MUSIC AND IDENTITY AMONG MAHARJAN FARMERS

THE DHIMAY SENEGU OF KATHMANDU !

Franck Bernéde

In many ways, Newar music appears to apply mctaphysical concepts to
urban order. The 32 wards (fo/) 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 research: the
mythical substratum, ritual structure and the orientation of musical
cducation.

To begin with, it should be noted that musical per formance among
the Newar cannot really be qualified 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 introducc 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 rescarch programme 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 Francaise d'Ethnomusicologie 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, . Grandin and GM. Wegner.
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Nasahdyah

Nasahdyidh is the Newar god of music, dance and the arts. He
appears as an aspect of Siva Mahadeva with whom he shares the names
Nate$var 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 dyah,
"god" and to link this conventional ctymology to the Nepali expression
nacne devat3, "dancing god"?.

Representations of Nasahdydh are diverse and can be divided into
three principal categories: cavities (New. Nasahpvah), anthropomorphic
forms and finally musical instruments. The cavities (INew. 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, Ganesa and Kumir.

Fig. | Nasahpvih (Indra cok, Kathmandu)

In his anthropomorphic form, Nasahdyah is principally represented
on the stone or metal tympanums (torapa) of temples. Generally, like
Mahadeva, he is represented draped in a tiger skin, icovered 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 sah are contractions respectively of the Sanscrit root
NRT- "to dance" and the word iSvama "lord"; the contraction 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. mundamald), it indicates, as for all Tantric divinities,
the acceptance of blood sacrifices. Moreover, the garland symbolises "the
science of letters", mantra vidya. Other iconic represcntations 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, Nisahdyah 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.
Hmc?. }hgu- are numerous devotional hymns attributed to distinguished personages like
Patnﬁp;nh. in which the text suggests dancing and the tinkling of jewellery. One of the
most important .I‘l)'mfls, the Tatvirya-stava, is recited after the piija at Cidambaram: it
mkes the 1denl1..ﬁcaugn of Siva with dki as well as his association with grammar and
medicine, describing him as the dancer and he who sings the purest hymns of Simaveda
Anol.hef hymn, the Natesa Cintdmani, structured around five phonemes of his mantra,
;xpllcmy describes him as musical notes personified, residing in the $ri Cakra.
Althnugbh}:asgbdyiij_ ﬂ:}s rlaﬁrely depicted, the thanka in the National Art Gallery of
Bhaktapur tm with "16 amns", sodasi mudra, dancing with his consort and dated
1659 AD, is a remarkable example. .
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Mahadeva and Nisahdyih are distinct entities and reside in different
shrines. A small temple built on the hill's summit shelters Mahadeva in
the form of a caturmukha linga, while Nasahdydh is represented by a
natural niche in the wall of the mountain side, about 50 meters below.
Still further down, two raised stones are dedicated to Sarasvati and
Gane$a. Curiously, Hanumin, the inscparable 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 2o to Mount Kabilas at least once in their lifetime. Women
cannot participate in the worship of Nasahdydh, 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 Nasahdyih
with this mountain. The first recounts in cssence 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 entrance 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, Niasahdyah 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
tics 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 to reduce 10 ashes 21l 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 Dyva 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 Dva asked where the donkey was. Bhim Dva
thus realized that his singing sounded like a donkey's cry. Just as a bad
craflsman quarrels with his tools, Bhim Dya grew angry with Nasa Dya,
thinking that he had been badly taught. And so he went off to hit Nasa Dva with
his club. Seeing him coming, Nasa Dyva 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),

© Legend recounted by a Brahman from the temple of Kabilas
. Thc same spelling and underlining rather than italics is used here, as in Lewis'

n of Prem Bahadur Kasa, Nags Dyaya Mye, 1963,
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Legend 3

"A long time ago, Nasahdyah in his human form, was walking towards 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, Nasahdydh was proud of
his virility and claimed the same rights. The situation 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 Kavi, and the young woman took the flesh
and made a being called Khya. Nasahdydh, saddened by the hideous creatures,
sat down on a felled tree trunk and began to beat it furiously. Suddenly, the two
creatures came 0 life and began to dance o the rhythm of their father, According
to oral tradition, this legend is the origin of Nepalese music and dunce." (afler R,
Praddhan (1111 NS, p. 1).8

Legend 4

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

8 Translation from Newar by $. Manandhar.

9 pyakkhd , “dunce" in Newan.

10 Legends 4 and 5 were recourtied 1o me by @ Vajricirya dunce muaster in Patan.
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Legend 5

wOne day Parvaii in her angry form (krodha mirt), was performing her wild
dance when Mahidev 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 satisfied the goddess was called Nasahdyih pyakkhd. It is also called Jasya
nrtya Surprised and completely won over by this dance, Pdrvati adopled it and
made it her own. According 10 the local 1adition, it is the origin of the rasa
adbhuta ("the wonderful mood”),

Legend 6

"Arrogant gsi lived in a forest. One duy Muhidydh (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 offering 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 s were unrelenting and started on a new sacrifice
from which a venomous serpent sprang forth. Upon seeing Mahadyidh, the
replile was instantancously pacificd and delicately coiled around his neck,
‘offering him body as an ornament. Confused, but determinate, the f5i used the
force of their mantras to 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!

Ce.rtam characteristics which emerge from these legends allow the
'_;'cdemil_igte..featurgs of the god's personality to be established. Obviously
s divine figure presents a great number of similarities with the dancing

Siva of classical Indian tradition. Legends 4 and 5 illustrate the bipolarity

f the tandava and lasya dances, traditionally associated with the lord of

”Lemﬁmmted by a Rijopidhyiya of Patan.
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dancers, and myth 6 is a variation of Natardja's story rclated in the
Mahatmya of Chidambaram, the Koyil purdna (cf. Rao, 1990: 174).
These elements would therefore lead a priori 1o 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 arc in some respects, the most important for our
purpose.

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

The account of the birth of Nasahdyidh's child (Legend 3) appears
as another noteworthy difference between Nasahdyah and Natardja. The
division of this child into two entitics, Khyd and Kava'$, resulting from
matrimonial discord, is of the greatest interest. It should be pointed out in
advance that for the Newar, these two beings arc intimately associated
with nocturnal terrors, in particular, thosec of children. They are
sometimes considered as inveterate mischicf-makers, sometimes feared. It
is said that onc of their "favouritc games" consists in pressing down on
sleeping people. Although it is not specified in the myth, their
representations in the form of a skelcton and a pile of flesh recalls the
hctcragcneity 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 Vytra in the
Paricavimsa Drahmana (XV.11.9) is an explicit illustration of this:

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

verses,”

Within the context of Newar myths, the god, called either
Nasahdyah or Mahadev, cannot escape from the demon Basmisur'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

the scomful, nor the unstrightforward, nor the one who has no self-controk: thus I shall
" M“ [Nu_:. 2.4-1- -control; thus
!lihnddbe noted that Bhimasena is the name of one of the five Pindava brothers in

12 A master of dance, Vajricirya, explained the difference between Mahideva and atz and of Deva Gandharva (Renou, 1987: 533). It is also the f the
X : is a name o

Nisahdyih, "Nisahdyah concedes the siddhi “powers", and Mahiideyv, completely

intoxicated with cannabis and drunk with the perfume of the dhatura flow 1 15 . ;
: [ the ower, granls al b3 m ASA 653 i:auﬁl‘ye and m’t dardance 1V i hi -pﬁljlﬂ appended lis
ﬂﬂl one M‘G e L e SN i i c .85 mn Ihc D {7} ¥ ( l L
of charac { + ' + & h
i ‘ e : : s e e : t f d__m_\ : islics o.f Pil:linl tncludma approximately 2000 roots which are

Knowledge personified secks refuge in a being whose function is precisely to be the

trustee, the recepacle of Knowledge par excellence which is the Vedic Word, "Verily,

knowledge approached Brahmana, "Protect me, [ am thy treasure, Do not expound me to
28

K katkala’ () ' 198?::5;5 i, often represented in painting as a
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the term laya as a wide meaning as conventional translations demonstrate

with the words: ndissolution”, “"absorption”, "merging" or cven, "rest".
P.L. Sharma (1992; 387), in his detailed study on this theme, presents

four 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, heart, lungs, liver, kidnecys, etc. are
from the mother; while hair, moustache, nails, teeth, bones, channels,
ligaments, vessels and sperm are from the father (Sirirasthinam III: 6+
7)!7. 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 (samhira) 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 sleep or slumber
(susupti) in living organisms where the merging of the faculties of sensation and
perceplion inlo consciousness is implied; 3) in hatha yoga, the state comparable
to samadhi (deep meditation) spoken of by Patiijali, 4) in music, the visranti or
rest immediately following 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 Nasahdyidh within Newar socicty as a
whole, this association with Jlaya must be considered in a broader
spective than its musical meaning. The cxistence of abundant literature

Within the musical aspect being examined here, the creation of
Kavi and Khya associated with the scparation of gender is in keeping with
the founding constituents of musical production as expressed in the
traditional stanza of unknown origin, sruti matd layah pitd, translated as Jielating to worship of this divinity in the milicu of the pricsthood and the
“the pitch is the mother and time is the father"(¢f.Rao,n.d: 2). The soft ctaphysical spcculation associated with it arc cvidence of a broader
parts arc therefore associated with Speech (represented by the syllablcs, encaningls,
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
h, form an indissociable triad. In this context, cach of these
ivinities is endowed with a “special quality” which benefits students. It is
d that Nﬁsahdyﬁh grants laya; Hanuman presides over the falal®
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 tunc or meclody (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 musical
tradition. As a major concept, embracing cosmology, yoga and the arts,

Nasahdyah, the principal divinity of music, is present in all
struments, ncvertheless, tradition particularly associates him with
anophones and aerophones. Hanumin, as rhythm master, is
cp:unn&ed by different categorics of idiophones (metal discs and
mbals). Lastly, Sarasvati is traditionally associated with stringed

17 Edited and tmnslated by M. Angot, in pruss.
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ccictants. then the tika mark of Nisahdydh (New. mvahani sinha)?? is
,, on the forchead of cach participant. Recitations of the mantras
olléw; after which, the master of ceremony is empowered to give
nstructions or to make remarks 1o his students. An offering called baupa,
edicated to the bhut-pret and picasa concludes the first part of the
ceremony. The baupa offering is composed of beaten rice, ginger, black
soy seeds, black seeds, picces of raw meat and salt. Intended 1o pacify the
spirits of the dead, it is an indispensable preliminary to the sacrifice

hich 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 cvit, called Nisahdyah guthi pija, tvih plija, Nasahdyah plija 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 obscrvation of several
ceremonies 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 Nasahdydh and
the ingredients of the pija (flowers, incense, cic.) arc sct 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 are then placed on the drums, as well as
on the ritual utensils. This procedure is followed by diverse offerings,
consisting of cotton thread (jajdka) representing the gift of precious
clothing, flowers and samay®!. After having thrown the rice in cight
directions, the incense and lights are 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
jctim, which may be a cock, a young goat or as in the ritual we
lobserved, a buffalo. If the animal is a cock or a young goat, the officiant
sprinkles it with water. 1t is said that if it shakes itself, this significs that it
accepts the sacrifice (mdualigu). If not, the animal is unfit (Pradhan,
986:234). This sprinkling is not judged nceessary for the buffalo. The
oat of the animal is then cut open from top to bottom and a small piece
f 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
placed in a saucer. Finally, the head is cut off, removed from the body
nd placed on the altar of Nisahdyih. The cotton wick of the sukunda
amp is lit and placed there. It is interpreted as the sign of the re-
absorption of the buffalo's constituents into the five clements (Skt.

thabhuta). A blood ikd is then placed on the drum skins. The head is
ow placed in 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 Khya and Kava, the children of Nasahdyah. The
tudents return to the house of the clder (Kdji ché) where he blesses them.
immediately following this, the animal is dismembered. Its head is
flivided into eight parts and offcred to the clders as music masters
20 According to ol trmdition, the appearance of the pivimei fiddle in Nepal coincides according to a strict hicrarchy:
with the appearance of Mafjuéri, the divinity associated with the creation of the
Kathmandu Valley. From ancient descriptions, the playing technique seems 0 resemble
both the Chinese fiddle (fixed bow) and the Indian sarangi (fingers resting on the
strings). It was chiefly used to uccompany a repertoire of love songs, entitled kali,
"black' which were performed during marriages. This fiddle is described as one of the
best means of seduction (RK. Duwal, personal communication). n
21 The sumay is a mixiure of rice, beaten rice, bluck soy sceds, pulfed rice, ginger, roast Mlbowers of
meat, black seed cake, boiled seeds and alcohol. =
32

. fium theSansknl word, mohan, “illusion”, and one of the names of Krsna
ika mark is placed on the forchead of all participants during the ritual. It is
the soot from buming fibric mixed with mustard oil. It strongly suggests the
attmction atiributed to Nisahdydh 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 second 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 Nasahdyah 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 (gurhi) and is conceived as
part of the category of rituals in honour of the group of tutelar
divinities (New. digudhyih) to which Nisshdyih belongs?,

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 detail
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 Natardja, is the object
of particularly elaborate procedurcs. The obvious link between the
dancing god of Cidambaram (Tamil Nadu) and Nasahdyah, leads us to
quote the translation of a text from the Bheritidanaviddhi part of the
Cidambaraksetra Sarvasva (1982, vol. | : 90). In some respects, this text
is a meridional counterpart of the sequencing of Nasahdyih's pija 24,

23 Cf. the description of the buffalo sacrifice in Pyangaon, described by G. Toffin

(1976).

24 We warmly thank Pandit Sivardjn Diksitar from the Institut Frangais d'Indologie in

Pondichery, who 10ld me of the existence of this passage and kindly agreed 1o translate it
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”I,.]drnwms two Sthandila mandala with rice, one in the Fast and the other in
the North of the dhvajadapda "flag post”. Drawing a lotus figure with eight
petals in one of the said Sthandilz and placing the bheri in it, Placing the
astardja "Siva's holy trident” in the other. Both of these things are honoured
with dhupa “incense”, dipa “"holy oil lamp", naividya (cooked food, with fruit,
cte.). Then the bheri is honoured by offering flowers, etc. [then] Worshipping
*Rudra’ at the centre [of the bherd], sapta i, "the seven sages" at the root
[bottomn of the 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] adorning the bheri
with a picce of silken cloth, flowers, elc. [then] elevating the wind on the dkisa
(sky) with hakdra medilating on Mahideva as having (in) ‘bindy form and
W-(pcnneating the whole akiasda) , [then] either the priest (of the festival)
or his assistant beats bheri (thrice by reciting the following mantras):;

1. Brahmajaffiinam + asatasea vival - lirst beating.
2. ldam visourvicakrame + paum sure - second beating,

3. Tryonbekam yajamahe + md mptit - ird beating.

After beating the bheri by the dcdrya priest or assistant, the ritual is over, the
foauhr bheriplayer is called to the place and is sprinkled with sanctified water.
He is also adomed with garlands of flowers. He 100 beats the bheri with Nandi
tila. Other instrumentalists, at that time, play on the important instruments like
mﬂdah. muryja, pataka (keledrum), 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. "

With regard 1o the polarity of the misra type (Vedic and Tantric)

flhecult of.Na;arija in southern India, we note that is is the Brahmans
._'are responsible for the sacralization of the bheri drum and this
om::lrcdnes not include blood sacrifice. One of the officiants of the

0§ﬁﬂ_aa_'ibaram Whom we met described the different steps in the
’;ﬂ Zel‘:fewz}r go.d: "'I:ha cult of Siva Natardja is that of Beauty,
SEOUS In L™ This remark takes into account the respective

logies of the two poles of tradition, It should also be recalled that in
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the case of the ritual to Nasahdyah, the ritualization of the dhimay drum,
which is not codified in writing, is performed by Jyapu pcasants, who
consider the god of music as a sceret divinity (dgddyah) especially bound
to them.

The Instruments

Two kinds of dhimay drums arc found in Kathmandu: a large one,
most often called mii dhimay or ma dhimay and a smaller one called
yelepvih dhimay or dharicha dhimay. The Newar describe the first as an
indigenous creation whose origin goes back to "the time of thc gods"
(Toffin, 1994: 438). According to I. Grandin (1989: 68), its existence
gocs back to the Licchavi period (fifth-seventh 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).

Fig. 3 mii dhimay
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fres “are cylindrical drums, with two skins, Iin wood or in
o ndbrass Their non-standard sizes, vary respectively from .35 to
4|w2minhmﬂhl and 23 to 27 cm in diameter foz: lhc‘: yelepvah dh:may:
and from 45 to 50 cm in height and 38 to 50 cm in diameter for the mi
dhimay. Their manufacturc is collective uniting scveral craftsmen —
Chunara carpenters for the wooden bodies (New. gvé'h.) and
-rmikirﬂ(ansﬁkﬁr smiths for thosc in brass. The preparation —
m.—wmglﬁng the poat or buffalo skins and the final assemblage are
the responsibility of the Kulu caste of tanners?>.

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 Nasahdyih, while that on the left represents marikah
(from ma, "mother", and kah, "place” ?)26. In Patan this play of
oppositions is respectively represented by the two types of dances of Siva
Natardja, 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 Haimddyah, the divinity linked to
Mahakala who sccms unknown outside the walls of “the city of the
devotees"?8.

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

nt steps in the manufacture of the dhimay

= For a detailed description of the differe
see G.M. Wegner (1986).

he nﬁﬂhb Benenilly seems ©© represent a contraction of mahikala, However,

ing informants in the southern part of Kathmandy, the translation of maitkah is

ot i

* For more on Haimadyih, of Wegner, 1992 125.
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etymology of the word tila associating the syllables & with



dhimay of Kathmandu is here theoretically outlawed with the mi dhimay,

festivities and festivals as shown by its inclusion in ritual events
at least in the lower part of the town (Kone).

(marriages, democracy day, the king's birthday, etc.). As opposed to the
mi dhimay, which is exclusively reserved for the Maharjan, this

1 o;gannlogically similar, the ghau and kepui can be distinguished by
instrument is played by the two communities.

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
in the upper areas 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 15 years, it is not uncommon that adults, who
did not learn to play in their youth, join the training. Always preceded by
a preliminary initiation called vahlah cvanegi?!, 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 almost
seclusion in special houscs called dkhihché The name, formed from
m"lcncr" and ché "house", designating the site of musical training, is
x't.u:tsl:i1'|ti.:rc.&;ting.3\3 Probably from Sanskrit, the first meaning of aksara is
::mwi;hablc"y; the Newari term akhih corresponds with the meaning
phoneme", defined as the "plus petit ¢lément, ins¢cable a-tome (a-ksara)

Fig, 4 yelepvih dhimay

To be complete, the dhimay bajd requires the presence of
idiophones, which have the function of regulating the tempo (fala).
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 Vajracarya and Sakya high
castes from a combination of different metals whose proportions are kept
secret, the two elements 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

30 ;
According to RK. Duwal (personal communication i i
< ng | ), the kepui metal disc was al
: in Pgmuil, Banepa and Thimi, & i
See Toffin, 1994: 439, for a description of this ceremony.
wm'l'l; gnuzmus:un of musical knowledge is not hereditary, but based on individual
.. sl _demi;.as a genenral rule, the best student is destined 1o become a guru upon his

B3 The term. - :

ise. mngt;mi“_aw‘”dms to S, Isvarananda (1995: 1) designates "a place for
) _l‘,q ‘B! .
R accarding 1o the traditional etymology - na ksarati or na ksiyite - is what

ot flow out or perish. h I ; ; e
29Gf: the detsiled descripion of M. Helffer in her work on. Tibetan musica). intruments X, 1992 13, oo henee the imperishable, the indestructible, the eternal® in

Mchod-Rol, CNRS Editions, 1994: 162.
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approximately six weeks, the first part is devoted to the
e "if's‘ticm of the repertoire, which in Kathmandu, includes
5 pieces. Like most percussion instruments on the Indian sub-

laying Newar drums is based on a corpus of syllables (bol)
eotyped rhythmic structures (1al) (cf. Kolver and Wegner,
Kathmandu, this language is based on five phonemes: two
and ghil (left hand), two dentals £ and nd (right hand) and
syllable, dhyd (na + ghl ), corresponding to simultancously
ne with two hands. The first guttural kho and the first dental t3
the edge of the skin and ghd and nd to the middle. The left is
h a bare hand, the right is struck with a bamboo stick (New.
“whose extremity is rolled up in a spiral38. If the timbres
udmg tb-me dentals i and nd are well contrasted in playing the
v, striking the edge of the drum causes a naturally duller sound

de la langue” (Padoux, 1980: 75). It should be remembered that within g
musical context and since the Visnu-dharmottara (second century BC ?),
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 all
sectors of society, it is not surprising to sce a place for acquiring
knowledge, based above all on the Speech, designated as "house of
letters”.

This apprenticeship is formally divided in two major, distinet
periods, marked by four ceremonies respectively called: Nasih salegu,
chema/chuma piij@¢, ba piiji and pirancgu pija (Toffin, ibid.: 441). Each
of them is accompanied by blood sacrifices and followed by a communal
banquet (New. beay).

¢ yelepvah dhimay, whose resonant surface is less3?, As for the
kho made by the hand's pressurc on the edge of the frame
adull sound, while ghil consists of & bounce of the palm of the
uring resonance. Finally, the dhyd syllable, associating na and
¢ by simultancously striking the centre of the two membranes,
Ics, respectively mute and resonant, are supposed to be
ith the type of sound produced by the drum.

Musical Language

Teaching invariably begins on a Thursday or Sunday after the
festival of Gathimugah and terminates a few days before nalasanigu, the
first day of Dasai (cf. Toffin, ibid.: 439)37. Preference is generally given
to Thursday, an auspicious day devoted to Nasahdyah and Brhaspati, the
master of teaching in the Hindu tradition. It is preceded by a propitiatory:
rite called Nasih salcgu, "conveying", or dyah salegu piija. This
ceremony, an indispensable preliminary to teaching, is intended
transfer the god's energy from the temple of the ward to the d@khah
The music master and his students meet 10 make the kisli, a substitute for
the god in the form of a terra cotta saucer containing uncooked rice o
which a coin with a betel nut on top is placed (cf. Wegner, 1984: 12 and o ; S : ;
Toffin, ibid.: 441), Each student keeps one in the akhdhché and dedicated m?;f:i zﬁﬁﬁﬂc"r’i‘;;l’:ﬁ;ﬁ ‘5:::"1“% l‘f‘;‘c"r‘:'m‘{"‘
a twice-daily worship throughout the apprenticeship. This ceremony 8 . This technique aims as much at establishin ga mct?d Y erfn i
also intended to receive the black mark of Nisahdyah (mvahani sinha). : W independence of the student's lw% hands“: regularity as

; . As an example,
l@f : __Wped formulas used during the apprenticeship of the
> dhimay is given (cf. Ex. 2 in appendix),

‘These five phonemes arc arranged in a limited number of
cach constituting a unit of measure (Skt. matra). Hence,
 n: wal phonemes, 50 or so are combined, comprising two,
four syllables (cf. Ex. | in appendix). Each musical sequence is
at the place, in reverse, inverted or by alternating sequences.

35 Cf. A Daniélou and NR. Bhat, 1959; 157,
36 Obligatory in Kathmandu, the chema pilji is rarely practised in other localities (it does
not exist in Kirtipur and is oplional in Patan),
37 This schedule can, however, vary according to localities. Thus, in Kirtipur, according
to student abilities, it can by prolonged by nine months, during which the festival of Cai
Dasai concludes a short time before.

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

Jelep ﬂ:& mx ‘Whose reduced diameter of the skins restricts the
- the | using different ways of striking the drum, has a great
‘techniques which have contributed to its popularity.,
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v ts associated with the ancient Malla dynasties, are
' 553' symbol of kingship, not however without some humour.
jan questioned on the significance of these poles, said, "[...] the
t not fall, this would be the source of great unhappiness but E=]
at least, we make him dance as we like".

The handling of the bamboo polc is clsewhere associated with the
yod Hanuman, the master of the fdla, represented at the top by the tail of
Mﬁ!&ﬂh With the dhimay drum, it forms an inscparable couple, the
srenticeship of the pole (dhunyi scncgu) is accomplished on the basis of
Fhythms emitted by the instrument. This spatialization of musical
age, whose importance in pedagogy should be underscored, is
pencrally based on binary rhythms. In some wards, however, it is made
ip of combined rhythms (binary/ternary). The example cited below,
palled dhunya bol, illustrates a conventional schema of word/gesture
irticulation. Each clement of the chorcography of the binary rhythm (cho
des with two mated: | ghti ghii / nara | (going up) / ghi / nara/
[descending) / kho / 1t : (turning around the waist from left to right)
ind ghil / nara/ (turning around the waist from right to left).

Far from being the exclusive prerogative of the musical worlg
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 appear®®. Moreover, corpord
participation, attitudes linked to striking the drums, which are also founy
in the dance repertoire, dhimay pyakkha, favour this memorization.

The memorization of the corpus is regularly controlled on twy
levels: through daily recitation before the music master, and cach week
generally on Sunday evening during the collective pdjd, in the Nasahd
temple. The first part of the apprenticeship ends with a ritual called
chema piji. According to G. Toffin (ibid.: 441), it is a ceremony o
pacification intended to appropriate an equivalent relationship betweeg
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 piijd precedes the phase of instrumental practices
which is in fact the application of the syllabic corpus to the instrument.
northern wards of the town, this stage also includes the practice of
acrobatics (mah tahnegu)*2. The students form human pyramids and lcart
to handle a long bamboo pole called dhunyd or dhunyd munyi®
According to S. and H. Wichler (1980: 92), "These poles were originall
a military sign and arc relics of the time of the Malla Kings, when the
Jydpu whose caste alonc play the dhimay were taken into military servict
together with the Nay or Kasaim”. Even today, these poles, decorated

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

kho / 13 /ghil ghil / niird ghil / niir / giod /ndrd //

| The appreaticeship of the ma dhimay cnds after a first public
Farhnncc. This festivity is accompanied by a ritual called pidancgu /
38j& during which the students must lead the god's encrgy (in
;fgmx_'hf_thc kisli) saucer from the apprenticeship house to the
_" ghbum'hood temple. For them it is an oceasion to receive once again
Bladcm'i nf Nasahdydh. In some localities, for cxample, Panga,
i m is followed by a fifth cer emony called litancgu / litatayankigu
f ‘back". This pilja plays a similar role to that of chema in
These solemn ceremonics are invariably followed by a
___ﬁhe*t{an_'c;sil-y_.imaginc the nature of the tics created through this
.. They once again reflect the basic parameters of Newar

> observed in all activitics of this group — the principle of
id ritual cohesion on the basis of ward,

40 Traditionally 11 forms of the ritation of the Veda exis; they are intended o fix in the
memory of the Brahman studunt the phonic sequence independently from the meaning o
the waords.

41 In some localitics this rite, under the jurisdiction of the master, is optional,
42 Acconding to G. Tollin (ibid.: 443), “mih Ghocgu (short form: mihtik) seems to b
derived from Skt mahi and New. Ghnegu "o join things together."

43 The ongin of the wond dhumya is unknown W us. It may be derived from the
oot DHU- "secouer, Sagiter, faire trembler” (cf Renou, 1880: 343),
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s slowly, comprises cight (= approximately 55) [cf. CD tracks 7
Apart from this clementary binary structure, the ritual drum's

uses two other i/ called partdl and jati. Partal is made up of
dim?(?» + 4) and jati of 14 mitrd (3 + 4) x 2. With the exception
of the latter which secms morc 10 be the prerogative of the northern
wards?s, the first three 3l arc played in all wards of the capital. They are
not specifically reserved for the dhimay bija and are used in other
nsembles (especially daphd and dah khalah).

Analytical parameters

We have scen that the repertoire of dhimay drums has a relativels
restricted corpus of picces in which the circumstances of per formance ary
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. The
include three or four distinct parts called nhydh, gau, kola ang
tvalhaygut4. This technical vocabulary can be defined as follows:
“The rhythmic structure governing this repertoire seems relatively
gencous throughout the urban area. In return, the sequencing of five
matrical phonemes used in Kathmandu vary considerably from ward to
ward. It should be remembered that each syllable corresponds to a
different strike and that each strike produces a timbre of its own. The
syllabic variations are thus concomitant with variations of timbre which
Whithin the same rhythmic frame are discrete markers of the identity of

1. nhydh “to move forward in space” (Manandhar, 1986: 139). This fir
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 i
generally repeated eight or ten times.

2. The word gau "to change, to mect, t follow" may be derived fron
the Sanskrit root GAM- "to go", designates what may be calleg
"development”, 1t is subdivided in two sub-scctions of uncqual length
The first gau, is very short (three mdtrd) and acts as the "transition!
between the overture (nhyih) and the sccond gau, which constitutes

rcal "development”. The latter is repeated twice. Repertoire

3. kold "to conclude”. This fragment is a kind of coda introducing theill M‘h""gh playing the yelepvih dhimay is not restricted and can be
final part. Contrary to the three other seetions, it scems that this shor@ilemPio¥ed in all circumstances, this is not the case for the mi dhimay
composition, optional and rarely played, is the exclusive prerogative offil ich is required in nine specific circumstances in Kathmandu:

the mi1 dhimay.

4. tvialhdygu "to finish, to cover, to closc”. The final part is fixed ang = worship of the god of music, Nasahdyah paja
invariable. It is played at the end of all compositions and acts as a kind o = passing of power from the clan clder., thakilj Jui

S(}Uﬂd cmblcm Ur lhc ward (NC\\I. W.E.lb) - =
- initiation of agcd peoplc burajankvi
- E L]

= procession signalling the conclusion of the a renticeship of
With regard to rhythmic organisation, one first of all notes tha the mil dhimay, Swayambunath wone & i

binary structures are common in two forms (mi and yelepvah dhimay]
while combined rhythms (associating binary and ternary) are principal.
reserved for the ritual drum. Nevertheless, even in the case of binar)
structures, the repertoire of mi dhimay proves to be more extensive tha
that of the yelepviah dhimay. Two contrasting tila, respectively called ch
and linfa, 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 the stat
bh bijayakigy e statues (murti),

3 Hence, le*famya:am l:'ﬁlnqan (in Ombuha tvith) never mentioned the existence of jati
% ‘brief app tCES_hlP of the dhimay drum, and when Questioned on this
Tesponded, "Yes, jati certainly exists, but not among us."
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44 CF Ex. 4 in appendix and CD, trks 6 and 7.
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tially representing musical offerings addressed to the gods,
dhyahlhaygu must be differentiated. The first which is the
; ece of the repertoire, is a salutation soliciting Nasahdyah's
Profm ion, and is the only composition in the repertoire using the three
%l of refereace (cho, ldnta, partal). There are 32 in Kathmandu, this
mw refers to the 32 wards of the city, as well as the canonical
number of ritual drums®9. This piece, devoted exclusively to Nasahdyah,
The repertoire of these different ceremonies is made up of a corpus represents in mf keepeets the \.’mce of' the g?d .m sech to:f O the Gawe.
classified in two distinct categories, as shown by the table below: the first, ﬂ" ueom:l dhyahlhaygu, eicand. i pr:omy. Fo' .Nasal;:dya'h e

3 nedhydh, can, nevertheless, be played for other divinities; there are 24
in Kathmandu, As for the other three pieces, they are used especially

under the title dhydhlhaygy, (dyah "god" and lhaygu, "to speak, t€
express") includes five picces, whereas in the second category there arg during the displacement of the instruments outside the ward's borders.
nong them, the last is specifically used during the festival of the cow

eight, with no particular denomination.
(3 Paru)s0.

Some occasions require the combined use of the first three
dhyahlhaygu. Bearing in mind the sacralization of the instrument, one is
- eminé[ed that in some wards (cspecially in the lower part of the town),
the mil dhimay is only played by the music master and in principle only
caves the apprenticeship homes (akhahché) to be taken to Nasahdyah's
emple. The denomination of mi dhimay (from the Sanskrit miila "root"),

 festival of the cow, Si paru (Nep. Gai jatra)30

- king's birthday, jujuya janmadi47
- full moon of baisakh, baisakh purnima

- concluding festivals, shiba goyagu

Mii dhimay dhyahlhaygu

Title tal P rmance

miidhyah dhyahlhaygu®® cho in the akhihché and in the temple of
Nisahdyah, before as well as after

‘[‘in{a ) P o Ha . .
_any displacement _Frall_y understood as a generic term referring to the category of ritual
partal :.-..'- here designates a particular drum in each of the "32" wards, Its
lanta dhyahlhaygu itz in the akhiheht during the pljd GEEREREERERIOT Bt House of apprenticeship to the temple of
Nasahdyiih yil;l is the objeet of great precaution. On this occasion, the first
tvacha dhyahlhaygu cho in front of temples as well as while ee giyadiayey must be successively interpreted: the first is played

moving to a chosen destination

taiitakho dhyahthaygu  cho arriving and  lcaving  chosen

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

artal an | ' "bri i

P an be understood as "bridges" between the worlds of men and that of the
tabhunaiitata cho walking to the temple towards whichgeot -_th"" sccond series of compositions is intended to illustrate the
dhyahlhaygu a procession is making its way, as erent stages in procession itineraries. Each of these pieces is hence

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

: odcmuctm‘ l_b";a!lng, overcoming obstacles, etc. Furthermore, this musical
1on becomces 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 N
Newar aerophones will be presented in a later publication. i F“MW information on the number 32, see G. Toffin's article (ibi
47 On this occasion, the dhimay is associated with the ndykhi drum, recalling the P It should be noted that specific dhyé‘h]},a;gu & I;mo [nsram:: e 435)'. -
Majian peasans' and the Nay buichers service in the army during the Malla dynasties JRasVat B e e,
48 ¢f example 5 in appendix 47 ¢ &
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entire town. As the table shows, with the exception of the sccon
lampvih, based on the combined rhythm partila, all displacements
carried out on a binary structure (cho tila); the combined rhythms an
generally only played during pauscs.

ion

is general presentation of the apprenticeship of the dhimay drum
andu does not aim o much at elaborating the details of
cal analysis as at emphasizing the underlying interrelations

Title tila  Performance circumstances myths, rites and music in this socicty. As we have scen, Indian
lampvih 51 cho between the dkhihché and the s have proved extremely valuable references for understanding
y first river aspects of the complex personality of the Newar god of Music.

ool : - g ‘seem 10 be able to clucidate in depth an aspect of instruction to
dhuniyapvah cho crossing a river which we hope to return, this is the important role of Sarasvati, one of
swantipupvih partal  at the shrine of Swantipvah33 the cardinal divinities presiding over learning. The direct association
tampvah cho during climbing ‘Sarasvati and smyiti in this context is particularly interesting.
o ) " This Goddess of the Arts and Knowledge is equally personified by Speech
devalipvih cho circumambulating the stupa Mﬂlﬂ association between Knowledge and memory is omnipresent in
pijapvah %) during rituals Mﬂ'idmon This Knowledge is never conceived as extrinsic to the
lampvih partdl  going back down to the akhahché ilj.ﬁ*__ vidual, but a8 s_amclhmg that has been forgotten. Within the Newar
\ . § 3 context, mem; orization of the bol syllables really constitutes the root of
mahpvah cho i:;;ﬁm'panylng acrobatics (mah _a'o‘g;ﬁslﬁﬁn-of musical knowledge. The dircet association between this
partil hnegu) goddess and smyti within the framework of an apprenticeship resolutely

ed on Speech is thus not surprising, even if in its practical
ation, it is destined to become silent and to be used to support the
ntihe drum. Once these syllables are integrated, it could be said
instrumental application is immediate. As P. Sagant (1988)

understood so remarkably well with re i i i
. 0C gard to Limbu children, "
dire, o'est savoir faire." e

Lastly, the repertoire of the mii dhimay comprises a final pice
which is not taught during the apprenticeship and which the students mus
discover themselves. Called s3 yagu (s3 "cow" and ydgu "to make"), it
played during the festival of S Paru (Nep. Gai jatra). Its existene
illustrates an elementary principle which one could qualify as pedagogie
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 sche
of musical instruction. }

3

: ?he's?co:-:ld part of the apprenticeship of the dhimay finally appears
85 an exteriorization of Speech in the form of rhythm and musical
enlmrs" It has been shown that from a relatively homogencous
hythmic effect, identity expresses itsclf in each ward through the

S icing of specific syllables associated with strikes. Hence, the tila
?;rpms as.a fixed point, immovable, from which the various
: tkes radiate. Finally, transcending these two aspects of which

e is the geni i
€ genitor, Nasahdydh is the master of silence, laya, silence before

SICE Ex. 3 i ndix.
in appendix nd after all musical creation,

52 This composition, us its name indicates, is also associated with the bamboo pal
dhunyi. Moreover, it is played in the following circumstances: the displacement of th
murti, Shiba goyagy, Bursjankvi, thakali lui, Bhagwan bijiyakigu, Nasahdyah pilja, 3
well as during the festivals of Seto Matsyendrundth and Indra jitra.

53 The famous cave at the base of the shrne of Swayambhunith U.P.R. 299, CNRS.
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Appendix

¥ k ;
#'. f; List of compound syllables used in playing the dhimay drum in

{1 2 3 4
[ G a5 titakhots
takho takhota takhotita
tadhyd titikho tikhonakho
taaght tikhondira
takhoghi tighunita
tighlght tighunira
_ taghttight
i nadhyi natakho nitakhota
nird ninakho ninakhotd
nakhodhyd nikhoghti
: nikhoghi
kho | khota khotita khotakhota
khotiko khotitakho
khotaghi khotakhodhy¥
ghl | ghiind ghiitaght ghinighting
ghiinird ghiinakhota
ghiindtaght
ghiininikho
ghlninits
re— — wmklm
T e P
dhyfina dhy3tadhy3
dhy3ia dhyZkhota
dhy3ghii dhydightina
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Ex. 2 Formulas for the apprenticeship of the yelepvah dhimay

1
2

3
4
5
6

8
9

. @ / kho / dhyd / kho /
. dhy¥ / kho /G /@ /

. Bt / kho / dhy¥ / dhy¥ /
. kho / t8kho / dhy¥ / dhyX /
. dhy¥ / khota / & / kho /

. tatikhots / dhyf / khotd /
7. dhy3 / khota / tatakhot /

. tghunat / kho / Gitd /

. tatikhota / takho / dhyd /

10. dhyd / khotd / @ikho / dhyd /
11. kho / takho /3 /1 /
12.tatakhots / 5 / @ /
13. taghtnats / G / @ /
14. ghimataghtl / & / W /
15. tBghtinata / ghiina / dhyd /

Ex.3. Lampvah for the mi dhimay (til cho)
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1a tatda  |kho |tata | kho |1 tata
ghli |nard | khotd | takho | hii_ |ghl [nd
khota | takho |@& tata  |kho |w@d |kho |[ta@a
ghli |ndrd |ghl [ndrd [ghlind|ndkho |t ghii
takho |nard |ghl |nard ghtt |ndra |khota |tdkho
1a ghl _[ghlina

[x 10]

Yelepvih dhimay

| is constructed with a cycle of eight connected sequences, Each of them is
two unequal sections: nhyih and gau. The piece concludes with a
pvalhdygu formula. The eight different nhyah and gau are interchangeable.
) is repeated eight o ten times. The gau part is in turn subdivided in two
ections. The first, made of three mitrd, acts as a transition between the
pry formula (nhydh) and the development. This transition formula introduces the
which is repeated two times. The general structure can thus be summarized
0] /B /C [x2] / D // The bol notation of the first sequence and tvilhiygu
CDtracks 6 & 7):

__[dnyddhyd [atakhota [ dhyddhya |
[ x 810)

@ dhya ta dhya

nd dhydi [tatakhota
tikho ta takho
nd dhyi  |wadkhota
tikho @ |takho @
takhotdtd | khotakhona
takho @ |ghiinakhota

k2

ghll tighli | narakhota
khotd ghi |taghunara
tatdkhota | takhotita
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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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