folios]

JL/71/23-25 kKong chen snying gi thig le las: rig ‘dzin thugs sgrub dpal
chen ‘dus pa bzhugs [19 folios]

JL/71/16-21 and 27-28 Sixteen texts on single sheets accompanying these
short recitations, with translations;

JL/71/36 Padmasambhava gsol ‘debs, smon lam, le'u bdun pa [53 folios,
with translation]

JL/71/37-38 bla ma nor bu rgya mtsho [musical notation].

Other documentation includes Levy's original field notes,
correspondence (principally with Michael Aris, but also Hugh
Richardson, David Snellgrove, Philip Denwood, Laurence Picken and
others), LP sleeve notes, transcripts of his three radio talks, record
reviews (including Crossley-Holland 1974), newspaper clippings and
maps.

Discography
BBC 34691-3 Music from Bhutan. Three radio talks. BBC 1972.
LLST 7255 Rituals of the Drukpa Order frorn Thimphu and Punakha

[Tibetan Buddhist Rites from the Monasteries of Bhutan, Vol.1].
Recording and commentary by John Levy, Lyrichord 1973.

LLST 7256 Sacred Dances and Rituals of ‘e Nyingmapa and Drukpa

MNedave Milatam DoAddlice Ditan Ffram tha Adanactariae ~F Rhiitan
wiuery [ livciall DUUUHDL Ry LITUIIE WG IVIVIIAaSLLL LD UL Luuiant,

Vol.2].Recording and commentary by John Levy, Lyrichord 1973.
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LLST 7257 Temple Rituals and Public Ceremonies [Tibetan Buddhist
Rites from the Monasteries of Bhutan, Vol.3]. Recording and
commentary by John Levy. Lyrichord 1973.

LLST 7258 Tibetan and Bhutanese Instrunental and Folk Music [Vol 4].
Recording and commentary by John Levy. Lyrichord 1973.
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For further information: please contact the curator, Dr Mark Trewin,
School of Scottish Studies, University of Edinburgh, 27-29 George
Square, Edinburgh EH8 9L, Scotland.

ABOUT BHUTANESE MUSIC

Note from the editors

The inventory of Bhutanese music presented by Mark Trewin
gives us the opportunity to once more emphasize the importance of
collecting and localising information of old documents, keeping in
mind the constant and important changes in musical expression
accelerated by the media (TV programmes and films) and easy
access to all kinds of recordings (cassettes, etc..),

There are a number of changes taking place in Bhutan and
which might affect the musical life of this country.

In October 1995, the Special Commission for Cultural Affairs
of the Royal Govemment of Bhutan organised a three-day musical
competition to 'preserve, promote and improve Bhutanese music'’
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The performances comprised: a cappella classical songs, zhungdra,
court songs and dances, boedra, and modern songs, rigsar.

The following editorial, published in Kuensel, the weekly
newspaper of Bhutan, in October 14,1995, should serve to remind
those interested in 'traditional' music of the risk of its replacement
by contemporary music.

“The general response (to the festival) came as a shock
to the organizers and 0 some in the audience. Boedra was
tolerated, rigsar was a smash hit, but zhungdra performers,
selected singers from rural Thimphu were "booed” by the
crowd...

Yet, under the circumstances, it was inevitable, it was
even understandable. Above all, it was a clear indication of
the change taking place within the society.

The loud categories of music like rock music and what
is known locally as "disco" type music have come into the
country and are here to stay. As more people, especially the
younger gencration, arc influenced through film and other
media, it will pick up momentum.

It was visible last week, The rigsar category was
popular partly because of the use of synthesizers and modem
instruments. Its other cffect was the rhythm and dance beat
which young fans prefer. Meanwhile the boedra category
was also appreciated for its use of accompaniment, both
traditional and modern instruments. It was scen as lcss
formal than zhungdra.

It is perhaps desirable that, if music is to change and
develop, it should happen to Bhutanese music and Bhutanese
artists so that bhutanese youth can be involved with the
changes rather that their identifying with imported music....

The bottom line is that such traditional art forms (like
zhungdra) may be lost with the passing generation”.
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Mireille HELFFER: Mchod-rol. Les instruments de la musique
tibétaine, CNRS Editions/ Editions de la Maison des Sciences
de I'Homme. Paris, 1994, 401 pp. + Compact disc.

Review by Per Kvaerne

For two decades, Mireille Helffer has been the foremost expert in the
West on Tibetan music, especially ritual (or religious) music. Many of
her friends and colleagues have been aware that she was preparing a
comprehensive survey of the instruments used in Tibetan religious music.
The present volume is the product of many years of dedicated research -
and it is indeed a fascinating, scholarly book which will be eagerly read
by Tibetologists as well as by ethnomusicologists.

The Introduction relates a number of cpisodes from the first
Western encounters with Tibetan ritual music, and provides a brief
survey of the various instruments, their use and organological
classification. Further, it contains a useful general survey of the manifold
sources: written sources in Tibetan (canonical as well as non-canonical)
and iconographical material.

The main body of the book is a presentation of ecach instrument in
separate chapters, starting with the wind-instruments: trumpets (dung-
chcn), oboes (rgya-gling), followed by a heterogeneous group of
instruments defined by their function, viz. calling the monks to assembly:
the wooden gandi, the gong ('khar-rnga), and the conch (dung-dkar).
The following chapters deal with instruments uscd for marking the beat:
the drum (rnga), various cymbals (sbug-chal, sil-snyan, and ting-shags).
Separate chapters discuss the bell (dril-bu), the flat-bell (gshang), the
hand-held double drum (damaru), and the bone trumpet (rkang-gling,
often, in spite of the name, made of metal), all of them characterized by
being not only instruments used in rituals, but also ritual objects and in
some cases, iconographical symbols. Finally, three instruments, which
are not used in rituals, but are found in religious iconography (and also
used in lay music), are briefly discussed: the lute (pi-wang and sgra-
snyan) and the flute (gling-bu).
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Two short, but extremely interesting chapters, dealing with the use
of music in rituals and the effect of combining various instruments,
complete the main part of the book.

There are several useful appendices, including a survey of all
examples of musical notation in Tibetan texts known to the author and a
discussion of the so-called "Tibetan bowls" (which, while apparently not
entirely unknown in Tibet, are in no sensc "Tibetan"). The bibliography
is, as could be expected, extensive, listing 89 works in Tibetan and
probably virtually all relevant Westem works; there is also a useful list of
CDs, records, and films, as well as of recordings preserved in the
archives of the Musée de I'Homme in Paris.

The author points out that all Tibetan rituals presuppose a text, and
hence the ethnomusicologist who wishes to study Tibetan music sn more
than a superficial, purcly technical level has to have access to the relevant
texts in Tibetan; in other words, she or he has to be a Tibetologist as well.
This Mireille Helffer is, and thereby the book achieves a unique breadth
as well as depth. She makes use of a large number of written Tibetan
sources, some of them difficult indeed to read and interpret, and this
enables her to present, for cach instrument, the relevant Tibetan
traditions regarding the manner of playing and historical and
mythological origins. Several of the instruments, such as the conch, the
drum, and the flat-bell, have quite claborate origin myths, which are
translated in the book. In general, the following topics are discussed in
relation to each instrument: morphological and acoustic characteristics;
Tibetan systems of musical notation and relevant terminology; repertory
and techniques of playing; historical and/or mythological origins;
iconographical sources; symbolism of the instrument and of its parts.

The author (or the publishers?) have followed the policy of not
using diacritical marks for Sanskrit terms, except for the long vowels.
This is perfectly acceptable, but there are, unfortunately, numerous
errors in the use of this mark. There arc also a number of printing
errors, as well as Tibetan words which presumably have been faithfully
copied from manuscripts, but retaining erroneous spellings; in the most
obvious cases, at least, the correct form might have been added in
parentheses.
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There are a few points which require comments; thus on p.48 dkar-
brgyud bstan-pa is rendered "la doctrine des bka-brgyud-pa". On p.98
the author states that "L'usage du 'khar-gsil semble s'étre perdu assez 16t
au Tibet"; this is not entircly the case, as this object is still part of the
equipment of a fully ordained Bonpo monk and is used by these monks on
certain ceremonial occasions. On p.145 Bu-ston (1290-1364) is
anachronistically referred to as "le savant dge-lugs-pa"; surely it is more
correct to refer to him as a bka-gdams-pa, and reserve the term dge-
lugs-pa for the school founded by Tsong-kha-pa. On p. 221, stong-gsum
is translated as "les trois mondes"; this expression refers, however, to the
concept of "a thousand worlds three times multiplied”, i.e. a billion, in
other words, an infinit¢ number. On p. 285 there is a reference to Liui
and Kiggel 1988, a work which does not scem to be listed in the
Bibliography. On p. 288 there is a reference to a Bhutanese instrument
surlim, to which the author adds sic; the sic is, however, uncalled for, as
the word surlim is the normal Dzongkha pronunciation of Tibetan zur-

gling.

These details are, obviously, of marginal importance and do not
detract in the least from the overall excellency of the book, both as an
indispensable handbook and as an important contribution to the study of
Tibetan culture. On the whole, the documentation is extensive and
meticulous, and the use of illustrations generous. The inclusion of a
compact disc is particularly praiseworthy.

Precisely because of the excellency of the present volume, the lack
of comprehensive studies of other aspects of Tibetan musical traditions
becomes all the more apparent. First and foremost, a study of the vocal
traditions of ritual music is needed; these traditions can only be studied in
conjunction with the rclevant rituals. Likewise, the various regional
traditions of folk-music should be studied and documented systematically.
Mireille Helffer's book will serve as an inspiration for research in all
these fields, and provides a standard of excellence and comprehensiveness
against which all future contributions will be measured.

B
University of Oslo
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Ingemar Grandin, Music and Media in Local Life. Music Practice in a
Newar Neighbourhood in Nepal, Linkdping : Linkoping University
(Sweden), Department of Communication Studies, 1989. XX-233 pp.*

Review by Mireille Helffer

This book is the outflow of a Swedish programme, "Music, modemity and
the communication of a national identity in Nepal”. The author's objective
was the study of musical practice (performance and listening) and
"mediatization" (assimilation of and accornmodation to new resources) in
the micro-society of a small Newar town in the Kathmandu Valley from
1985 to 1988.

The book is divided into six chapters. The first chapter describes
"everyday" and "extraordinary"” situations in which musicians/peformers
practice various forms of music (religious festivals, processions, marriages,
cultural programmes) or how the residents of a specific neighbourhood
understand and listen to music. The second chapter focuses upon the Newar
musical heritage and describes the diverse musical forms which have
survived and the circumstances in which they are performed. The third
chapter takes into consideration "modern" music (adhunik), transmitted by
the media (radio, cassettes, film)-Nepali or Newari songs, songs adopted
from popular Indian films or, among the young, western rock, pop or disco
music. An interesting distinction is made between "love songs",
predominant on the radio, and "societal songs”, undoubtedly corresponding
to the Nepali term simajik. The latter attract much interest in Newar
society but do not appear on official programmes. The fourth chapter
discusses the results of a neighbourhood survey of 27 out of 53 households
which responded to a questionnaire, The analysis of these responses from a
total of 61 individuals, from 12 to 72 years of age and nearly all men,
reveals the role played by the presence of a radio and the programmes
broadcast by Radio Nepal (which do not really allow much choice) and the
marked preferences of the choice of cassettes. The fifth chapter analyses
how the contemporary phenomenon of gradually substituting some
repertoires for others has already manifested itself over the years and how

" Published in French in Yearbook for Traditional Music, 23/1991, p. 145-146.
Translation: S. Keyes

261



some circumstances, such as jatra religious festivals, today favour the
merging of diverse repertoires.The sixth chapter puts forth an inte rpretation
of the observed facts by emphasizing the musical compatibility of
repertoires marked by a common association with “Indian civilisation” or
by the use of the same instrument (combination of harmonium and tabala,
for example). Grandin also discusses the ideological currents which
articulate Newar ethnic awareness today, within the realm of music, but
also extend to the linguistic and political realms.

In contrast to his predecessors, who followed a more familiar
approach to ethnomusicology, and were more interested in Newar music
and instruments, Grandin deals with the subject from a new and justified
sociological perspective. He clearly shows the turning point marked by the
fall of the Ranas, the openings to modernity following the revolutionary
movement in 1989-90; he always places such changes within the
perspective of the Newar minority. The methodology employed, despite its
extremely positive side, nevertheless has serious drawbacks; it assumes as
a matter of fact that the reader without knowledge of Nepali will be
familiar with the acoustic material in question or have on-site experience. 1
would have hoped that in addition to the very useful glossary of Nepali and
Newar terms, a cassette of recordings would have been included to allow
direct access to the sounds of the Newar of Kirtipur.

Besides the questions which the representativeness of the sampling
bring up, one might also question the choice of the town of Kirtipur in
relation to other Newar towns in the Kathmandu Valley, or even towns
which are predominantly Nepali-speaking.

In conclusion, this text by Ingemar Grandin is a valuable source of
information and most useful because of its numerous Nepali references
(texts, records and cassettes, often unavailable in the West). However, it is
likely to have greater interest for the sociologist and risks disappointing the
ethnomusicologist anxious to better understand Newar music.
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Pirkko Moisala, Cultural Cognition in Music: Continuity and Change in
the Gurung Music of Nepal Jyviaskylid : Gummerus Kirjapaino Oy,
1991 (Suomen etnomusikologisen seuran julkaisuja 4). xii, 427 pp.*

Review by Mireille Helffer

Pirkko Moisala’s book, dedicated to the music of an ethnic group in central
Nepal, is a significant contribution to the knowledge of Himalayan music,
as much for the novelty of the subject as for the methodology which
combines anthropological, musicological and cognitive approaches.

The author, who has had several artickes published in periodicals in
Nepal and Finland, bases her work on solid fieldwork. She visited a village
in the district of Lamjung with a majority Gurung population (in 1975-76,
and more briefly in 1985); there, she collected music documentation to
which 12 hours of videocassettes were added. She took advantage of the
ten-year interval between her two visits to perfect her study of Nepali in
London and ethnomusicology in the United States.

In the two introductory chapters, the author explains and justifies her
choice of methodology by acknowledging her indebtedness to the late John
Blacking, and other significant names in American ethnomusicology: Alan
Memriam, Bruno Nettl and Norma McLeod. She also details the theoretical
presuppositions which underlie her research and which aim at elucidating
to what measure changes in musical order are concomitant with other
observable changes ina given culure.

The following chapter places the Gurung ethnic group within the
Nepalese context. There is a clear summary of data gathered by numerous
English, Nepalese and French anthropologists during the last decades and a
rigorous presentation of the conditions in which the study was carried out,
at a time when the process of Nepalization was most intense.

The fourth chapter which deals with problems relative to the
specificity of Gurung music takes up nearly half of the book: it is divided
in six sub-chapters which successively examine the following points:

- village music, 1975-76

- Gurung and Nepalese musical concepts

" Published in French in Yearbook for Traditional Music, 24/1992, p. 163-164.
Translation: S. Keyes
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- musical events, a description of sites where music is
practised, especially the Gurung institution, rodi ghar where
the youth of both sexes get together to sing and play the
madal drum

- diverse "genres" representing varying degrees of Gurung
culture

- changes in the village in 1985

- the emergence of urban music among the young Gurung
living in the Kathmandu Valley

Two particularly significant musical manifestations are emphasised:
1) the serga dance, included in death rituals, which uses a dozen different
rhythmic patterns; and 2) the ghantu epic dance, considered by the
Gurung as well as foreign observers as the most representative of Gurung
culture which requires a male chorus, four madal dummers and two to
three young female dancers. The performance lasts three days and nights.
One part ui this long epic is minutely analysed: text, carefully noted
melodic and rhythmic pattems, vocal and dance styles leading to a trance,
etc. Two other musical genres where Indo-Nepalese influence are clearly
present are highlighted: 1) the Krishna Caritra or the life story of Krishna,
with Nepali text; and 2) contemporary music and dance performed by
village youth for amusement and integrated in presentations designated by
the English term Thetar (for theatre); local songs are included as well as
popular pan-Nepalese songs called lokala girand some songs adapted from
Radio Nepal broadcasts.

In the conclusion, the author, who recognises the transitory state in
which the ambient culture is conveyed by the education system and the
media, attempts to analyse the changes she witnessed during her two
fieldtrips. She always considers musical performances from three aspects:
culture, musical genre and particular conditions where she observed each
of these aspects.

In summary, it is an informative book based on the author's original
documentation; contemporary ethnomusicology is confronted with the
omnipresent problem of musical acculturation, and there is ample material
for reflection. The reader will appreciate the abundance of iconographic
documentation and musical examples, but unfortunately, there are no
recordings illustrating the author's subject matter nor an index which would
make the work more accessible.
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Carol Tingey: Auspicious Music in a Changing Society. The Damai
Musicians of Nepal, London : School of Oriental and African
Studies, University of London, SOAS Musicology Series/vol. 2, 1994,
284 p.*

Review by Mireille Helffer

Seven years have passed since Carol Tingey completed her Ph.D., under
the supervision of Richard Widdess, at the University of London. The
above-mentioned book, which further explores her dissertation topic, is
much more comprehensive and the author merits the highest praise. The
book constitutes the culmination of extensive fieldwork in Nepal from
1987 to 1988 and concems the caste of tailor/musicians, the Damai, whose
primary function is to ensure "auspicious music" for everyone.

The author's material has been organised according to a standard
pattern. The two introductory chapters specify the methodology; the Damai
are placed within their geographical environment and the historical
conditions of their settlements are examined. The reader will appreciate
seeing how the Rajputs from northern India seemed to have favoured the
development of small instrumental ensembles in Nepal; these ensembles
were the heirs of naggara khanai and naubat shahnai in India and were
characterised by the presence of nagqgara kettledrums and shahnai oboes.

The study of the instruments composing these ensembles, often
designated by the term "the five instruments" (parficai baja), comprises the
contents of the third chapter. Each of the instruments--whether shawms
(shahnai), kettledrums of varying sizes (nagqara, damaha, tyamko), long
natural homns (narsinga), trumpets (karnal), or cymbals—is the object of a
meticulous organological description accompanied by excellent
photographs and drawings. There is particular attention to playing
techniques, especially the shawm (oboe), of which Carol Tingey has
become a skilled mstrumentalist.

The fourth chapter examines the status of the Damai in Nepalese
society; despite their fairly low rank among the impure and untouchable
castes, such as the Kami smiths or the Sarki tanners/shoemakers, the

" Published in French in Cahiers de Musiques Traditionnelles, 8/1995, p. 237-
239. Fanslation: S. Keyes.
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Damdi and their music are indispensable to numerous rituals and
contribute to the prestige of those who employ them.

The following three chapters (pp. 103-227), illustrated with several
musical examples, are devoted to the repertoire; it is examined within the
context in which the various pieces are played: "popular" repernoire,
repertoire within a specific context, ritual repertoire.

In the introduction to Chapter 5, Dr. Tingey analyses the respective
roles of the instruments used in the two principal types of ensembles,
nagarabana and parcai baja). She shows how the damaha kettledrums
(from which the Damai caste takes their name) and jhydli cymbals
provide rhythm, how the dholak drum and the small tyamko ketteledrum
provide rhythmical interest, how the two shahnai shawns, which are
usually present, ensure respectively melody and tonic drone; and how the
small, specific phrases characterising the narsinga and kamal homs are
articulated.

An inventory of the scales follows -associated with the that of
classical north Indian music; this seems justifiable as the Damai have some
knowledge of the rag, but in my opinion there is little point comparing
them to Ionian, Dorian, Lydian, or Aeolian modes of traditional medieval
western music; more especially as the author herself underscores the
predominance of the pentatonic-anhemitonic scale.

Data related to popular repertoire as it existed at the time of the study
(Ch. 5) are classified under different headings: 1) "popular songs”,
instrumental versions of locally well-known songs or those widely
broadcast on local and national radio stations; 2) purely instrumental pieces
which musicians call khyali and jhyaure according to the binary or ternary
character of the rhythmic structure; 3) dances.

Music associated within a particular context is discussed by the
author in Chapter 6; such music belongs to a seasonal repertoire. It is
essentially comprised of diverse versions of asdre performed during the
transplanting of rice and of Malashri, played at the time of Dasain. In
addition, music performed on the occasion of various ritual activities
-processions, life cyclk rites, and especially marriage - are also included
with numerous musical examples. The author also mentions the existence
of a now obsolete repertoire, contingent like the Indian rag, on different
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hours of the day. In contrast to "popular” repertory, these pieces hold a
more important place in melodic improvisation.

Finally, under the heading, "ritual repertoire” (Ch. 7), the author
refers to a corpus of works which are the obligatory accompaniments for
certain ritual activities in specific shrines. Tingey then presents the
calendar of ritual obligations for various ensembles at the palace in the
town of Gorkha; she emphasises music associated with rituals in honour of
Gorakhnith or the goddess Kalika.

In the concluding chapter, the ongoing evolution of Nepalese society
and its consequences for Damai musicians with regard to the composition
of their ensembles and repertoire are examined.

Several appendices fumish: 1) equivalencies between the Nepalese
and westem calendars; 2) a detailed table (hour by hour) of musical
interventions which take place at Gorkha during Dasain; 3) the localisation
of various groups of musicians, other than the Damdi , who take part in the
festival of Dasain; and 4) an evaluation of the remuneration received by the
Damai from their "patrons” (bista).

In conclusion, Tingey' book is an exemplary contribution on a
subject too long meglected by ethnologists studying Nepal, and it will serve
for many years as an indispensable reference to all those interested in the
field of Nepalese ethnomusicology. The wealth of information based on
actual familiarity with the musicians, meticulous work methods, precise
analyses, high-quality illustrations, a glossary of 285 Nepali words, a
valuable index and a good bibliography -all of the aforementioned items
contribute to the legibility and clarity of this book. One sole regret is that
there is no CD accompanying the publication as this would pemnit access
to the music so carefully described by Carol Tingey.
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FROM INDIA TO THE POLE STAR: THE SHAMANIC
COSMOS, Venice, 11-12 QOctober 1996

Conference Report by Martino Nicoletti (University of Perugia)

An International Conference, organised by Ca” Foscari University of

Venice, Venetian Academy of Indian Studies, and CIRSE (Interuniversitary

Centre for Research in Eurasian Shamanism), was held at Ca’ Foscarn
University in October 1996. The Seminar aimed at the collection of data
about/ and scholarly interpretation of the shamanic conceptions of space of
various Asian cultures.

The list of scholars and topics is the following one:

Prof. V.N.Basilov (Academy of Sciences of Moscow): "Cosmos as Everyday
Reality in Shamanism”. '

Dr. B. Brac de la Perriere (CNRS Paris): “37 Naq Cult and the
Construction of the Burmese Space™.

Dr. A.Cacopardo (Is.M.E.O, Rome): “Shamans and the Space of the ‘Pure’
among the Kalasha of the Hindu Kush”.

Prof. A.T.Chang, Prof. T.Seppilli (University of Perugia): “Shamanic
Cosmos and Sacred Kinship in Ancient China”.

Prof. G.G.Filippi (University of Venice, Ca’ Foscari): “Riding through
Heavens”.

Prof. G.Giuriati (University of Rome, La Sapienza): “Sampeah Kru Thom:
Music as Coordinating Element of Khmer Syncretism”.

Prof. M.Hoppal (Hungarian Academy of Sciences): “Shamans in Siberia
Today”.

Prof. LM.Lewis (The London School of Economics): “Is there a Shamanic
Cosmology 7"

Prof. M.Massenzio (University of Rome, Tor Vergata): “Ernesto De
Martino's Conception of the Shaman’s Role”

Prof.R.Mastromattei (University of Rome, Tor Vergata): “Quality of
Shamanic Space”.

Dr. M.Nicoletti (University of Perugia): “The Joumney to the Forest: Rituals
Hunts and Cosmic Organisation in Eastern Nepal”.

Prof. M.Raveri (University of Venice, Ca’ Foscari): “The Search for a New
Salvation: Shamanic /magerie and Buddhist Language™.
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i iversi i : 1) f Possession
Rigopulos (University of Venice, Ca Foscari):” Forms o S
g’;ﬁ: Magrar!,h: Cultural Area: The Cases of Khandoba and Dattatreya™.

prof. V.Sestini (University of Florence): “Architecture and Water in Newar

O'llmre“‘ - " - - .
prof. G.Stary (University of Venice, Ca' Foscari): “Shamanic Rituals in
Today Korea™. . ' Ay
prof. G.Torcinowich (University of Venice, Ca Foscari): “Axial
Symbolism and Ascensional Rituals”.
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DISSERTATION ABSTRACT

Mark Trewin: Rhythms of the Gods: The Musical Symbolics of Power
and Authority in the Tibetan Buddhist Kingdom of Ladakh, City
University, London, 1955. 1 Vol, 425 p,, 48 iilus., 1 map, 4 figs., 8 tables,
15 mus. exx., glossary-index, cassette.

This thesis is a cultural study of music in Ladakh ("Indian Tibet").
Drawing upon interdisciplinary theories in symbolic anthropology and
musicology, the study stresses the primacy of symbolic action as a means
of defining and controlling social reality, and proceeds to examine the
relationship between the activation of musical structures and the social
construction of power and authority, in terms of the generation of
meaning.

Ladakh music is particularly suited to this kind of study because
the instrumental genre of lha-rnga (literally "god-drumming") was once
closely linked to the structure of Ladakhi society as a feudal monarchy
legitimated by buddhist authority. This music, associated with the
personnification of deities or the divine aspects of certain mortal beings,
constitutes a ‘code’ which, in the context of public ritual and royal
ceremonial, represents and sustains political authority by embodying
aspects of the ideal, transcendental order. Building upon Sherry Ortner's
concept of cultural schemata, it is shown how music provides the key to
‘naturalising’ or ‘grounding' these more or kss predictable programmes of
symbolic action in emotional experience, so that through the patronage of
performance, those in authority can manipulate the conduct of their
subjects or rivals in expected ways.

In supporting cultural schemata, public musical performance also
constitutes a mechanism for dealing with conflict and change, as
historically demonstrated by the way in which the later dynastic kings
used music to negotiate the perceived Islamic threat from Kashmir and
Turkestan, Supported by the analysis of rhythmic structures, in
conjunction with historical, organological and iconographic evidence, it is
proposed that forms of military and chivarious music of West Asian
origin have been accommodated by the indigenous Buddhist tradition: to
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the external Mughal authorities, this represented the incorporation of
Ladakh into their political framework, but the Ladakhi monarchs
presented this phenomenon as the meaningful incorporation of t.he
symbols of Islamic rule into a theoretically immutable Buddhist

cosmological order.

The research is intended, in part, to complement existing work in
Indian and Tibetan music, which has hitherto mainly concentrated on
liturgical or classical traditions, and which has tended to overlook the r-ole
of the living', regional traditions in Indo-Tibetan culture. On a mmfcucal
level, the study also aims to further understanding of the dynamics of
culture change and continuity, and to develop lines of enquiry aimed at
bridging the gap between musicological and anthropological context of
explanation.
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CORRESPONDENCE

Comment on the conference report "Mythos Tibet".
There follows an extract of Dr. Rudolf Kaschewsky's letter.
"I refer to the Conference report "Mythos Tibet” in issue 11 of your

Buiietin which includes (p.83) a short notice on my lecture about the Pre-
1900 European knowledge of Tibet.

Unfortunately, the writer has misquoted me considerably. By no
means I said that the Christian missionaries Antonio de Andrade and
Ippolito Desideni "nurtured negative prejudices about the uncivilised
barbarians with their disgusting superstitious rituals'"!

Quite the contrary is true. In my lecture, I described in detail the
missionaries’ admirable efforts in the study of Tibetan language and
culture, especially Desideri's, who was the first European to explain in a
scientifically satisfying manner the famous formula Om mani padme
hiim, and I clearly pointed out that Desideri's learned treatises written in
Tibetan are an example of Buddhist-Christian encounter on a level never
reached again in later times.

I'am prepared to send a copy of my lecture manuscript (in German)
to everybody interested."

Seminar fiir Sprach- und Kulturwissenshaft zentralasiens der Universitit,
Regina-Pacis-Weg 7. 53113 Bonn. (Fax: 49 228 73 7458).

Comment on de Sales' review of The Rulings of the Night
by Gregory G. Maskarinec

Itis not unlikely that most readers of my book, The Rulings of the Night:
An Ethnography of Nepalese Shaman Oral Texts (Madison: University of
Wisconsin Press 1995), would agree with at least one comment found in
its review by Anne de Sales (European Bulletin of Himalayan Research
vol. 11, 1996, p.67), when she observes that "it is regrettable that the texts
are presented piecemeal...[t]he transcription of the songs [sic] is absent.”
This is a regret that I myself share. However, the corpus of texts that my
bookdraws on dwarfs it many times over, consisting of not just the
“thousands of lines" that de Sales imagines, but thousands of pages. To
expect such inordinately lengthy material to appear as an appendix is
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utterly unrealistic, clearly made impossible by normal publishing
constraints. Fortunately, I would like to announce that a representative
selection of my collections (approximately 10,000 lines of Nepali text,
line by line English translations, and extensive notes, totaling about a
thousand pagesin length) will appear soon from Harvard University Press,
in the “Harvard Oriental Series”, edited by Michael Witzel. This
collection includes three complete repertoires, representing around a third
of the material that I have collected over the past fifteen years from nearly
twenty sharnans: still a small part of what supports The Rulings..., but
less "piecemeal” than in it.

It is far more difficult to respond to de Sales' other remarks,
particularly her puzzling claim that "[iJt should be obvious that for the
author it is only by trying to become a shaman that one may understand
what a shaman is." [68] This is not obvious to me, at least: nowhere do I
suggest such an absurd position, nor, as the book makes clear, did I ever
try to become a shaman. Such a position would undermine the entire
ethnological enterprise, making paradoxical and imrelevant such studies as
the one that I have written. What I do rather modestly claim is that one
needs to know what a shaman says before expecting to understand what
they are doing, a position that I develop throughout the book and will not
reiterate here. It was also, admittedly, necessary to recite from memory
texts to the shamans before they were willing to teach me their secretive
"mantras," but they knew, as would any careful reader, that I was not
trying to become a shaman, only to understand fully their cultural
universe, and that this was the only method possible to obtain access to
this material.

No author, of course, can anticipate what readings of any work
prove to be possible (a remark intended to be jocularly ironic may
apparently be read as pretentiously heroic, for example), so I will not
challenge other points of de Sales' interpretation of my work, except to
add, in keeping with the review's overall spirit, two small comections to
her final comment. First, the Birendra Prajyalankira was also awarded o
Guiseppe Tucci as well as to Toni Hagen, Christof von Fiirer-
Haimendorf, and myself. Second, I was not awarded it for this particular
book (which only coincidentally appeared at the same time), but for my
collections, transcriptions, annotations, and translations of shaman texts.
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PROJECT: A DEPARTMENT OF MUSIC LINKED TO
KATHMANDU UNIVERSITY.

A creation of a Department of Music linked to Kathmandu
University will open at the Harsha Narayan Dhaubhadel Shivalaya

(Chupin Ghat) in Bhaktapur.

Placed under the direction of Dr. Gert-Matthias Wegner, the
purpose of the Department of Music is to :

- Cive the musical traditions of Nepal a chance for survival by
mewis of  study, practice, documentation,  preservation,
communication, appreciation.

- Provide the public and private sector with students competent in
music studics as well as modern recording media, in order to work
in areas concerned with practice, preservation, and presentation of
culture, like performance, teaching, rescarch, publication, tourism,
media work, cultural politics, international presentation, consultation,
etc.;

- Preserve the traditional repertoire and encourage and involve
traditional musicians and dancers.

In order to achieve this, thc Decpartment of Music has been
designed to work in five different areas :

1. Academic course leading to B.A. and M.A.
2. Practical music classes
3. Sound Archive (recording and preservation)

4. Publication and communication (literature, bulletin, master tapes
for CDs, documentary films, public concerts)

5. Research

The British Council, the German Academic Service (DAAD)
and the School of Asian and African Studics (S.0.A.S) at the
University of London have offered to collaborate with the
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Department of Music, Kathmandu University, in supporting the
academic programme.

Head of Department of Music, Kathmandu University : Dr. Gert-
Matthias Wegner

Postal Address : P.O. Box 10878 Kathmandu. Nepal.
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edited by
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LE CHANT DU MONDE CNR 2741080
NEPAL / INDIA

BARDS OF THE HIMALAYAS
EPICS AND TRANCE MUSIC

edited by Franck Bernéde

The art of the bards of the Himalayas in the centre of Indo-Nepalese
territory is not recognised for its true worth as far the sound
documentation of this sub-continent is concerned. For there is a rich
sreasure here that can be divided into two main categories : sung
epics and ceremonial music. The latter can be described by the
generic term "the knowledge of the celestial musicians” and covers a
vast repertory of chants of the various divinities, some of which are
asociated with ritual of possession.

COLLECTION CNRS / MUSEE DE L'HOMME

THE REAL FOLK MUSIC OF NEPAL

edited by
Hans Weisetaunet

15 digital recordings. More than 70 minutes of music.
Includes 30-page booklet with text translations and
explanations.

Pound Sterling 15 .- or Norwegian Kroner 150.- incl

x - . postage Payment to:
Den Norske Bank, Norway. Account: 5470.66 00 240. To o.rder,azr for more
information, contact: hans weisethaunet@ime uio no_Or write to: Weisethauner,

Music Dep. UiO, Box 1017 B?]‘ndem, 0315 Oslo, Norway.

Compact disc to appear in Autumn 1997

MusiqL_les traditionnelles du Népal :
Rituels et divertissements

edited by
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Productions UMMUS de I’Université de Montréal

contact : laurents@ere.umonitreal.ca or
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Himalayan Music

Contents of the enclosed Compact Disc

[1] Basanta (6'28)
This spring song is sung by a bhajan group with harmonium, tibla, cymbals and assorted
percussion instruments. Recorded by 1. Grandin in Kirtipur on February 25, 1986.

[2] Basanta (3'22)
This spring song is sung by a bhajan group with harmonium, nagari  (ketledrum), bells]
and cymbals. Recorded by L. Grandin in Kirtipur on February 17, 1988.

[3] Basanta (2'34)
This spring song is sung by a daphd group with khim (a large, barrel-shaped drum with
tuning-paste on the heads) and cymbals. Recorded by I Grandin in Kirtipur on January
28, 1988.

[4] Basanta (2'06)
This spring song is sung by Ram Knshma Duwal Recorded by 1. Grundin in the singer's
home in Panga on October 28, 1993,

[5]1Caryza song ‘Raktavarpa’ (3'55)
The song is i raga Nif and tala Jai (extruct). It is preceded by a shott aldp (@g kiyegu)
recorded by AA. Bake in 1956

[6] Cholti (0'41)
Sung by Dev Namyan Mahargan (extract of the bol recitation). Recorded by F. Beméde
in Kathmandu in August 1995.

(7] Cholti (1'59)
Played by a dhimay bija group of Kathmandu (Ombauhal tol) conducted by Dev Narayan
Maharjan (extract). Recorded by F. Bemndde in August 1995.

[8] Lampvah (2'52)
Plyed by a dhimay bija group of Kathmandu (Ombahal tol), conducted by Dev Narayan
Maharjan. Recorded by F. Beméde in Kathmandu in August 1995.

[9] Sri Ganes piija (4'13)
Malasri melody sung by a group of mangalini auspicious women. Recorded by C.
Tingey.

[10] Padca baja (4)
Played by a group of Damii of Gorkhd. Reconded by C. Tingey.

[11] Bhagwatiko laya (4:'46)
Nagara band ensemble of the Manakimand temple (Gorkha district). Played by Deviram
Pariyar (rasa), Nabaraj Pariyar (nagari), Sujan Pariyar (bijuli-bin3) and Man Bahadur
Pariyar (karnal). Recorded by S. Laurent.

[12] Mero karma (5'22)
Played and sung by Ram Saran Nepali. Recorded by H Weiscthaunet.

[13] The butterflies of Jumla (4'26)
Played by Ram Saran Nepali. Recorded by H. Weisethaunet

[14] Pho laba ghitu (441)
(Two song sections). Sung by Klinu villagers conducted by Bhasu Gurung. Recorded by
M. Lahtinen and P. Moisala on February 16, 1976.

[15] Imitations of bird songs (0'48)
Sung by Gyendra Rana Magar. Recorded in Kathmandu by F. Beméde in March 1996.
Jungle fowl, partridge, nyauli (great Himalayan barbet), kuturkhe (blue-throated barbet).

[16] Nyauli (3'36)
This love song is sung by the Hudkiya bard Sher Ram at Paparsali (Almora District,
U.P. India). Recorded by F. Beméde in February 1989.

[17] Ngah drum and voice (2'26)
Recording made by B. Pignéde in 1958. (“Au pied de I'Annapuma,'Le Chant du Monde.
LD-S- 8245).

[18] Dhyangro drum of jhankri mediums (Tamang). (1'20)
Recorded during the Janai Purnima at Patan by C. Jest in 1965. ("Tibet, Nepal,
musiques religicuses et profanes. BAM, LD 104, 1966).

[19] Hani children's song (021)
Recorded by P. Bouchery in 1996,

[20] Hani children's song (0'34)
Recorded by P. Bouchery in 1996.

[21] Hani children's song (0'39)
Here executed by men's choir. Recorded by P. Bouchery in 1996.

[22] Hani laudatory song (Xaba) (1'48)
Welcoming song for visitors, improvised text on the most common melodic structure in
the Red River region (district of Jianshui, Yuanyang, Jinping). Recorded by P. Bouchery
in 1996.

[23] Use of a citrus leaf as a wind instrument (0'19)
Typical melody of Yuanyang region. Played by a man (extract). Recorded by P.
Bouchery in 1996.



[24] Vegetal trumpet (gubi) (0'54)

Melody of Yuanyang region. Played by a woman (extract). Recorded by P. Bouchery in
1996.

[25] Leaf and gubi. duet (029)

Played by two women Recorded by P. Bouchery in 1996.

[26] Hani love song (atsi) (0'38)
Accompanied by the sound of gubi (extract). Recorded by P. Bouchery in 1996.
[27) Hani percussion ensemble (2'15)

(Gongs, cymbals, single membrane cylindnical drums). Played by the “pure men" of the
village community during the performance of the ritual dance for the celebration of the
new year (extract). This picce is accompanied by a dunce song (soké-so-ae) borrowing
the same melodical and textual sructure of the xaba type (cf track 21). Recorded by P.
Bouchery in 1996.

Total : (69'50)






