Hindustani Classical Music

Dhruvpad & Khayal

v 4 2
Late Ustad Zahiruddin Dagar & Late Ustad Nasir Faiyazuddin Dagar
the younger Dagar Duo. Dhruvpad, Dhamar, Sadra.

feg&Ht §fld
YIS TE TS



HINDUSTANI VOCAL CLASSICAL
DHRUVPAD & KHAYAL

lassical music in the north has had a history of many
C centuries and the time-honoured “Guru-shishya
parampara” has helped the arts of music and dance to flow
through generations like a river in perpetual flux, but preserving the best tra-
ditions and adding new features to suit each age. “The political life of a nation
is only a superficial part of its being” (Romain Rolland). It is music that reflects
the inner life, the philosophy, passions, and dreams of the people of each era.
The period from 15th to early 19th ¢ was the age of the exalted and majestic
DHRUVPAD when great saint-singers like Swami Haridas of Brindavan & his
prime disciples like Tansen and Baiju Bawra and later on Raja Man SinghTomar
of Gwalior (1486 to 1526 A.D), his queen Mriganayani and his great court
musicians among whom were many “Nayaks” proficient in both theory and
practice of music, took this form to the highest peaks of glory. The growth of
Dhruvpad and Dhamar was associated with the full force of the Bhakti culf of
Vallabh Sampradaya, the strongholds of which were Brajbhumi, Varanasi,
Lucknow, Darbhanga, Bengal, Rampur and Jaipur. But gradually their rigidity,
austerity of style, and ponderous pace lost their charm, and musicians and
masses alike craved for some genre with more human, romantic word-con-
tents, more vocal embellishments, and greater scope for the singer’s creative
fancies. Dhruvpad lost its popularity and was almost on the verge of extinc-
tion. The recent remarkable revival of interest in Dhruvpad-Dhamar in India
and even in European countries has been entirely due to the unmatched dedi-
cation and devotion of 19 generations of the Dagar ‘parampara’ who pre-
served and passed on their rich family heritage unsullied through all these
‘generations at the cost of many personal sufferings and sacrifices. No wonder,
“Daggar” and “Dhruvpad" have become synonyms now.

During the regime of Mohammad Shah ' 'Rangeele’, the masses got tired
of the excessively rigid Dhruvpad style and the time was ripe for the creation of
the new Classico- romantic Khayal.

Thus the Khayal was created, but it was created over a long period of
time. Amir Khusrau (1253/1325) the great lover of Indian music sowed the
seeds which, however, sprouted only centuries later as the “Qawwal-Pachcha
Gharana” of Khayals. Similarly the seeds sown by the music-loving Sharqui
rulers of Jaunpur in the 15th ¢ for the medium-tempo khayals also did not
grow roots until much later. The credit for the efflorescence of KHAYAL form
goes to “ SADARANG” (Niamat Khan) and “ADARANG” (Feroz Khan) during



their incognito stay in Lucknow in order to escape the imperial wrath of
Mohammad Shah Rangeele for some little provocation or insubordination on
their part. They created this new classico-romantic style, taught it to some
disciples in Lucknow, and the new form became immensely popular. The em-
peror was so pleased that he recalled them and re-instated them as court-
musicians in greater honour.

Thus the Khayal was creafed in Lucknow;, then patronised by Emperor
Mohamad Shah in Delhi, and lafer; if flourished in Gwalior. Subsequently it
became the most popular form of Hindustani classical music and it throve and
branched into many famous “GHARAANAS” such as “ Dilli gharana”, “Agra”,
“Rampur-Sahaswan”, Jaipur-Atrauli”, “Kirana”, “Gwalior”, “Fatiala”,
“Mewati” gharanas and so on.The “Gharana” isfrom “Ghar”meaning “fam-
ily” or “a school of music”, and each developed distinctively different types of
voice-production, styles of interpretations, elaborations and enunciation of texts,
and other ornamentations (“alankaars”).

While we have inherited thousands of traditional khayals, hundreds of
them have been gifted to us with notations by Pdt Vishnu Narayan Bhatkhande
in his KRAMIK series of books. In the last 4 or 5 decades, numerous musicians
and composers well-versed in both music and literature have composed hun-
dreds of fine khayals combining excellent melodic moulds and literary con-
tents (sakitya). Perhaps the name “KHAYAL” was Amir Khusrau’s choice be-
cause it is a Persian word meaning “an idea”, “a fancy” or “an imaginative
thought”. Dhruvpad was edged out of popularity by the early 19th ¢ because
the masses had got tired of its extreme rigidity of style. They welcomed the
KHAYAL, a classico-romantic form combining the classicism of Dhruvpad with
the romanticism of Thumri-Dadra etc. The Khayal-singer can give vent to his
creative fancies (within the rules) and has ample scope for vocal embellish-
ments of swaras and textual phrases. The same raga and the same khayal are
elaborated differently by each singer ; herein lies the everfresh charm of even
centuries-old and oft-repeated khayals!

There are 3 types of khayals:- “Vilambit”or slow Khayals elaborated in a
serene contemplative mood; “Madhyalaya”or medum tempo Khayals; and the
“Drut” or fast-paced khayals which delight the majority of audiences most,
with their speed and sparkle. Khayals are couched in many dialects like chaste
Hindi (Khadi boli), Persianised Hindi, Rajasthani, Punjabi, and even Sanskrit,
but the most popular dialect used in Hindustani music is the sweet and musi-
cal BRAJBHASHA, the dialect spoken in and around the sacred Brajbhumi
(Mathura, Brindaban etc). Into the bare framework provided by the composer,
the musician adds “flesh and blood”, and breathes life through his technical
and imaginative skills, and varied adornments like bol-alaps, bol-taans, inter-
play of words with rhythms and so on.

Khayals usually consist of two stanzas: Asthaayi and Antara. After each



round of elaboration, the singer catches the vital first line of the song known as
mukhda” (face), and arrives on the “Sam”which means “the point of union”,
the forceful starting-point of the faala (rhythmic cycle). It is the restful point of
communion between Raga (melody) and 7aala, which has also got a mystic
meaning. Knowledge of such details adds to the sense of enjoyment and de-
mands total attention of the “rasikas” (connoisseurs). Each gharana has pro-
duced a galaxy of luminaries-“Usfads” and “Pandits™- too numerous to be
listed here.The KHAYAL is going to hold sway in Hindustani music for a long
time to come.

SUSHEELA MISRA

Footnotes:

DHRUVPAD

“Dhruva”means ‘fixed’, or ‘structured’; “Pada”means ‘word’ or ‘syllable’. This
is a type of musical composition evolved from ancient “Prabandhas” with a majestic,
rigid style, and texts in Hindi in praise of Gods, music, Nature and kings. Dhruvpad was
in great vogue from 15th to 19th ¢ and it is the most ancient type of classical music

extant today.

DHAMAR

Another classical type of song with Pakhawaj accompaniment like Dhruvpad.
Set in a taala of 14 beats (Dhamar-taal) this is believed to have originated from the folk-
songs of Braj area. Texts are in Brajbhasha in praise of Lord Krishna or describing his
Hori festival sports and pranks with his beloved Radha and the Gopis (milkmaids) of

Brindavan.

GURU-SHISHYA-PARAMPARA

Unbroken tradition of art (knowledge) handed down by the guru (teacher) to
Shishya (disciple) in the intimacy of a closely-knit family-atmosphere for many years.
While the gurv accepts the pupil like a son, the latter has to surrender himself totally to

~ the guru and guardian in the pursuit of music, following a highly disciplined spiritual

life.

VALLABH SAMPRADAYA

Worship of Lord Vishnu in all His incarnations (especially Krishna Avataar) is
the central theme of this religious sect, the stronghold of which used to be the geo-
graphical region around Brajbhoomi associated with Krishna’s birth, and boyhood. The
Dhruvpads that they sing as part of their daily rituals of worship in the temples of Braj
and in Nathdwara temple in Rajasthaan were also known as “Vishnupadas”. This

Sampradaya produceda large number of immortal saint-poets, composers, and singers.
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