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Abstract

Wajid ‘Alr Shah Plays Krishna’s Stolen Flute: The Multiplicity of Voices in the King of
Awadh’s Dramatic Work

Genoveva Castro
Chair of the Supervisory Committee:
Professor Heidi Pauwels
Department of Asian Languages and Literature

This dissertation is a study of an instance of cultural exchange between Hindus and Muslims in
the context of 19" century theater in South Asia. Specifically, it investigates Hindu-Muslim
assimilation in the artistic production at the court of the last king of Awadh. Through an analysis
of text and performance traditions present at the court the narrative of Hindi-Urdu drama at the

beginning of the modern period is reframed.

Wajid ‘Ali Shah (1822-1887) was the king of Awadh on the eve of the colonial takeover.
He ruled from 1847 to 1856, and subsequently moved to Calcutta after the British assumed
control of the kingdom. He was not only a ruler during a turning point of Indian history, but also
a poet and dramatist. His literary work was often a reflection of his interest in dance and music,
as well as of the multifaceted milieu in which he lived. Thus, although W3jid ‘Al Shah was a
Muslim, he wrote two versions of a dance-drama entitled Radha Kanhaiya ka gissah based on a

Hindu theme that was popular in Vaishnava circles. This dissertation presents an annotated



translation of the two versions of the Radha Kanhaiya ka gissah occurring in Bani (1877), the

first such translations into English.

Framed within the historical and cultural context, the literary work of Wajid ‘Ali Shah is
analyzed here, considering a diversity of influences in comparison to several contemporary
plays. W3jid ‘Ali Shah’s dance-dramas are contrasted with the contemporary Indar sabha, a
commercial play by the Muslim poet Amanat. Specifically, this juxtaposition reveals the
common folk song and courtesan performance borrowings of the court-based dance-dramas and
the Indar sabha. But the difference rests on the heavier influence of Urdu poetry and Persian
narrative of the Indar sabha on the one hand and the Krishnaite idiom of the gissah on the other.

Further insight is obtained by a subsequent comparison with a Braj devotional play by
Lalit Ki$orT, also a contemporary playwright. A translation and edition of the unpublished play
by Lalit KiSorT is provided along with a contrastive examination with the gissah. The previous
inspection exposes the same theme of the stolen flute of Krishna in the court and the temple
setting which signals the influence of Braj devotional theater in the work of Wajid Ali Shah.

Moreover, the relation between the court and the temple calls for an integrated narrative
of Hindi and Urdu theater, instead of a treatment of Hindi and Urdu literary cultures as two
separate exclusive categories. Finally, the theme of the stolen flute is traced in Vaishnava
literature in Sanskrit and Braj over the centuries to reinforce Wajid ‘Ali Shah’s adaptation of a
literary tradition. This dissertation concludes that cultural productions at the court were not fixed
according to a religious identity or particular language, but rather constitute an example of a

Hindu-Muslim encounter.



Note on translation and transliteration
All translations are mine unless otherwise stated in the footnotes. | have read a number of English
translations from South Asian languages that have helped me with me with my own translations.
Whenever this is the case | have acknowledge the sources. This dissertation uses sources in Urdu,
Hindi, Braj bhasha and Sanskrit and there is no simple solution for transliterating all these
languages on the same page. I mostly follow the conventions of John Platts’s Dictionary of Urdu,
Classical Hindi, and English for all the words written in nasta’lig and the conventions of
McGregor’s The Oxford Hindi English Dictionary for words written in devanagari. To avoid the
overlap between the transliteration systems | transliterated o= “s” and w/Js as “sh”, = as “ri” and
g/ 3 as “r”. The diacritics were dropped for names of places and for the name Krishna and

Vaishnava. All foreign words are italicized with the exception of proper names.
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Introduction
The movie Jaanisaar (2015) depicts the interaction in Awadh between Hindus, Muslims and
British officers in 1876. In a memorable scene, a member of the aristocracy recites a poem about
Krishna’s childhood and remarks: “The poet was Muslim, and yet he composed such magnificent
verses on Krishna.” His companion replies: “Hindu poets do the same, they praise the Prophet in
a way that is unmatched by their Muslim counterparts.” The director and screenwriter of
Jaanisaar, Muzzafar ‘Ali, presents a narrative in which Hindus and Muslims coexisted peacefully
sharing their cultures, while the British are portrayed as promoting strategic divisions amongst the
two communities. Along the same lines, another scene shows a Hindu king participating in a
Muharram procession and asserting: “The religion of the people is the religion of the ruler. Hindus
commemorate Muharram and Muslims celebrate Divali. This has been the tradition. Nawab Wajid
‘Ali Shah participated in ras /ila and he himself played the role of Krishna.” This is one of several
references in the film to W3jid ‘Al Shah (1822-1887), the legendary last ruler of Awadh, who lost
his kingdom at the hands of the British government in 1856. He has been a controversial historical
character whose responsibility in the Colonial takeover has been actively debated, leading to
perceptions of Wajid ‘Ali Shah as an incompetent king. Nevertheless, in Jaanisaar he is
remembered as a tolerant king who was deeply engaged in the performing arts. This is a reflection
of the fact that, in the popular imagination, he remains a figure who transcended Hindu-Muslim

boundaries.

The movie’s premise is accurate in that Wajid ‘Al Shah was a Shi‘a Muslim who was
indeed inspired by Hindu devotional theater. The king wrote and directed a dance-drama on the
theme of Radha and Krishna, entitled Radha Kanhaiya ka gissah. The current dissertation explores

the ways in which Hindu culture is assimilated in Radha Kanhaiya ka gissah, by comparing this
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dance-drama to a ras /lila play from the same period and to a contemporary Lucknowi drama. The
theme of the Radha Kanhaiya ka gissah is traced in time and across languages. The play is also

translated, and examined within its cultural and historical context.

In this manner, this dissertation on the dramatic work of Wajid ‘Ali Shah addresses the
broader issue of whether cultural production at the Lucknow court and the court in exile in Calcutta
can be taken as an example of Hindu-Muslim assimilation. | argue in favor of such a
correspondence and then examine how such cultural production influences our understanding of
Hindi-Urdu drama and, more generally, of the development of modern Indian theater. What are
the ways in which the narrative of intercultural dialogue can be framed? Does this imply a
reevaluation of the assessment of Hindu and Muslim as two distinct cultures or does this suggest
fluid boundaries between two groups with elements of shared cultural heritage?

| have translated and annotated two versions of the Radha Kanhaiya ka gissah by Wajid
‘Al Shah. The translation is based on the text of a lithograph of the play written in nast ‘alig and
published in 1877 at the press of the king in Calcutta. This text was compared with a devanagarr
edition published in 1987. Although Wajid ‘Al Shah authored several plays, the Radha Kanhaiya
ka gissah is the only extant script. Wajid ‘Ali Shah calls this text “rahas”, which | translate
alternately as “dance-drama” or “play”, even though the rahas is not divided in acts or scenes like
Sanskrit theater or later modern theatrical texts. | provide more specifics about the term rahas in

Chapter 3.

| consider several frameworks of analysis in this work. The first relates to the fact that the
Radha Kanhaiya ka gissah combines Hindu and Muslim literary traditions and has a variety of
registers from Persianised Urdu to Braj bhasha. The “hybridity” of the dramatic work by Wajid

‘Al Shah is one of its salient features. | borrow from Bakhtin the notion that in a literary work
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there can be a dialogue of diverse social speeches and multiplicity of voices artistically organized
(1981, 262). The differentiated speech of everyday language can be carefully reworked in literature
(300). I explore in the Radha Kanhaiya ka gissah the dialogue between literary works and the
juxtaposition of genres and different registers.

Secondly, | emphasize the connections between categories of performance that have been
previously understood as exclusive. The history of Indian theater is often characterized in terms of
genres and periods; this framework becomes problematic since the result is an image of profoundly
fragmented theater (Solomon 2009, 27). | investigate the interplay of courtly and religious modes
of expression, as the dance-drama by Wajid ‘Ali Shah reveals the interaction of diverse social
settings.

Another framework recognizes that Wajid ‘Ali Shah’s work occupies an awkward position
between “modernity” and “tradition.” Modernity in Indian theater has been associated with the
creation of new theatrical models influenced by European prototypes, including social and political
themes, venues of performance, architecture of theaters, commercialization of tickets and a shift
from the role of actor-manager to that of a director (Bhatia 2009, xvi-xvii). European performances
must have influenced Wajid ‘Ali Shah, but it is not entirely obvious how. In addressing the
question of modernity with respect to Wajid ‘Al Shah’s work, it is first worthwhile considering
whether Wajid ‘Ali Shah created a new theatrical model as he adapted and transformed existing
performance and literary traditions. If we can make this case, then we can subsequently evaluate

whether this departure overlaps with the above definition of modernity in theater.

Additionally, I consider the fact that Wajid ‘Ali Shah was not only a playwright and
director, but also a sponsor of formal training in music and dance of the performers who

participated in his artistic enterprises. Partha Chatterjee states that the cultivation of the arts
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adopting new forms and preserving the indigenous genres became the agenda for late 19" century
cultural nationalists in India. He stresses that the role of Wajid ‘Ali Shah in the narrative of Indian
national modern culture needs to be rediscovered (2012, 220). Therefore, in the spirit of this call

for further investigation, this project evaluates the role of Wajid ‘Ali Shah in Indian drama.

In addressing the questions and frameworks posed above, | embark on a series of
comparative projects and discussions, outlined in the following paragraphs. Wajid ‘Ali Shah’s
performances made a lasting impression on theater and literature. | examine the autobiographical
writings of the king and the text of the Radha Kanhaiya ka gissah to reconstruct the Radha-Krishna
spectacles at the court. | also look for connections with the drama Indar sabha (1853) by the
contemporary Lucknowi author Amanat since this text reimagines the spectacles of Wajid ‘Ali
Shah (Taj 2007, 92; Hansen 1998, 7). The similarities between both authors help to understand the

theatrical setting in the mid-19™ century.

The dramatic work of Wajid ‘Ali Shah is considered the root of Urdu theater (Lal 2004,
50; Qureshi 1987; Marek 1984, 120; Taj 2007, 31; Trivedi 2010, 117), but | argue that the language
labels also contribute to frame “Hindi” and “Urdu” theaters as if they were completely
independent. The notion of “the roots” or the beginning of theater can also be problematized. The
Radha Kanhaiya ka qissah is based on the story of the stolen flute, a popular theme in the
Vaishnava temples. | look for the influence of the ras lila in the Radha Kanhaiya ka gissah and

rethink the idea of linguistic boundaries.

The ras Iila has been researched by several scholars (Hawley 1981; Hein 1972; Mason
2009; Thielemann 1998; Swann 1990), but there are no available scripts before the 20" century.
The ras Iila is an old performance tradition that has existed for centuries, but we cannot assume

that it has been staged in the same fashion over a long period of time. This dissertation helps
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historicize the tradition by including the text and translation of a previously unpublished and
untranslated ras lila play from a manuscript written in 1878. The author of the ras /ila play was a
contemporary of Wajid ‘All Shah and a comparison of the Radha Kanhaiya ka gissah and the ras

lila drama presents a broader picture of theater in the 19" century.

Finally, I explore other dramatic texts and poetic works in Sanskrit and Braj bhasha that have
the same theme of the Radha Kanhaiya ka gissah. The objective is to consider how the common
theme of the stolen flute has been adapted in different contexts, periods and languages and whether
Wajid ‘Ali Shah re-appropriated the tradition by using elements of devotional poetry and drama,

transferring them to a secular stage.

Beyond its contribution to the study of North Indian drama through researching the interaction
between languages, texts and traditions, this study also contributes to a more general question of
interest to several academic disciplines, namely regarding the nature of pre-modern Hindu-Muslim
interactions. One approach suggests that Muslims and Hindus are two different civilizations and
that the historical record shows this antagonism has always existed. Marc Gaborieau, for example,
holds such a view:

The deepest sentiments of opposition, on which both the Hindu and the Muslim

communities found their identity, are traceable throughout the nine centuries of Indo-

Muslim history: from the first testimony of Al- Beruni at the end of the 11th century to

the famous Pakistan resolution in March 1940 and the address pronounced by Jinnah on

that occasion (1985, 8).

According to this approach, the two communities are not just opposed in terms of religion,
there is also a cultural divide and an idiom of hostility that has become deeply engrained.

Established rituals of provocation are brought about through the key symbols of each religious

group. The destruction of temples and mosques, sacred books and cow-killings are recurring flash
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points in this struggle. The image of South Asia as a region of tolerance is dismissed as political
propaganda. Conflict is overemphasized and convergences of these two groups are overlooked.

A different view accuses colonial historiography of exclusively considering the role of
religion in Indian politics, disregarding all the other factors. The historian Gyanendra Pandey
advocates such a view as he argues that colonial observers overgeneralized the strife between
Hindus and Muslims in time and space and used this struggle as a justification for their rule (1990,
45). Muslims were represented as a single blood-thirsty invader and numerous castes, sects and
Hindu communities were collapsed into the category of Hindus (1995, 380). Pandey believes that
colonial rule has played a major role in the construction of the antagonistic identities between
Muslims and Hindus.

Recent scholarship has questioned the exclusive categories of Hindu and Muslim, and
searched for alternative models emphasizing specific moments of exchange.* Margrit Pernau, for
example, highlights the multiplicity of social identities and the fact that they are not stable or fixed.
She claims that historically in South Asia, Islam and Hinduism have not opposed each other as
massive blocks with uniform and unequivocal identities (2005, 169). Rather, there is a fluidity of

identities. This approach is very relevant for the project at hand.

The language used to describe the interaction between two cultures signals particular models.
The term “syncretism” has been critically evaluated by several scholars such as Tony Stewart, for
example. He concludes that the term carries an assumption that the two cultures were absolutely

pure and that if they blended, either one culture completely interiorized the other or the two

1 On this topic (see Dalmia and Faruqui 2014; Flood 2009; Gabbay 2010; Orsini 2010; Patel and Leonard 2011).
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cultures produce a “cultural” son. That model presupposes essentialized, dehistoricized and
monolithic entities (2001, 271-72). In order to avoid these pitfalls, in this project the terms
“dialogue” or “dialogic” are preferred to denote a dynamic process in various directions.
Therefore, | made conceptual choices that were deemed most suitable for analyzing an author
whose work mirrored a plurality of traditions.

W3jid ‘Ali Shah has been the subject of numerous academic studies. In English, Gaurishwar
Bhatnagar’s Awadh under Wajid ‘Al Shah (1968) remains a landmark study as it concentrates on
the political and administrative aspects of Wajid ‘Alt Shah’s government with careful attention to
historical details using sources in English, Urdu, and Persian. Mirza Ali Azhar’s King Wajid Ali
Shah of Awadh (1982) focuses on the political and administrative interaction between the East
India Company and the king, exploring the private life of the ruler, his last days in Calcutta, and
the cultural background of Awadh. Most recently, The Last King in India: Wajid Ali Shah (2014)
by Rosie Llewellyn-Jones looks deeply into the personal life of the king and his relation with the
British. This biography extensively considers the life of W3jid ‘Ali Shah in Calcutta, integrating

the memoirs of the king and the archive of his British contemporaries.

Urdu research focuses on the work of the king as an artist, poet and patron. Mas‘ad Hasan
Rizvi’s Urdu Drama Aur Iszej “Urdu Drama and Stage” (1957) is a landmark in the study of Wajid
‘Al1 Shah’s dramatic work, putting him at the forefront of the beginning of Urdu drama. The book
contains the script of one play and many references to the personal writings of the king; some of
Rizvi’s claims are contested by Aslam Qureshi in Wajid Ali Shah’s Theatrical Genius (1987).
Qureshi considers the theatrical work of the king and helpfully summarizes the major debates in
Urdu criticism about the dramas of W3jid ‘Ali Shah in English. Kaukab Qadr Sajjad ‘Ali Mirza’s

Wajid ‘Alr Shah Ki Adabr Aur Saqafati Khidmat “Wajid ‘Alr Shah’s Literary and Cultural
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Contributions” (1995) is a detailed study of all the literary works of Wajid ‘Alt Shah; it has no
equivalent in English. Wajid Ali Shah: The Tragic King by Ranbir Sinh (2002) examines the role

of the king as a patron and an artist.

W3jid ‘Ali Shah also figures importantly in some broader studies of culture and drama, such
as Katherine Hansen’s Grounds for Play: The Nautasnki Theater of North India (1992) in which
there are specific references to Lucknow and court theater during the pre-modern period. Other
articles by Hansen also address this topic (1998, 2000). The Court of Indar and the Rebirth of
North Indian Drama (2007) by Afroz Taj includes a chapter on folk theater and the dramatic work
of W3ajid ‘Ali Shah. The Making of the Awadh Culture (2010) by Madhu Trivedi has valuable
sections on drama and dance with references to Wajid ‘Al1 Shah and contemporary sources in Urdu
and Persian. The doctoral dissertation In Search of the Tawa’if in History: Courtesans, Nautch
Girls and Celebrity Entertainers in India 1720s-1920s (2008) by Shweta Sachdeva examines the
history of the tawa‘if including Wajid ‘Ali Shah’s harem. Most recently, Margaret Walker’s
India’s Kathak Dance in Historical Perspective (2014) researches the development of kathak
drawing attention to the 19" century and the contributions of Wajid Alf Shah to dance treatises.
Allyn Miner’s Sitar and Sarod in the 18" and 19" centuries (1993) provides information about
musicians at the court of Wajid ‘Ali Shah in the 19" century Awadh. Richard Williams’ doctoral
dissertation Hindustani Music between Awadh and Bengal ¢.1758-1905 (2014) investigates the
musical scene comprising the performances at the court of W3jid ‘Ali Shah in Lucknow and the
interaction with the local musicians during his exile of the king in Calcutta.

My dissertation complements these studies by focusing on the Radha Kanhaiya ka gissah. In
Chapter 1 the life and work of W3jid ‘Ali Shah is contextualized and different perceptions of the

king are examined on the basis of textual sources, including the king’s own works. There are two
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sides to his character: that of the ruler (which is usually evaluated negatively) and that of the
creative artist. The ways in which Wajid ‘Alr Shah understood his own historical circumstances
and the nature of his artistic pursuits are explored. Chapter 2 focuses on the role of Wajid ‘Al
Shah as one of the earliest exponents of modern Hindi-Urdu drama. It investigates the theatrical
performances of Wajid ‘Ali Shah’s plays and compares them with Amanat’s Indar sabha, often
said to be “the first Urdu play.” Chapter 3 concentrates on one of his works that exemplifies his
adoption of Hindu themes: it contains the annotated translation of the two versions of the Radha
Kanhaiya ka gissah, which have never before been translated. Chapter 4 researches the dialogue
between devotional and secular theater, particularly the influence of the Braj bhasha ras lila
tradition in the dramatic work of W3ajid ‘Alt Shah. It includes the never before published text and
translation of the ras /ila play Vamsrt nat lila by the devotional poet Lalit Kisori. Chapter 5 further
explores the Indian influences on W3jid ‘Alt Shah by tracing the theme of the stolen flute in plays
and poetry in Sanskrit and Braj bhasha exposing W3ajid ‘Ali Shah’s engagement with tradition. In
the conclusion, I will argue that the Radha Kanhaiya ka gissah was not bound by a rigid religious

or linguistic standard.
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CHAPTER 1 Visions of Wajid ‘Alr Shah, his life and his world
W3jid ‘Alr Shah played an important role experimenting with dance, music and performance. He
was a king, poet, dramatist and musician. He did not rule for a long time (1847-56); on losing his
kingdom, he moved to Bengal where he maintained a flourishing court in exile. Wajid ‘Ali Shah
led a colorful life full of controversy. Far from being ordinary, he was a complex figure who has
been blamed by some and celebrated by others for his actions. He has been accused of indulging
in pleasure while disregarding his responsibility as a ruler. At the same time, he has been praised
for his artistic sensibility and strong involvement in the performing arts. This chapter situates
Wajid ‘Ali Shah’s life in a historical context, and provides an overview of his literary
contributions. Furthermore, the different ways in which the king has been portrayed are discussed.

The voice of W3jid ‘Ali Shah is also incorporated through quoting autobiographical passages.

The History of Awadh and the life of Wajid ‘Alt Shah

Wajid ‘Ali Shah belonged to a Muslim Shi‘a family that was originally from Khorasan in what
today is Iran. The ancestors of Wajid ‘Alf migrated to India in the 18" century and were in the
service of the Mughal emperor. They were first appointed as subahdars or “governors” of the
province of Awadh (1722), but eventually became the dynastic sovereigns of an independent
princely state (1819). These rulers were famous for their prosperity and patronage of a variety of
artistic projects (Markel 2010, 17-18; Trivedi 2010, 1; Llewellyn-Jones 2006, 11). These

sovereigns were known as the Nawabs of Awadh were in power from 1722 to 1856.

There were two major political changes during the 18" and 19™ centuries that played an
important role in the history of Awadh: the gradual disintegration of the Mughal Empire and the
rising political control of the East India Company (Fisher 1987). On one hand, several states like

Awadh were empowered as a result of the collapse of the Mughal Empire. On the other hand, the
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East India Company became an important political player in the late 18" century and its power
was embodied in the figure of the Governor-General of India. A new political office was created
in Awadh and other states, under the title of “Residency”, to represent the East India Company at

the regional level.

Gradually, the East India Company became more influential in the political matters of
Awadh and had a stronger military presence. In 1764, the Mughal emperor was joined by the
Nawabs of Awadh and Bengal in a battle against the Company. The outcome was the military
victory of the British which forced the state of Awadh to grant economic concessions to the rising
European power. The Residents became very involved in the administration of state. In the late
18™ century the British pushed hard for territorial cessions and finally a treaty was negotiated in
1801 (Fisher 1993, 176). As a result of the treaty part of the territory of the kingdom of Awadh
was lost and the army was significantly reduced while the involvement of Company increased.
The Nawabs of Awadh, sidelined from politics, concentrated their energy and wealth on
patronizing the arts and the building of a beautiful city. (Fisher, 1987, 92). Eventually, in 1856,
the last Nawab was declared an obstacle for the administration of the East India Company, the

princely state of Awadh was annexed, and dynastic rule came to an end.

When W3jid Alf Shah was born, on July 30" in 1822, it was not evident that he would be
a king since he was not in the line of succession. The great uncle of Wajid ‘Ali Shah, Ghazi al-Din
Haidar, was the ruler at the time (r. 1814-1827) and was succeded by his son, Nasir al-Din Haidar
(r. 1827-1837). However, after Haidar’s death, the succession became problematic. Faridiin Bakht
was entitled to the throne, as the son of the king, but the East India Company supported instead

Muhammad ‘Al1 Shah, Wajid ‘Al Shah’s grandfather (Figure 1).
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Muhammad ‘Ali Shah (r. 1837-1842) became the king agreeing to give large sums of
money and even more administrative power to the Company (Fisher 1987, 168). After his death,
his son Amjad ‘Al Shah (r.1842-1847) was enthroned and he declared Wajid ‘Alr Shah the heir
apparent, despite the fact that the eldest son was Mustafa ‘Ali. The justification was that Mustafa
‘AlT’s mother was a slave (Bhatnagar 1968, 92). The rulers of Awadh starting with Ghaz1 al-Din
Haidar had coronation ceremonies that included elements from Mughal, Shi‘a and European
traditions (Fisher 1987, 129). Upon the death of Amjad ‘Ali Shah in 1847, W3ajid ‘Ali Shah was
crowned the new monarch at the age of 25.

Sa’adat ‘AlT Khan
(1798-1814)

Ghazt al-Din Haidar
(1814-1827)

Nastr al-Din Haidar
(1827-1837)

Faridiin Bakht

Muhammad ‘Alf Shah
( 1837-1842)
|
Amjad ‘Alr Shah
(1842-1847)

Wajid ‘Alr Shah
(1847-1856)
Birjts Qadr
(1857)

Figure 1 Wajid ‘Ali Shah’s linage (from Fisher 1987, 249)

In his autobiographical work ‘Ishg namah (1846-49), Wajid ‘ Ali Shah described his ascension

to the throne in the following way:
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| went to the upper floor of the house and said the prayers of gratitude and the Mujtahid-
ul “‘Asar? placed the crown upon my head. | requested the ascension to the throne, and all
the officers of state and clerks present offered gifts. This was accompanied by gun salutes.
| remained seated on the throne for a few moments. Because | was the very epitome of
pain and sorrow and my tears could not be held back for even a moment, | went to the
residence behind the baradari to rest. As that night I did not have the company of the
paris® and mistresses, with the aid of Muhammad Mo‘atamad Khan I ordered a token on
behalf of each pari and each begam, and making a necklace out of them, wore it around
my neck. On the second day, | distinguished the special court favorites and other people
with swords, robes of honor, and appropriate titles (Siddiqr 1998, 124).

An illustration of the event figures in a royal manuscript of the text (Figure 2). The painting
shows all the British officers that were present; it reflects the constant intervention of the Company
and the multiplicity of cultures that were mixed at the court. The Company assumed an important

role in the political control of the state during those years with the goal of taking over Awadh.

There are many sources about Wajid ‘Ali Shah’s rule due to the official British presence
and their intentions of annexation. There were three formal residents in Lucknow during 1847-56:
Archibald Richmond, William Henry Sleeman and James Outram. They reported to the successive
Governor-Generals of India, who were Henry Hardinge and Lord Dalhousie during this period.
The Residency constantly reported in great detail about the activities of the king. Joseph Fayrer
worked at the Residency in Lucknow and in his book Recollections of My Life, he reflects about

the interaction with the court:

Former kings had been in the habit of returning these visits [to the Residents], but Wajid
Ali never left his own palace. He was very fat and short winded, though but thirty-two
years of age. Our visits were only occasional, and there had never been a time in which
the communications between the Residency and the Court were so restricted. The fact
was that things had not been going well, and it was felt that the time was approaching
when the often threatened interference of the British Government was imminent. It
became more evident as time went on that things were not progressing satisfactorily
(Fayrer 1900, 90-1).

2 The chief judge of the High Court of Awadh.
3 This is a reference to the performer females whom he took in temporary marriage.
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In 1856 Awadh was annexed and the rule of Wajid ‘Alr Shah came to an end. The mother
and younger brother of W3ajid ‘Al1 Shah embarked on a trip to London in an attempt to recover the
kingdom. Wajid ‘Al Shah was not able to accompany them due to his bad health. John William
Kaye, a contemporary British officer in India, describes the complaints of the Nawabi family as

follows:

Yet men and, redder shame still, feeble Zenana-bred women had brought this charge
against the strong government of the British, before the Kingdom of Oudh was marked
for extinction; and now again the same complaint of supplemental cruelties and
indignities, more galling than the one great wrong itself, went up for Wajid Ali, or was
uttered in his name. It was charged against us that our officers had turned the stately
palaces of Lakhnao into stalls and kennels, that delicate women, the daughters or the
companions of kings, had been sent adrift, homeless and helpless, that treasure houses
had been violently broken open and despoiled, that the private property of the royal family
had been sent to the hammer, and that other vile things had been done to the King’s
people, but far more disgraceful to our own (Kaye 1907, 297).

Wajid ‘Ali Shah left Lucknow and lived in exile in Calcutta where he mourned the lost
kingdom. His mother, brother and young niece sadly died in Europe without achieving the
goal of their journey (Llewellyn-Jones 2014, 46). In his autobiographical text Huzun-e Akhtar
or the “Lamentation of Akhtar” (1857-8) Wajid ‘Ali Shah narrates the events that led to the

annexation:

bas ab tark-e tamhid kar ae javan
sund ibtida se to yeh dastan

Well now, put aside your conjecture, O young man,
Narrate this story from the beginning.

veh wajid ‘ali ibn-e amjad ‘alt
sundata hai ab dastan ranj ki

This Wajid ‘Ali, son of Amjad Al1,
Tells now the story of grief.

ki jab das baras sulzanat ko hue
jo tal ‘e the bedar sone lage
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That when ten years of the rule had passed,
The fates that were once watchful began to sleep,

hua hukam janaral gavernar yeh yar
karo sulzanat ko khala ek bar

This was the order of the Governor General, friend,
“Clear out the kingdom at once.”

jo the mulk maiz baithte sah karor
uski yeh thi badshahi yeh zor

The three “crores” who sat in the kingdom,
This was their dominion, their power.

jafa kash ka shah —e awadh nam hai
hukiimat ka akhir yeh anjam hai

The name of the oppressed one is the king of Awadh
In the end, this was the fate of (my) rule.

jo woh /at dalhozi us waqt the
mazamin unhorn ne ye khat men likhe

That Lord Dalhousie, who was there at the time,
He wrote these contents in the letter

ra ‘aya bahut tum se naraz hai
tumhari riyasat hai badnam shai

The subjects are very angry with you,
Your kingdom is a defamed one.

ra‘ayd na dekhenge hargiz tabah
faqat nam ke tum raho badshah

We will not see the subjects ruined at any cost,
You will remain king solely in name.

mahinah har ek mah ek lakh ka
milega tumhin kuch nahin shak zara

Month by month, one lakh
You will receive, without the slightest doubt.

rezidany jarnel ofram jo the
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gornar ka khat mujh ko woh de gaye

General Otram, who was the Resident,
Gave me the Governor’s letter.

hua ghar men kuhram sunkar yeh bat
Woh din do pahar ho gayrt sart rat

There was lamentation at home upon hearing this,
That day (from) midday (through) the entire night.

Woh laye the us tarah ki sath fauj
ki jis rarah darya ki ar hai mauj

He brought with him an army in the same way
As waves come with the sea.

yahan juz itd ‘at na tha dil men sharr
na thi aise din ki to hargiz khabar

Besides obedience, there was no evil in my heart,
There was no sign whatsoever that such a day would come.

yeh bandha bahut un dinos tha ‘alil
kaha dil ne kya sociin uski sabil

This humble servant was much indisposed in those days,
The heart said “What do I think is the way forward?”

‘alt naqi khan mere the wazir
wohi mere har hal men the mushir

‘Al1 Naqi Khan was my vizier,
He was the counselor in all affairs.

mere dil men ata tha har dam khayal
jo hond tha woh ho cuka kya malal

In my heart the notion would always arise:
Whatever was to be has happened, why grieve?

karo muhar tum razi-nama pe ab
gayt sultanat to gayr besabab

Put a stamp now on the agreement
The kingdom is gone, though gone without justification.
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magar sare ghar ne na chora mujhe
dubdya daraya jhinjhora mujhe

But all the house did not leave me (in peace):
They drowned, scared, hounded me.

ra‘aya yeh sab kahti thi wah wah
kiya ham ko us badshah ne tabah

All the subjects would say “Wonderful, wonderful!
That king ruined us!”

veh jae jo faryad ko khiib hai
yeh na-hagq jo razt ho ma ‘yib hai (Khan 1981, 117-18)

Let him go about whom there is much to complain, it is fine.
This unjust one who accepts is wrong.

Wiajid ‘Ali Shah portrays himself as a victim of the circumstances and claimed he had no
choice but to give up his kingdom. He did not think he was responsible for the annexation, but he
acknowledged that he was perceived as a bad king by his subjects and the British government. He
was a king in name only. In contrast, the British discussed the fact that he would keep the kingly
title and the way in which the situation with the “monarchs retired from business” should be

handled. A short article entitled “The Oude Question” was published after the annexation:

...it is not advisable to perpetuate or to prolong the tenure of the royal title as past experience
has abundantly demonstrated the inconvenience of allowing an empty nominal or titular
sovereignty to descend from generation to generation in the case of these “monarchs retired
from business”. Such titles are believed to foster humiliating recollections, and to engender
delusive hopes. The kingly title will accordingly die a natural death with the present titular
sovereign, Wajid Ali Shah; at all events no promise has been made to the contrary. The royal
descendants will enjoy a certain stipend, as the twelve lacs of rupees settled on the ex-King
will descend as a hereditary grant. The young princes are to be educated to become useful
citizens... (Hampshire Advertiser, February 14, 1857).

Wajid ‘Alr Shah had a big family as he married a large number of women. Shi‘a doctrine

distinguishes between permanent (nikah) and temporal (mut ‘ah) marriage. A Shi‘a Muslim man is
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allowed to have as many mut ‘ah wives as he desires. The children of the temporary marriage are
considered legitimate (Haeri 1989, 2). Wajid ‘Ali Shah’s first nikah wife was Khas Mahal; she
belonged to a noble family and the marriage took place in 1837.% The second nikah wife was
Akhtar Mahal, daughter of the minister ‘Alf Naqi Khan; she married the king in 1851. In addition,
the king married many women under the contract of mut ‘ah; during his entire life he married
approximately 375 women (Llewellyn-Jones 2014, 127-32). The mut‘ah wives came from a
variety of backgrounds; many were performers who participated in the king’s artistic enterprises.
The ‘Ishq namah is a useful source to learn about the backgrounds of the multiple wives of the

king.

Eventually the royal family and their interest in the former kingdom became a problem.
Shortly after Wajid ‘Ali Shah arrived in Calcutta, the uprising of 1857 broke out. The rebellion
spread to Lucknow and the Residency became a battle ground. One of Wajid ‘Alt Shah’s mut ‘ah
wives, Hasrat Mahal,® actively participated in the revolt. Her son Birjis Qadr was declared the new
king. Although Birjis Qadr was just a boy, still he was a symbol of the ruling dynasty. Eventually,
Hasrat Mahal and Birjis Qadr escaped from Lucknow and lived in Kathmandu. W3jid ‘Ali Shah
was accused of partaking in these events and as a result he was arrested and remained imprisoned
in Fort William for two years. It was during this time in jail that he wrote Huzun-e Akhtar. In this

text he also speaks about his reaction to the accusations:

siktar jo the lat ke peshkar
Woh kahne lage mujh se e shahryar

The secretary who was deputy to the Lord

4 Khas Mahal is also remembered as a poet who composed ghazal, masnawi and thumri (Santha 1980, 218). For
more information, (see Williams 2014, 176-206).

® She has become a legendary figure (see Sinha 2014 and Sa‘id 2006; novels about her Devsare 1973; Kanta 2008
and Mourad 2010 and her letters in Mirza 2004).
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Began to tell me, “Oh king,

ki cale mere sath yeh hukm hai
na kijie siva us ke ab koi she

Come with me, this is an order,
Do not do anything other than that.”

kaha main ne kya vajah farmate
qasir ap bande ka batlaie

I said, “Please inform me what is the cause
Pray tell the fault of your humble servant.”

kaha hukm sarkar hai yeh hud
ki kuch shabah sarkar ko a gaya

He said, “It is a government order, this happened
That something similar (i.e. a similar order) came down to the government.”

Jjo tha edmonston sikrtar ka nam
main karne laga un se rokar kalam

| began to cry and argue with
the secretary whose name was Edmonstone.

ki mera to hargiz nahin hai qasir
main jhagron se rahta hun dir dir

“There was no fault of mine at all,
| stay very far away from fights.

mufassil to batlaie is ka hal
mujhe ranj hai is sukhan se kamal

Tell me clearly the state of this;
| am deeply distressed by these words.

ki mujh se ilaht hut kya khata
hue lat sahib jo mujh par khafa

What mistake, o God, have | committed
That the Lord Sahib is displeased with me?”

unhor ne kaha itna m ‘alim hai
ki gheron ki shirkat ki kuch dhiim hai
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He said, “I know this much,
That there is a report of an alliance with others.”

main khane laga roke qasmen shadid
ki yeh iftira o ham se hai ba’td (Khan 1981, 123)

| began to cry and swear profusely
That this slander falls far from me.

The former king was finally released and lived in his house in Matya Burj in the neighborhood
of Garden Reach for the rest of his life. He received a large monthly stipend from the British
government; he was one of the highest pensioners in India (Llewellyn-Jones 2014, 156). The
Lukhnowi writer and chronicler ‘Abd ul- Halim Sharar (1860-1926) lived in Matya Burj as a
courtier and described the extravagances that took place at the house. W3ajid ‘Ali Shah had a private
zoo with birds, monkeys, snakes, giraffes, leopards amongst many other animals. The residence
had several buildings where the mut‘ah wives, children and courtiers lived. Poetry recitation,
storytelling and artistic spectacles were also staged in this location (Sharar 1965, 72-87). In Matya
Burj W3jid ‘Ali Shah reproduced as much as he could of the luxurious life of the ruling class. He

died on 21% September 1887; the following obituary was published in a British newspaper:

The corpse lay in state till the funeral in the Sultanat Khana where the Begums and women
of the harem, the children, and numerous relatives attended to mourn over the body,
which was wrapped in several sheets of fine linen on which the Koran had been written
in red Arabic characters. This is reported to have been brought especially from Bagdad.
The funeral took place at about 10 o’clock in the evening. Opposite the palace large
groups of Mohammedans collected in a token of respect. Two companies of a native
regiment were present at the interment, which took place at the Imambarah. The funeral
procession consisted chiefly of the late king’s retainers, dressed in blue as a batch of
mourning, and expressing lamentation by the beating of hands and shrill utterances of
woe. The bier was born aloft under a green canopy supported at the four corners by the
spears. Wajid Ali Shah who was born in 1822 leaves behind him two queens, a large
number of concubines, and over three dozen putative children, of whom 20 are alleged to
be sons. The members of his harem are numbered by hundreds. Garden Reach where the
king lived, was at the time the pleasantest and most fashionable suburb of Calcutta; but
the residence of the king with the attendance of a large colony of quasi-military retainers,
rendered the neighborhood intolerable for Europeans. The king’s personal life is thus
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described. With the domain of his palace he ruled with absolute sway his 7,000 retainers.
He was strenuously wedded to all the insignia and outward pomp of Oriental sovereign
power. He held Court and received regal honours, created titled nobles from the lowest
ranks, and he occupied at different times different buildings as a sort of make believe
change of residence. He possessed a splendid menagerie, and his favorite outdoor pursuit
was to watch the feeding of animals. He was highly accomplished as a scientific musician,
a poet of considerable ability and an expert dancer. The king cherished a rancorous dislike
of Europeans and rigidly abstained from all intercourse with the Viceregal Court and
Calcutta society. He died heavily indebted, and it is to be hoped that the creditors will be
held to have the first claim for the consideration of the Government (Whistable Times and
Harne Bay Herald, October 1% 1877).

This piece provides further insight about the British perspective on the king and his
intricate relation with the Colonial government. The excesses and his artistic sensibility were two
important sides of his life that were discussed on the occasion of his death. In all the sources
considered, the contrast in the tone of writing by the British and W3jid ‘Alf Shah is remarkable.
For the British, the choices in lifestyle of Wajid ‘Ali Shah attracted quite a bit of attention, but

there was an appreciation of his abilities as well.

The literary work of Wajid ‘Alt Shah

In this section, | provided an introduction to the works of Wajid ‘Ali Shah framing his
contributions in the literary and artistic scene of Awadh. During their rule, the Nawabs of Awadh
actively cultivated the arts at their court: there was great interest in poetry, dance, music, decorative
arts, painting, and architecture. Concurrently, as a result of internal political struggles and
invasions of the Mughal Empire many artists were force to leave Delhi. As a result, writers of Urdu
and Persian migrated to Lucknow where they created a lively environment for the production and
performance of poetry, with court patronage (Naim and Petievich 1997, 166-7). Subsequently,

Lucknow became one of the most important cities for the development of Urdu literature.

There were specific genres that were prominent in Awadh; one of them was the marsiya,

or “elegy” about the death of the Prophet’s grandsons, Husain and Hasan in the battle of Karbala,
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a critical event for Shi‘a Muslims. The recitation of marsiya during the month of Muharram
reflected the Shi‘a legacy and development of Urdu language in Awadh (Trivedi 2010, 55). Thus,
the Nawabs clearly emphasized their Shi‘a identity in contrast to the Sunni identity of the Mughals
(Fisher 1987, 128). Rituals associated with the commemoration of the martyrs of the battle of
Karbala were popular in Lucknow since the time of Asaf al-Daulah, and could possibly be

considered the origin of Urdu theater (Marek 1984, 118).

In the realm of narrative literary production there were other relevant genres. Masnawi, a
narrative poem with rhyming couplets, was a favorite form. A variety of themes were explored
from religious to supernatural, satire, social issues and popular pastimes (Trivedi 2010, 83). Also
gissah, a fantastic tale and dastan, a longer heroic romance with kings, demons and fairies were
popular in Awadh (Naim and Petievich 1997, 170). The dastans were traditionally performed by
a story-teller, though later on, they were published (Pritchett 1991, 8-21). Masnawr, gissah and

dastan became the sources for theatrical performance.

The musicians and dancers of Delhi also performed in Awadh, which inherited the Mughal
Empire’s performance practices. There was also a strong European presence and, as a result,
Lucknow became a center for musical exchanges (Manuel 2010, 247). Asaf al-Daulah and Nasir
al-Din Haidar (r. 1827-1837), particularly, were great patrons of singers and dancers (Trivedi 2010,
110). The patronage brought many artists together and in due course a distinct Lucknowi style

emerged.

Born into this literary and cultural milieu, Wajid ‘Ali Shah became a prolific writer and
authored more than 40 books in Urdu, Persian and Early Hindi. He tried his hand at the main forms
of Urdu poetry marsiya, masnawi, ghazal, qit‘a and ruba ‘i. He also explored musical genres such

as thumrt, drupad and dadra, amongst many others. He composed musical plays and wrote about
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music, dance, religious history and personal events. This is an outline of the literary work of the

king; it does not include all the writings of the author.

I mainly follow the information in Kaukab Qadr Sajjad ‘Ali Mirza’s Wajid ‘Alr Shah ki
Adabr aur Saqafati Khidmat “Wajid ‘Al Shah'’s Literary and Cultural Contributions” (1995).
Mirza studied most of the extant work of Wajid ‘Ali Shah and lists the details of 42 works. He also
states which books were lithographed in the royal press in Lucknow and Calcutta.® | have also
consulted Sources on Awadh from 1722 to 1856 (2004) by Hamid Afad Qureshi which contains
the location, dates and basic facts about many of Wajid ‘Ali Shah’s writings. There are variations
on the dates of texts; discrepancies may be related to the fact that some works were written over
several years and dates of composition differ from the printing year. The dates of the literary works

in this overview are taken from Mirza (1995).

Wajid ‘Ali Shah’s oeuvre is multilingual and extensive, and in some cases, it is hard to
label the language. W3jid “Ali Shah wrote with the takAallus or “penname” of Akhtar which means
“star” in Persian, also under the name of Akhtar Piya. He translated his own work from Persian to
Urdu; some of these books retain the same title in both languages. He also translated the work of
others from Persian into Urdu. An attendant of Wajid ‘Ali Shah at his library in Calcutta stated
that the king translated Persian prose into Urdu poetry easily “with such speed as if he was copying
it” (Quoted in Azhar 1982, 375). Wajid ‘Ali Shah used different language registers in one text and
recycled portions of one book in others. In his poetry collections there are overlaps and changes in

reused materials, which add to the complexity of the study of this literary corpus.

6 For a table with this information (see Mirza 1995, 111-13).
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There are several relevant texts that preserve the legacy of the king in the realm of music,
dance, and the performing arts. The first one is Sawt al-Mubarak written in Persian prose in 1851-
2 (1267 AH)” which deals with musicological concepts, instruments, dance and performance. Najo
1869 (1285- 6 AH) and Dulhan 1873 (1289 AH) is a collection of songs in different registers of
early Hindi by W3jid ‘Alt Shah and other authors. The genres of the collections include thumri,
drupad, savan, dadra, khayal, amongst others. Najo was published by Yogesh Prarvin in a

devandagari edition in 19809.

The book Bani was composed in 1875 (1291 AH), but it was not printed until 1877 in the
royal press in Calcutta. The text has some overlap with Sawt al-Mubarak, but includes additional
material. The first two sections of Bani deal with the musicological concepts of sur and ¢al. The
third section illustrates a series of dance postures called gats. The fourth section explores rahas, a
concept related to dance and drama.® This section is divided in two: the first part contains the
thirty-six choreographies created by the author that he called rahas. The second part contains two
versions of a dance-drama also labeled rahas. The two versions of the rahas are the focus of this
dissertation. The fifth section entitled nagl or “anecdote” contains diverse materials. One part of
this section names the poets whom W3jid ‘Ali Shah knew, providing information about them and
a list of forty-six works that he himself had written up to that date (1877, 241-243f; 1987, 143-44).
This is interesting for our purpose as it gives us an idea of his works and even lists a few that are
now lost. Other parts of nagl are humorous succinct stories. The sixth section has insights about

performances and performers in the house of the king in Calcutta. The text uses a range of linguistic

’T am following the dates of Mirza which are given in the Islamic HijrT calendar here between brackets. Since the
publication dates do not have specific months and days, the Gregorian year is an approximation. The conversion is
based on Gregorian year = 0.967*Hijri+626.

& See Chapter 3 for a discussion of the term.
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registers from Persianised Urdu to different kinds of early Hindi. Roshan Taqt and Krishna Mohan

Saxena edited the Bani in devanagari in 1987.

W3jid ‘Ali Shah wrote three dastani masnawis, narrative poems about fantastic characters,
including fairies and princes: Afsanah-e ‘ishq 1839-40 (1255 AH) Daryd-e t ‘ashug 1840-1 (1256
AH) and Ba/r-e ulfat 1840-1 (1256 AH). An illustrated copy of Darya-e t‘ashug is kept at the
British Library; an electronic copy of the lithograph of the text without illustrations is available

through Hathi Trust (https://babel.hathitrust.org/cgi/pt?id=wu.89115324253;view=1up;seq=6).

There is an illustrated manuscript of Ba/kr-e ulfat in the British Library as well.

Several works of W3jid ‘Al Shah contain autobiographical information, but certain texts
are mainly a retelling of the life events of the king. The ‘Ishq namah 1846-49 (1263-65 AH) was
first written in Persian prose. According to Mirza this text was not lithographed in the royal press
and it remained in manuscript format (Mirza 1995, 111). ‘Ishq namah has been edited and
translated by scholars into Urdu and Hindi under different names: Mahal Khana-i Shahi by Mirza
Fida ‘Ali (1934)°, Pari Khana by Tahsin Khan Sarwani (1958) and Pari Khana by Shakil Siddiqi
(1998). Wajid “Alt Shah also translated the ‘Ishq namah into Urdu, under the same title in 1849-
50 (1266 AH), giving it a masnawi form with rhyming couplets. There is an illustrated version of

this text preserved at theWindsor Castle.

Other autobiographical works include Huzun-e Akhtar 1858 (1274 AH) written in Urdu in
the magnawi form; it describes the events related to the annexation of Awadh and the imprisonment
of the king. It was written during the time that Wajid ‘Ali Shah was in jail. The text was edited by

Nawal Kishore Press in 1921 and by Amjad ‘Ali Khan in 1981 with the title Masnawi Huzun-e

9 Qureshi (2004, 19) notes that the first edition of this translation was published in 1914 and there were 4 subsequent
editions.
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Akhtar: Wajid ‘Ali Shah ki ap biti. When he was still in prison, Wajid ‘Al1 Shah also narrated
details about his personal life in Bakr-e Mukhtalif 1858-9 (1275 AH), written in Urdu using
different meters. Attributed to W3jid ‘Al Shah, although the authorship is not certain, is Jawab- e
Blue Book!? 1856-7 (1273 AH) (Bhatnagar 1968, 74). This text is a response in Urdu to the

accusations of the British against the king.

The life of the prophet, religious elegies and theology were prominent in Wajid ‘Ali Shah’s
writing. Haibat-e Haideri 1848-9 (1265 AH) written in a masnawi form in Urdu deals with
religious events concerning the prophet and holy wars. Sahifa-e Sultaniyah 1869-70 (1286 AH),
written in Persian is related to the Quran as well as incidents of the life of the author. Sibat ul-
Qulib 1883-7(1300-4 AH) contains a translation from Persian into Urdu by Wajid ‘Ali Shah. The
translated text is Hayat al-Qoliib, a 17" century Shi‘a Persian work by Mohammad Bager Majlesi.
The author was an important Shi‘a theologian and the text dealt with pre-Islamic prophets,
Muhammad and the Twelve Imams (Jahn 1968, 450). Riyaz ul-Ugba 1883 (1300 AH) has a
collection of margsiyas or “elegies” written by Wajid ‘Ali Shah and this genre is also found in
Tosha-e Akhrat 1850-1882 (1267-99 AH). A selection of Wajid ‘Al Shah’s marsiyas was edited
by Sayyid Manzar Husain Kazmi along with a study of the king’s Urdu poetry and published under

the title Wajid ‘Ali Shah: Unke Sha ‘irt aur Marsiye in 1991-2, 1!

There are many collections of the Urdu poetry of Wajid ‘Ali Shah. Among them are: Mulk-
e Akhtar 1854-78(1291-95 AH) has ghazal, qi¢‘a and ruba 7, Qamar Mazmiin 1859-1864 (1276-

81 AH) ruba ‘i, marsiya and ghazal. Guldastah-e ‘Ashigan 1839-1843 (1255-59 AH) and Divan-e

101t is not in the list of the books in Bani.
11 For a list of 62 works by Wajid ‘Alf Shah and its contents (see Kazmi 1991-2, 340-44).
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Mubarak 1839-1856 (1255-73 AH) have collections of ghazals; Kulliyat-e Som 1839-1856 (1255-

73 AH), and Kulliyat-e Akhtari 1839-1861 (1255- 78 AH) are compendia of several poetic works.

W3jid ‘Ali Shah also explored metric and lexicon. He wrote two books about prosody; the
first one is a treatise about meter in Urdu and is called Irshad-e Khagani 1851-53 (1267-9 AH).
The second one, on the same subject, is in Persian and is named Juhar-e Uriiz. It was composed
in 1873-4 (1290 AH). Another interesting project that Wajid ‘Ali Shah undertook was the
compilation of a dictionary in Persian titled Malazul Kalmat 1880-1 (1297 AH). The dictionary
included words in Arabic, Persian, Turkish, Kashmiri, Sanskrit, Urdu, Panjabi, Bangla, and Braj

(see Mirza 1995, 316-20).

There are numerous letters written by Wajid ‘Alr Shah; these are a promising source to
know about his life. Tarikh-e Mumtaz composed in 1856-9 (1272-76 AH) contains Persian and
Urdu letters along with poetry addressed to one of the king’s wives Mumtaz Jahan Begam. An
illustrated version of this text is preserved at the British Library. The collection was published in
1952 by Muhammad Bagar under the name Tarikh-e Mumtaz: Akhiri Tajdar-e Awadh Wajid “Alt
Shah Ke Khutit Apn Begum Aklil Makall Ke Nam. The text Tarikh-e Nir 1856 (1272 AH) collects
the Urdu letters written to Nur-e Zamani Begum and was published in 1972 by Kalimuddin
Ahmed. Tarikh-e Ghizzala 1858-9 (1275 AH) collects letters of W3ajid ‘Al Shah to Nawab Malka
Ghizzala; these letters were sent from Calcutta to Lucknow. This woman was a protégé of Wajid
‘Alf Shah'2. Tarikh-e Muzahhab has the letters to Sheda Begum 1855-56 (1272-73 AH). Although
Qureshi claims that Tarikh-e Mashghalah is yet to be traced (2004, 46), this collection of letters

was published by Muhammad Ikram Cughtai in 1985. These letters are addressed to another wife,

12 Hamid Afaq Qureshi (2004, 46) mentions an edition of this collection of letters edited by Syed Wasi Bilgrami
published in Agra in 1914.

38



Nawab Abadi Jan Begum. The first letter was written in 1856 (1272 AH) when he was in his house
in Calcutta and the last one after Wajid ‘Ali Shah was released from prison (Cughtat 1985, 22).
The wives of Wajid ‘Ali Shah also wrote to him; the collection Tarikh-e Firag 1858-60 (1275-6
AH) has the letters from Niirozi Begum and Tarikh-e Jamshidi 1858-60 (1275-76 AH) the letters
from Jamshid Begum. A collection of the letters of Awadh’s begums was edited by Intizzamullah

Shihabi in 1948 under the title Begamat-e Avadh ke Khutuit.

Perceptions of Wajid ‘Alt Shah: Views on the government

Wajid ‘Alr Shah was accused of not caring for his government and being interested only in his
own enjoyment. This is a way in which he was imagined in fiction and described in British official
reports and newspaper writing. The faulty government of W3jid ‘Ali Shah and the laziness of the
aristocracy of Lucknow has been immortalized in an influential short story by Premcand Shatraj
ke khiladr published in 1924.1 The movie adaptation by Bengali filmmaker Satyajit Ray entitled
The chess players (1977) has become a popular reference for the period and king in the last
decades.* The negative assessment of Wajid ‘Ali Shah was first endorsed by the foreign rule and

prevailed amongst the local population.

The allusions to the excesses of the royalty can be found in the literature contemporaneous
with Wajid ‘Ali Shah. The Lucknowi author Amanat was a pious Muslim who wrote marsiya and
in other poetic religious genres, but he gained a large audience outside of the court after writing
the play Indar sabha (1853). This drama is a celebration of the court culture and the lavish
spectacles of the king. However, on account of this departure from religious literature, Amanat felt

that the work was improper and signed it under a different penname (Taj 2007, 433). While the

3 For a comparison of the Hindi and Urdu versions of the story (see Davis 2015).
14 For scholarship on the film (see Dube 2005; Pritchett 1986).
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play clearly dwells on the performances, there are also passages which seem to criticize the ruling
class, indicating an ambivalence on the part of the author. In the play, the king Indar has a court
of female dancers in a fashion very similar to Wajid ‘Ali Shah. One of the main characters, a prince
named Gulfam, is from Akhtar nagar, “the city of Akhtar”. As Akhtar is the penname of Wajid
‘Al1 Shah, Akhtar nagar seems to allude to Lucknow (207). When prince Gulfam is asked what

he does for a living, he responds:

mahalon men rahta hin ‘aish hai mera kam
shahzadah hun hind ka nam mera gulfam (Taj 2007, 302)

I live in palaces, luxurious living is my job
I am a prince of India and my name is Gulfam.

In addition to the perceptions of Amanat, the British also expressed their opinions about Wajid
‘Al Shah. The luxurious life of the king in Lucknow definitely stood out to those who were in
contact with it. Harriet Tytler, wife of a British soldier, wrote a book about her experiences in
India from 1828 to 1858. She was invited to have breakfast at Qaiserbagh, the palace of Wajid ‘Al1

Shah; these were the impressions in her memoir:

The King and his family were gorgeously attired in karcob (cloth of gold) and jewels.
Such strings of pearls, emeralds and diamonds we never have before seen. Some of the
emeralds were the size of large marbles, but so badly cut that they only looked like bits
of glass. The diamonds too, though immense, were cut into thin, flat ones and made no
more show than pieces of crystal would have done. Nevertheless, these jewels are very
costly and gorgeous. The pearls were simply splendid, both in size and color. The King
had strings and strings of these from the neck to below the waist.

He never deigned to partake of a single particle of the food on the table. All he did was
to chew pawn. The pawn bearer stood behind him, as did a number of other attendants. ..
(Satin and Tytler 1986, 65).

W3jid “Ali Shah’s excessive spending was associated with his corrupt government by the
British. It was a source of criticism for those who were searching for excuses to overthrow the
king. The argument was that the resources were being drained causing financial trouble.

Nevertheless, there are different opinions on this issue. According to Bhatnagar, Wajid ‘Ali
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Shah did not request loans from the Company and after the annexation he did not leave large
debts behind. Bhatnagar states that the expenditure claimed by British officers was ficticious
and cites documents in which debts were settled (1968, 84). Therefore, the economic

maladministration is a matter of debate.

The British also expressed moral outrage about the number of W3ajid ‘Ali Shah’s wives as
another excuse to disqualify him as a ruler. After the takeover of Awadh, a magazine article
discussed the princely state and multiple spouses of the king. The complaint against the royal

family concerned the expense of supporting such a large number of people:

It is impossible to determine the number of the King’s Begums. They have been variously
estimated from one to four hundred, but the former estimate is perhaps not far wrong.
Besides his permanent wives, his Majesty has many temporary wives by mootah who
may be discarded after a given period, or bestowed, as a mark of honour upon a faithful
servant. As all these ladies and their attendants have to be handsomely provided for, his
Majesty’s connubial propensities add seriously to the expenses of the royal houses (sic?).
And moreover as every one of these wives, whether by beah or mootah, has brothers, or
cousins, or other relatives, it may be imagined how large a portion of the public revenue
was uselessly dissipated (Dublin University Magazine 1857, 116).

Sleeman, the Resident of Lucknow, traveled through the kingdom and some of his
observations were recorded in A journey through the kingdom of Oude in 1849-1850, later
published in 1858 in London. Although he did not see Wajid ‘Ali Shah in a positive light, he was
not in favor of the annexation (Bhatnagar 1968, 87). He reported the activities of the king as

“proof” of his irresponsibility as a monarch. In a letter to Dalhousie dated in 1849 he wrote:

The present King has, from the time he ascended the throne, manifested a determination
to take no share whatever in the conduct of affairs; to spend the whole of his time among
singers and eunuchs, and the women whom they provide for his amusement; and carefully
to exclude from access, all who suffer from the maladministration of his servants, or who
could and would tell him what was done by the one and suffered by the other...

I find that the King’s brother is altogether incompetent for anything like business or
responsibility. The minister has no single quality that a minister ought to have; and the
King cannot be considered to be in a sound state of mind. (Sleeman 1858, Ixviii-Ixix).
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Dalhousie enforced the “Doctrine of Lapse” by which a territory could be annexed if the king

was considered unsuitable to rule. At the end, it was his decision to proceed with the annexation.

Sleeman, Outram, and Richmond wrote reports that helped determine that W3ajid ‘Ali Shah was

not competent (Azhar 1982, 380). In May 1855 Dalhousie wrote about the affairs in Awadh:

General Outram, in pursuance of instructions with which he was furnished, has sent up a
report on the condition of Oude. It seems impossible that the home authorities can any
longer hesitate to overthrow this fortress of corruption and infamous misgovernment. |
should not mind doing it as a parting coup. But | doubt the people at home having the
pluck to sanction it, and I can’t find a pretext for doing it without sanction. The King
won’t offend or quarrel with us, and will take any amount of kicking without being

rebellious (Baird 1910, 344).

The “infamous misgovernment” of Wajid ‘Al1 Shah played a role in the validation of
annexation, and prevailed in the construction of the historical figure later on. The playwright
Bharatendu Hariscandra (1850-1885) made several references to the Wajid ‘Ali Shah in his
play Vishasya vishamaushadham or “Poison is the remedy for poison” published in his
magazine Harishcandracandrika in 1876. This play is a bhara or “monologue” about the
local ruler of Baroda named Malharrav Gayakvar. This king ascended the throne in Baroda
in 1873, attempted to poison his brother and also the Resident in the kingdom (Dalmia 1997,
308-9). Malharrav Gayakvar was arrested and he too became the epitome of the bad ruler. The

main character of the monologue is the purohit of Gayakvar and he states:

aur phir sukh bhi to hindustan men tin hi ne kiya, ek muhammad shah ne disre vajid alt
shah ne tisre maharaj ne | muhammad shah ke jamane men nadir shaht hut, vajid ali se
lakhnaii hi chiita, ab dekhain in ki kaun gati hai | iska to yahi phal hai, par phir kaun is
rang men nahin hai bade bade rishi muni raja maharaj nae purane sabhi to is pense
(phanse?) hain (Misra 1970, 196).

And in Hindustan just three people made merry. The first one was Muhammad Shah, the
second W3jid ‘Ali Shah and the third, our Maharaj [Malharrav Gayakvar]. In the time of
Muhammad Shah, the issue of Nadir Shah occurred; Lucknow was lost by Wajid ‘Al
Shah. Now let’s see what his fate will be. This is the consequence, but then again who
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does not fall into this category: great sages, munis, kings, emperors, new and old all are
trapped in this manner.

W3jid ‘Ali Shah and Malharrav Gayakvar are mentioned along with Mohammad Shah, the
Mughal emperor who was in power when Nadir Shah invaded and sacked Delhi. The invasion
exposed the disintegration of the empire. In the play Wajid ‘Ali Shah helped illustrate the ruler
who is disengaged from his responsibility, exclusively seeking pleasure. This vision of the king
that we saw in the contemporaneous Indar sabha, is found again in the 1870s in Vishasya
vishamaushadham and resonated in the early nineteenth century in Shatranj ke khiladr. The British
discourse, strongly driven by political interests, played a central role in perpetuating this

condemnation of the behavior of the king of Awadh.

Perceptions of Wajid ‘Alt Shah: VViews on patronage
W3jid ‘Ali Shah is often portrayed as a king who lived in close proximity to performers. The
description of W3ajid ‘Al Shah in the Hindi novel Begum Hazrat Mahal by Igbal Bahadur Devasare

(1973) presents a common perception of the last king of Awadh:

Here the appearance of the Parikhana of the heir apparent Mirza Mohammad Wajid ‘Alt
Bahadur, prince of the kingdom of Awadh, stands apart from all the alleys and lanes of
Lucknow. And indeed the scene should be extraordinary. After all, he is the prince of the
kingdom of Awadh. The vision of his Parikhana is as if the retinue of Indra had come
down to earth. At this moment every room of the Parikhana is resplendent with the light
of the many-colored chandeliers. There is a gathering of paris in a large, well decorated
room. And the heir apparent planted himself in their midst (Devasare 1973, 52).

The ruler is envisioned surrounded by beautiful female dancers in a lavish setting. Wajid
‘Al1 Shah and the female performers he sponsored were compared to Indra and his celestial

dancers. The court of Lucknow has been depicted in this manner in literature since the composition

of the play Indar sabhd by Amanat in 1853.
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W3jid ‘Ali Shah was interested in music and poetry from a young age. When he was the
heir apparent, he decided to support the training in music and dance of a group of women that were
called paris or “fairies”. In the autobiographical text ‘Ishqg namah, he states: “l designated a small
residence for the instruction of the art of music. Great care was taken in its arrangement and
decoration and this house, the envy of paradise, was given the name of Parikhana” (Siddiqt 1998,
54-55). In the famous Parikhana or “House of fairies” women studied with talented musicians.
Wi3jid ‘Ali Shah himself directed spectacles that involved these women. The performances were
carried out at the court and as a result, there was a constant interaction of performers. Wajid ‘Alt

Shah described the instruction of the paris as follows:

| never neglected to organize jalsas® of great lavishness and pomp nor constantly seek
to gather new singers. For this very reason the search was always on for experts in the art
of music and instruments, so that the instruction of paris might continue and they might
become experts.

The two sisters Amman and Imaman said one day that some relatives of theirs had great
mastery in these arts. Having heard this, | ordered the presence of these relatives of
Amman and Imaman. Accordingly, I arranged a ma/fil as splendid as a full moon (the
moon of the fourteenth night). Letting down the curtains of the tower of the Khas Makan
myself, | sat down with the sitar along with Amman and Imaman and began to wait for
the people to come. A little while later the people arrived. All together there were four
people. One was Amman and Imaman’s father whose name was Natthti Khan. The second
was the paternal uncle, whose name was Ghulam Nabi. The third was their brother-in-
law Gahman Jan and the fourth one was the maternal uncle, Ghulam Haider. The four of
them started playing the sarod as soon as they arrived and paid their respects. Here, from
behind the curtain, | too was directing the sweet sound of the sitar towards the ma’fil. In
that moment, such a state of concentration and self-forgetfulness had suddenly arisen that
even the doors and walls, the moon and the stars seemed amazed. Words of praise danced
upon the tongues of everyone present. The song of these people was so affecting that |
placed my head upon the curtain.

After the performance of that day, Nattht Khan and Gahman Jan were appointed for
the instruction of Hiir parT and Sultan pari. Besides them, many other experts in the arts
of dance and song were appointed. Sabit Alt and Chajju Khan, two brothers in the troupe
of musicians, were appointed for the instruction of the other paris, and everyday joyous
jalsas and lively mahfils were organized (Siddiqr 1998, 53-4).

15 The word jalsa literally means “a gathering” (PD).
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Imam Karam, a musician and courtier of Wajid ‘Al1 Shah, comments on the musical scene
at the court in Lucknow in his text Ma ‘dan al-musiqt: “1 had the occasion to hear thousands
of artists. Nawab Wajid ‘Alr Shah’s great patronage of art afforded a unique opportunity for
a vast number of artists, especially musicians, to gather in Lucknow” (Vidyarthi 1958, 25).
According to Sharar, Wajid ‘Ali Shah’s interest in art was against his family wishes: “As a
heir apparent, because of his natural desires and contrary to his father’s designs, he was a
patron of singers and musicians and learned to sing and play. His association with dissolute
women, singers and dancers, continued to increase” (Harcourt and Hussain 1975, 62). The
patronage of artists continued while the former king was in exile: “The best singers of India
were enlisted into the king’s service and there was a larger concourse of musicians in Matiya
Burj than anywhere else in India” (ibid, 71). Although Sharar was very young, he apparently
witnessed the circulation of performers at the house of Wajid ‘Alt Shah in Calcutta. It is clear
that the king’s attraction to music remained during his entire life.

In addition to performances of dance and music, the king was interested in poetry. He
would also organize poetry gatherings that did not escape the attention of the British officials.
Sleeman noticed the recitation of one of Wajid ‘Ali Shah’s masnawis entitled Haibat-e
Haidert. He wrote about this event in a letter to Dalhousie in 1849:

I may mention that the King is now engaged in turning into verse a long prose history
called Hydree. About ten days ago all the poets in Lucknow were assembled at the palace
to hear his Majesty read his poem. They sat with him, listening to his poem and reading
their own from nine at night till three in the morning. One of the poets, the eldest son of
a late minister, Mohamid-od Dowla, Aga Meer, told me that the versification was
exceedingly good for a King (Sleeman 1858, Ixxiii).

Wajid ‘Al Shah directed several dance-dramas or “rahas” in Lucknow and Calcutta. The Ishq

namah records the details of a dance spectacle with the theme of Radha and Krishna in Lucknow,

before Wajid ‘Alr Shah was the king (Chapter 2). During the time Wajid ‘Ali Shah was in power,
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he was active in his spectacle productions. Rajab ‘Alf Beg ‘Surtir’ was a courtier of the king and a

famous writer of prose, in his book Fasana-e ‘Ibrat, he recalls the shows:

Hundreds of attendants had learned their duties through a great deal of instruction. There
were uproarious jalsas of great pomp, going from morning till evening. The dance, from
the very first beat of the unique tals, included every (gesture of) intoxicated playfulness;
the songs were of a new style. The instruments were unique, costing hundreds of
thousands of rupees. (All) things that were there were extraordinary and superior.
According to the saying, “Everyone says this, (only) God’s name is better than that.”
Time after time, fortune favored men and women. Another jalsa was prepared, that was
better than this, this was better than that, a treat of extraordinary taste was shared (Karkovi
1977, 114).

W3jid ‘Ali Shah directed three rahas or “dance-dramas” during his rule that were based
on his masnawis: Darya-e t ‘ashuq, Afsanah-e ishq and Bakr-e ulfat. There are no available
scripts of the adaptations. The masnawi Darya-e t‘ashuq tells the romance of the princess
Ghizala and the son of the minister, Mahrii. The staging of this story was witnessed by W3ajid

‘Al Shah’s paternal uncle Iqtidar-ud Daula who described the event in Tarikh-e Igtidariyah:

[This play] was performed in 1267 Hijr (1850), after a preparation of one year.
Somewhere someone presented the story of Ghizala Mahrukh, in service of the king. The
king transformed it into verse and called it a masnawz. Spending several lakhs of rupees,
he prepared a rahas out of it. The description of the first day of the jalsa is as follows:
the preparations of the jalsa took place in the Farhat Manzil of Qaiserbagh and Wajid
‘Ali Shah sent for all the princes. They all came into the Farhat Manzil and sat on chairs,
and the king himself sat in front of everybody on a high chair... When the dance ended,
an embroidered cushioned seat was brought out and put in place. One person, playing the
king, came over and sat there. Then, all the women began to sing: “May the Life of the
world (the king) congratulate with the rahas” ... On the second day, in the same manner,
Wajid ‘Ali Shah came over and sat down, and all the princes sat on their respective
chairs... that entire night was spent in the jalsa and in the early morning the rahas ended
(Quoted in Taqi and Saxena 1987, 25).

The drama had more than a hundred female performers with lavish costumes and a large
numbers of musicians including sarangt players. The staging took place in several buildings:

Farhat Manzil, Qaiser Manzil, Ma’shiiq Manzil, amongst others in fourteen sessions over a
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month and ten days (Qureshi 1987, 16-19; See also Hasan Rizvi and Ayesha Irfan 2010). All

the specifics of this rahas were recorded with great detail by Wajid ‘Ali Shah’s uncle.

In addition to the rahas, Wajid ‘Ali Shah also organized gatherings during his birthday
in the month of Savan in which he dressed as a jogi. In the ‘Ishg namah, Wajid ‘Ali Shah
elaborates on the particulars of this practice. He would smear his face and body with the ash
of pearls and wore a pearl necklace as a mendicant. Fireworks were set off and begums dressed
as jogans as well. The event was accompanied with music and dance that went on until
midnight (Siddiqr 1998, 99-103). This spectacle is also a precedent of the assimilation of

traditions at the Lucknowi court.

Conclusion

Wajid ‘Al1 Shah’s work reveals a learned and cultivated mind. He was involved in a variety
of disciplines and artistic activities. He was considered a remarkable supporter of music, dance
and poetry and also a creative artist. His writings emphasized his inclinations and projects.
Nevertheless, he was by no means depicted in a single manner. He also bore the loss of his
kingdom and heavy criticism regarding his life choices. Wajid ‘Ali Shah’s artistic interests
have been perceived in contradictory ways: they were a proof of his corruption, a reason for

his downfall, but also an important legacy of his life and rule.
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CHAPTER 2 Wajid ‘Ali Shah’s dramatic work and the Indar sabha
This chapter examines the theatrical development in 19th Lucknow by researching the interplay
of the Indo Persianate court, the folk, the courtesan performance and commercial drama. In this
context the Radha-Krishna spectacles held at the court of Wajid ‘Al1 Shah are explored and
contrasted with the Indar sabha by Amanat. Lucknow figures in an important manner in the
historical narrative of theater. The rahas by the king and the Indar sabha have been placed as the
origins of Urdu drama (Lal 2004, 50; Marek 1984, 120; Trivedi 2010, 117). Nevertheless, an
analysis of the work by Wajid ‘Ali Shah reveals an inclusive theatrical culture that was not divided
along linguistic or cultural lines. The hybrid essence of the rahas is shared by the play by Amanat

calling into question the so called “beginning of Urdu theater.”

Through a close reading of Indar sabha it has been argued that the play by Amanat
mimicked the shows of W3jid ‘Ali Shah (Taj 2007, 92; Hansen 1998, 7). In this chapter the precise
nature of the court dramatic performances is investigated using textual and visual sources that have
not been brought to bear on the question before. Two different phases of the shows of W3jid ‘Al
Shah will be addressed: first a rahas performance that took place in Lucknow and second the
production of the Radha Kanhaiya ka gissah in the court in exile in Calcutta. Finally, the
comparison of the plays by Wajid ‘Ali Shah and Amanat shows a common trend in court and
commercial theater. In the course of the discussion, | will give details of the performers, audiences

of the plays and staging including the so-called kathak dance closely associated with the king.

The Radha Krishna performance in Lucknow
The earliest evidence for the staging of the rahas comes from Wajid ‘Ali Shah himself. He

mentions directing a spectacle with the theme of Radha and Krishna in Lucknow in the
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autobiographical ‘Ishq namah in Persian and Urdu. '® The Persian text (1846-49) describes the
show and the Urdu manuscript (1849-50) contains additionally a painting that illustrates the event
(Figure 3). The exact date in which the performance took place is a difficult to determine; it has
been plausibly estimated as 1843-44 because one of the performers gave birth in 1845 and
afterwards was veiled (Qureshi 1987, 10). The performance was called rahas dhart and by reading
the text and looking at the illustration it is evident that it included music, dance, and the
impersonation of Radha and Krishna along with the gopzs. Some scholars surmise that the rahas
dhart was not a play, but just a dance performance (Qureshi 1987, 10-11), However, this can be
refuted on the grounds that two dohas of the performance’s dialogue are quoted in the ‘Ishg namah
(Siddiqt 1998, 111). The two dohas also occur in the dialogue of the Radha Kanhaiya ka gissah
that was written in Bani (Taqi and Saxena 1987, 95). Therefore, it seems that the show in Lucknow
was a dance-drama.

The illustration is an interesting source for the staging of this kind of show. It also sheds
light on the performance and the audience. The heading of the painting has the names of performers

and members of the audience:

Image of Prince Sikandar Hashmat Bahadur, Nawab Dildar Sahiba , Nawab Shahanshah,
Sahiba, Nawab Sardar Sahiba, Nawab Safaraz Sahiba and the dance of rahas dhari, the
image of the veiled'’ Nawab ‘Izat Mahal Sahiba as a gop7, Nawab Yasmin Mahal Sahiba,
Nawab Dilruba Mahal Sahiba, Nawab Hiir Mahal Sahiba [also] in the role of gopis, Nawab
Sultan Mahal Sahiba in the role of Radha, the image of Nawab Mahrukh Begam Sahiba in
the role of Kanhaiya, the image of Razi ud-Daula, Anis ud-Daula, Wahid ud-Daula and
Najib ud-Daula.

In the illustration, the king and his brother (Prince Sikandar Hashmat Bahadur) are prominently

depicted. Four women seated next to Wajid ‘Alt Shah must be Dildar, Shahhensha, Sardar and

16 See the section on Wajid ‘AlT Shah’s literary work for more information about these texts in Chapter 1.
17 The word used is mastiira “chaste or veiled woman” (Platts 1960).
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Safaraz. The one just next to the king is probably Safaraz judging by the similarity with her portrait
from the same manuscript (See Markel 2010, 99 for the illustration). The other six women that are

performing are ‘Izat, Yasmin, Dilruba, Har, Sultan, and Mahrukh.

There is additional information about the performers in Wajid ‘Al Shah’s ‘Ishg namah.
Dilruba, previously called Cunni, was a dancer and singer; she was able to stay in the court and

later taught the other paris:

One day, through the intervention of Akbar ud-Daula, a tawa 'if named Cunni came to my
mahfil for the purpose of a mujra (musical performance with dance). As soon as | saw her
| fell head over heels in love with her. Then removing all of the jewelry from her body, she
gave it to her benefactress and said that under no condition would she leave from there.
(Siddiqt 1998, 58).

The king wrote about Hur pari: “She is skillful in dance and song, was the daughter of
Amiran Domni and became a prostitute.” (Siddiqi 1998, 59-60). The dom refers to a community
of Muslim professional musicians (Miner 1993, 237). Some of the female performers were very
young when they started working for the king. This is the account of Wajid ‘Alr Shah’s first

meeting with Sultan pari:

Two tawa'’ifs, named HaidarT and Dilbar, were known throughout Lucknow as being
without peer in the arts of dancing and music. Dilbar, who was Haidar1’s older sister, had
the honor of being favored in my service. For this reason, she offered her younger sister
into my service as a gift. HaidarT was eleven years old and she knew some dancing and

singing. I received this offering of Dilbar and bestowed on her the title of Sultan pari
(Siddiqr 1998, 48).

The inscription also identifies the musicians. Razi ud-Daula was called originally Ghulam
Raza Khan. He had defended Prince Wajid ‘Alt Shah from an attack and as a result he was
rewarded for his fidelity as a bodyguard (Bhatnagar 1968, 7). After Wajid ‘Ali Shah became king,

this musician was given a government office, a matter that caused dissatisfaction among the British
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officials (34). He became one of the superintendents for the construction of Sikandarbagh (232).
Razi ud-Daula instructed the paris and was dhart, a class associated with dancers and low social
status (Miner 1993, 112). In his correspondence, the Resident of Lucknow W.H. Sleeman

repeatedly mentioned Razi ud-Daula; this is just one instance:

The King, as | shall show in my next official report, is utterly unfit to have anything to do
with the administration, since he has never taken, or shown any disposition to take any
heed of what is done or suffered in the country. My letters have made no impression
whatever upon him. He spends all his time with the singers and the females they provide
to amuse him, and is for seven and eight hours together in the house of the chief singer,
Rajee-od Dowla—a fellow who was only lately beating a drum to a party of dancing-girls,
on some four rupees a-month. These singers are all Domes, the lowest of the low castes of
India, and they and the eunuchs are now the virtual sovereigns of the country, and must be
so as long as the King retains any power. The minister depends entirely on them, and
between them and a few others about the Court everything that the King has to dispose of
is sold (Sleeman 1858, Ix-Ixi).

Raz1 ud-Daula and several of his family members were influential in the court; his father
Najib ud-Daula is also mentioned in the list of names in the illustration. Najib ud-Daula (originally
named Natthtt Khan) was a musician and held power and office in Rampur under Ahmad ‘Al1
Khan. He was commander of the Sikandari platoon platoon in Awadh (Bhatnagar 1968, 232). He
taught music to the paris and even Wajid ‘Al Shah learned from him (Siddiqt 1998, 54). Wahid
ud-Daula was Razi ud-Daula’s cousin and the superintendent of the stable and, finally, Anis ud-
Daula was a tabla player and commander of the Balakganj artillery (Bhatnagar 1968, 232-33).
Later on Razi ud-Daula along with his relatives was banished from the court because he deceived
the king and in addition had a love affair with Safaraz who also attended the theatrical event

(Sleeman 1858, 44-47). | will refere to this story later in the chapater.

W3jid ‘Al1 Shah also presents some information about this performance itself and explains

the full setting:

The dialogue is written in Hindi dohas, such as
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The peacock crown, the sash around the waist, the flute in [your] hands and the garland
across [your] chest.
Believing in this [image], Bihart Lal always dwells in my heart!

The second doha of Radha
Come beloved Mohan, let me cover your eyelids.
I would not have eyes for others and I won’t let you either.

This jalsa is held only in the evening. When its supervision and arrangements had been
taken care of, I then invited my younger brother Mirza Sikandar Hashmat Bahadur [to the
performance]. He happily accepted my invitation and came to Falak Sair and took part in
the jalsa. On this occasion all the paris put perfume on their clothes and henna on their
hands. With missi upon their lips they sat coquettishly on chairs all around the throne. This
makfil of dance and song was superior on account of the presence of nothing but
“wonderful, wonderful” upon the tongues of all who were present. My brother, blooming
like a flower, was seated by my side. Candle sticks within glass lamps and lights of many
colors were set here and there. All four sides of the throne were blanketed with flowers.
For the women observing the parda a bamboo lattice- screen was set up. They were looking
at the spectacle from the other side of the screen. This lively gathering finished after
midnight (Siddiqt 1998, 110-111).

In the illustration all the paris and Radha are wearing a peshwaz. This garment, a “long
sleeved open front loose robe with a bodice and a skirt, was worn by Muslim aristocratic women
in the early nawabri period” (Swarup, 2012, 48). The courtesans used to wear a peshwaz with a
tight fitting bodice skirt which had a swirling effect while dancing (71). Wajid ‘Ali Shah wrote the

following with regard to the costumes of the paris:

| had made preparations for different kinds of clothes for the paris and Khas Mahal
(Wajid ‘Al Shah’s first nikah wife) took care of the arrangements. The truth is that she
showed great enthusiasm and interest in this work. She would accomplish this job

remarkably well. I used to spend several lakhs of rupees in such matters (Siddiqr 1998,
60).

In the painting, the four seated women are dressed up as fairies; they have wings made
from a transparent fabric. Despite the claim that this spectacle did not blend devotional and dastan
traditions (Taj 2007, 26), it seems that this performance mixed Radha Krishna and Persianate

elements.
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The text has no information about the instruments, but in the picture it is possible to see a
group of musicians performing the cymbals, sarangr and a drum supported by straps. The
musicians performed while standing, maybe in respect for their patrons (Manuel 1989, 65). The
sarangi was an important accompaniment for dance (Trivedi, 2010, 129); it became an
indispensable instrument for theatrical representations (Bor 1986-7, 100). The music treatise
Mad ‘an al-musiqi by Karam Imam (courtier of Wajid ‘Al1 Shah) lists the names of contemporary
sarangi players (Vidyarthi 1958, 24). The contemporary musical culture was incorporated into the

rahas.

In the ‘Ishg namah it is mentioned that behind the lattice windows a group of veiled women
observed the show (they are also depicted in the painting). In the illustration the female performers
sitting next to him and the women involved in the show contrast sharply with those observing
parda. The female artists involved were important for the creative background of the performance:
as the ‘Ishq namah reveals, there was a constant flow of female performers into the court; the ages

of these women varied as did their training.

In the illustration we can see an open stage with an intimate interaction between audience
and performers; there was no fixed architectural device to enclose the show. As Kapur explains
the open stage was used in traditional theaters in India. The physical locations of performances
were not constructed and the space was suggested through words (2004, 95). In contrast,
Europeans introduced the proscenium in India, setting the stage back, framing the performance
and constructing locations for a larger audience (93-94). Thus this performance was not yet

influenced by European architectural settings.
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The performance of the Radha Kanhaiya ka qissah

While Radha-Krishna plays were performed early on, the actual script of Radha Kanhaiya ka
gissah is included first in Bani. In the sixth section of the book, Wajid ‘Ali Shah listed 22 groups
of performers including their names. In the first five groups, the characters impersonated are also
recorded (Taqi and Saxena 1987, 175-191). The names of these characters coincide with those of
the Radha Kanhaiya ka gissah. In the first group Wajid ‘Ali Shah mentions that this rahas with
Radha, Kanhaiya, the paris, the jogan, the traveler, etcetera has been staged for 13 or 14 years
(176). The Bani was lithographed in 1877, but it was written down in 1875 (112). Thus the
performance of this particular rahas must have started around 1861 during the time Wajid ‘Al

Shah lived in Calcutta.

The performers of Wajid ‘Al Shah’s artistic projects were the king’s mut‘ah wives.
Although many of these women stayed behind in Lucknow when W3jid ‘Ali Shah was exiled to
Calcutta, others followed him (Santha 1980, 228). There is some overlap in the names of
performers from Lucknow and Calcutta. Sultan pari, who started serving the king at the age of
eleven and played the role of Radha in Lucknow, impersonated the jogan in Radha Kanhaiya ka
gissah (Taqi and Saxena 1987, 176). Hur played a gopr in Lucknow and also in Calcutta (117).
Shahanshah and Dildar were in the audience in Lucknow and performed as a gopis in Calcutta
(179, 181). Martkh played Kanhaiya in Lucknow and had a non-specified role in the gissah (179).
Haidari, the sister of Sultan part, played an unnamed character in Calcutta (179). Since these
women were trained in dance and music they perhaps continued to participate in the rahas over

the years.

The Bani provides a window into the dramas of Wajid ‘Alt Shah and the two versions of

the Radha Kanhaiya ka gissah exemplify the entertainments of the court. Nevertheless, Wajid
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‘Al1 Shah laments that his current situation is not as good as it was before. In the Bani there is a
contrast between the spectacles that the former king could afford to produce in Lucknow and

those he could not arrange for anymore in Calcutta:

Of course, the gems and jewelry [mentioned for the performers] in the introduction could
not be arranged for by the writer to the extent that he could complete it [successfully stage
the performance]. During the time of ruling and authority the Lord had provided all and
everything, and even now | have my hope set on His nature (Taqi and Saxena 1987, 112).

In Lucknow and Calcutta, the characters included Radha, Krishna, sakhis and paris and both
shows were performed at night. The illustration of the Lucknow show even portrays the lights of
different colors, torches and the dark sky. In the Bani, Wajid ‘Ali Shah writes that once the rahas
is over, if the audience desires, there can be dancing and singing all night (Taqt and Saxena 1987,
112). The spectacles in Lucknow and Calcutta had similarities potentially in the plot and in the

staging.

The text of the Radha Kanhaiya ka gissah contains full details of the costumes of all the
characters. Ghurbat and the traveler wear an angarkha (Taqi and Saxena 1987, 104), a typical
costume of the nawabi period (Swarup 2012, 26). Wajid ‘Ali Shah appears in several portraits with
garment (Figure 4). The paris wear a jama-e husn (Taqi and Saxena 1987, 102) which is another
costume fashioned by Wajid ‘Ali Shah (Trivedi 2010, 30). The div on the other hand, was dressed
all in black with pants, jacket, gloves and socks (Taqi and Saxena 1987, 102-3) depicting the way
in which Europeans dressed. The Bani also describes embroidered wings for the paris’ outfits (91),
and indicates that Radha and the four sakhis wear a peshwaz (102). The costumes are not random
choices; they were a part of the aesthetics of the play and also reflected the fashion of the court

and the dancing girls.
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Dance played a central role in the dance-dramas of W3jid ‘Al Shah and it was an intrinsic
part of the plot. Wajid ‘Alf Shah’s interest in dance is obvious in the gat *® and rahas sections of
Bani. Karam Imam even mentions that Wajid ‘Ali Shah was a fine dancer (1958-59, 24). In the
20™ century the word kathak was used to name a dance form that had its origins in north India.
The history of this dance form has been projected into the legendary past based on the existence
of the term kathaka in epic literature. There is no doubt that in north India there is an ancient
tradition of dance and music which must however have changed dramatically over time in terms
of style and also the contexts of performance. Lucknow was one of the important locations related
to the history of kathak. This dance form has a very intricate history that incorporates folk and
formalized court dances from the sixteenth to the nineteenth century (Chakravorty 2008, 28).
Certain movements and postures in the Hindu performance tradition of ras /ila have striking
similarities to those of kathak (Swann 1991, 198). There are claims that ras lila evolved from
kathak (Narayan 2004, 19) and the reverse (Swann 1991, 198). Regardless of the directionality of
influences, it is clear that Wajid ‘Alr Shah was aware of the Hindu performance traditions and
patronized dance at the court.

The development of kathak was very likely the product of a multicultural environment in
which Hindu and Islamicate dance tradition converged. The dance postures and choreographic
progressions W3ajid ‘Alt Shah described in Bani clearly correspond to some of today's kathak dance
items (Walker 2014, 67). It is very likely that the dance that Wajid ‘Ali Shah had in mind for his
play was something similar to what we call kathak today. The stage instructions call for spins
(cakkar) and rhythmic dance compositions (tukra, tora) that also have parallels with kathak.

Nevertheless, the word kathak is not used anywhere in the script of his play nor in the Banr.

18 Each gat describes a dynamic figure that the body assumes in dance.
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In the second version of Radha Kanhaiya ka gissah Wajid ‘Ali Shah also incorporated
Bengali dances. The text lists amongst the characters two khem¢a performers who wear sarzs and
Bengali jewelry (Taqi and Saxena 1987, 105). The khemta dance has folk origins in Bengal and
was popular in the 19" and 20" centuries (Purkayastha 2014, 25). The performance of khemta
involved whirling and hip swaying and it is described as “having erotic overtones and suggestive
movements” (Ramnarine 2001, 54). Bengali performance practices were also added to the dance-

drama.

The image and description of the spectacle in Lucknow reveals the performers, musicians
and setting of the show. The Bani’s description of the different groups of performers involved in
Calcutta allows us to keep an account of Wajid ‘Al Shah’s artistic creativity. The text of the
Radha Kanhaiya ka gissah provides the necessary information to reenact the dance-drama.
Although the Radha Kanhaiya ka qgissah was written down after Indar sabha, the information
reviewed above shows that Wajid ‘Ali Shah was definitively interested in Hindu devotional

performance, dance and drama before the Colonial take over.

Indar sabha by Amanat

Syed Agha Hasan (1815-1859) ‘Amanat’ was a poet from Lucknow. Although he wrote marsiya,
wasokht and ghazal, he became famous as a result of the success of his drama. Indar sabha was
published in 1853, two more editions of the play were published during the lifetime of Amanat in
1856 and 1858; and by 1870 there were more than thirty editions and multiple imitations of the
play (Taj 2007, 68). It was one of the firsts printed texts in the 19" century to become a best seller
(Hansen 1997, 97). The play was also an important piece of the repertoire of the emerging Parsi

theater in the 19" and during the 20" centuries (Taj 2007, 188-9) and was adapted to film four
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times (Rajadhyaksha 1996, 237). Clearly the text is extremely relevant in the history of Indian

theater.

In discussions about the Indar sabha, one controversial issue has been whether Amanat
was a courtier of Wajid Ali Shah or not. Scholars have defended both sides of this debate. On the
one hand, it is argued that Amanat was patronized by W3jid ‘Ali Shah (Schimmel 1975, 213-14;
for a detailed discussion on the topic see Hansen 1998). On the other, the connection between the
two is challenged by stating that there is no historical evidence to prove that Amanat was ever at
the court of the king of Awadh (Qureshi 1987 39, 52-54; Taj 2007, 67). | have found that a book
authored by Amanat was present in the royal library of Awadh. During the rule of Wajid ‘Al1 Shah,
an Austrian orientalist called Alloy Sprenger catalogued the library of the Nawabs. In the catalogue
there is a reference to a text by Amanat that contained a poetic collection of wasokht, the book was
lithographed in Lucknow in 1846 (1263 AH) (Sprenger 2010, 600). This speaks of an awareness

at the court of at least Amanat’s poetry.

The work of Wajid ‘Ali Shah and Amanat has also been perceived as being influenced by
European performances. Although there is no substantial evidence of European presence on the
court performances, it has been suggested that there was a connection: “The courtiers and
companions of Wajid Ali Shah were always devising means to afford amusement, diversion and
fun to their gay master. One of the French companions mooted the idea of stage and presented the
scheme of opera which was in the heyday of popularity in France. It was readily accepted as it
could utilize the thousands of beautiful singers who thronged the court. Amanat was asked to write
the play and give it an Indian garb” (Saksena 1927, 351). Although European performances must

have had an impact in both authors, the consequences of the process are not evident.
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The association of Amanat and Wajid ‘Al1 Shah is also a part of ‘Abd ul- Halim Sharar’s
narrative. In the chronicle about Lucknow, Sharar states that people liked the Krishna rahas of
W3jid ‘Ali Shah since amorous tales were in fashion at the time. This was, according to Sharar,
the context that inspired Amanat to mix Muslim Persianized literature and Hindu mythology
(Harcourt and Hussain 1975, 146). Sharar even formulated the idea that the foundation of Urdu
drama laid in Lucknow, precisely in the work of these two authors (85). As Hansen underlines
Sharar’s historical account has been very influential (Hansen 2001, 41). Sharar not only pushed
forward a Lucknow centered history of Urdu drama, but also decided the starting point of the
category.

Amanat wrote a commentary on Indar sabha, entitled Sharak-e Indar sabha. The text is
dated 1853-4, but it wasn’t published till the second edition of the play (1856). In the commentary
Amanat expresses that he participated in the first staging of the jalsa and that this was a
complicated process that took a year and a half (Taj 2007, 432). There is no mention of the court
or the king in these observations about the preparation for the performance. In the commentary, he
also explains how he came about writing the Indar sabha and how it should be performed. Amanat
defined himself as poet who under the suggestion of a friend wrote a jalsa-e rahas (432). Later in
the text, he refers to his Indar sabha several times just as a jalsa (432, 434). The contemporary
tazkirah or “memoire” Khush ma rikah-e zeba by Sa‘adat Khan ‘Nasir’ refers to Indar sabha as a
masnawi along the lines of a rahas (rahas ki tarah masnawi) and several times as a rahas (Khwajah
1970, 231). The usage of the word “rahas” shows a parallel between the plays of Amanat and
Wajid ‘Alf Shah.

As Afroz Taj has discussed in his pathbreaking work on Indar sabha, multiple sources

inspired the main plot. Amongst the most important ones are the popular pan-Islamic romance
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Dastan-e amir Hamzah, a famous Urdu magnawz from the 18™ century, Siir ul-bayan by Mir
Hasan, and the 19" century Urdu masnawi, Gulzar-e Nasim by Daya Shankar Nastm (Taj 2007,
115-17). Indar and his court of dancers appear in Hindu mythology, but in Indar sabha the ladies

are not apsaras, but Persian winged paris. There is a mix of both literary traditions.

The characters of Indar sabha are king Indar, Black div, Red div, four paris called Phukraj
(topaz), Nilam (blue), Lal (ruby), Sabz (green) and the prince Gulfam. The king Indar comes into
his court in Sangaldip and claims that all night he wants to be in the midst of the ma/fil (gathering
for dance or music) and that he wants to see a jalsa. The king requests one of the divs to bring the
paris to perform mujras. The paris perform one by one, mainly ghazals and thumris. During the
performance of the thumri by Phukraj part she pays her respects to Indra, but at the end says:
duniya mem rahen hajrat akhtar “May his Highness Akhtar remain in the world” (Taj 2007, 206-
7). Indar here is directly identified with Wajid ‘Alt Shah through his pen-name. Thus Amanat
demonstrates his awareness of the king’s literary endeavors.

The last to perform is Sabz part, but while she is singing and dancing Indar falls asleep.
She goes to the garden and tells the Black div that on her way she saw a handsome prince in Akhtar
nagar which is a reference to Lucknow (Taj 2007, 294). Sabz Par1 confesses that she fell in love
with the prince and kissed him while he was sleeping on the terrace of his palace. She requests
Black div to fetch him and bring him to Sangaldip. The prince Gulfam is brought in his sleep, and
when he wakes up does not recognize the place. The pari admits being in love and tries to seduce
Gulfam. The prince first rejects the part, but later discloses his desire to see the dancers perform
at the court of Indar. The prince Gulfam promises that he will love her forever if his wish is
fulfilled. Sabz pari hesitates and explains that it would be dangerous for both of them if the king

finds out. However, Gulfam insists and Sabz pari takes him along to the court.
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During the dance performance, Gulfam is hiding behind a tree, but is caught by Red div.
King Indar becomes very angry, imprisons Gulfam, cuts off the wings of Sabz pari and throws her
out of the court. Sabz pari dresses as a jogan and wanders around in Paristan looking for her
beloved Gulfam. She sings ghazals and thumris while feeling the pain of separation. Black div
hears Sabz pari singing and does not recognize her. He informs Indar about a beautiful singer and
the king requests her presence. Indar is fascinated by Sabz pari’s song and he offers to give her
whatever she wants. She reveals who she is and demands the liberation of her beloved Gulfam. At
the end the prince and the pari get back together and the play closes with a joyful song of
celebration.
It has been noted that the king of Awadh was represented in Amanat’s play (Taj 2007, 92;
Hansen 1998, 7). The court of Indar is analogous to the court of W3ajid ‘Alt Shah in several ways.
Both kings patronized the training of dancers and held dance performances with their troupe of
paris for their entertainment. The female performers sang thumris and ghazals and danced kathak
in both contexts. These similarities are also added to the references to Wajid ‘Ali Shah’s penname.
The resemblance between the court in Lucknow and the play is not accidental.
Possibly the main plot too was inspired by a real-life scandal. Sabz part is a very outgoing
female not afraid of expressing her sexual desire directly and she enters the court of Indar with
another man. This character may have been modeled after a real life performer of Wajid ‘Al

Shah’s “House of Fairies;” her name was Safaraz pari. Wajid ‘Ali Shah wrote about her:

She married a relative, had a legitimate marriage (nikah) and started living the life of a
virtuous woman. They say that one day she had a dream about me and she awoke in a state
of fear. The arrow of my love struck her heart. She was around 27 years old. She had
marks of chicken pox on the face, but nice eyes. Her size and stature were well balanced.
(Siddiqi 1998, 60).
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Safaraz divorced her husband, married Wajid ‘Alt Shah and the king stated that: “In
comparison to the other paris, the love of this pari [Safaraz] affected me more” (ibid). Later
Safaraz also divorced W3jid ‘Al Shah and had an affair with Razi ud-Daula (Ghulam Raza Khan),

the court musician. W.H. Sleeman wrote about this in his Diary of a Tour through Oudhe:

She had long been cohabiting with the chief singer Gholam Ruza and was known to be a

very profligate woman. She is said to have given his majesty to understand that she would

not consent to remain in the palace with him without the privilege of choosing her own
lovers, a privilege that she freely enjoyed before she came into it and could not possible

forego (Sleeman 1858, 47).

All of this occurred before Indar sabha was written. Whether or not Sabz part was inspired
by Safaraz pari, the character would have resonated strongly with the reality of the “House of
fairies.” During his life in Calcutta, Wajid ‘Ali Shah was concerned with controlling all of his
secondary wives. There is a section in Bani called Qaniin-e Akhtart which was intended to regulate
the behavior of his retinue (Taqt and Saxena 1987 197-203). One of the rules was that the wives
were not allowed to interact with men who were not their relatives whether their master was present
or not (Sachdeva 2008, 181). The incident with Safaraz shows that the temporary wives did have
relations with other men and therefore the situation had to be controlled.

There is a legend about Wajid ‘Ali Shah performing the role of Indar in Amanat’s play.
Nevertheless, there is no recorded evidence of such thing ever happening (Taj 2007, 92; Qureshi
1987, 40). Sharar made another assertion that is not corroborated by any source stating that Wajid
‘Al1 Shah played Krishna in his own rahas (1965, 71). This claim by Sharar may have given rise
to the assumption that Wajid ‘Alf Shah was a part of the cast of Indar sabha. Nevertheless, the

portrayal of king Indar and one of the main characters, the Lucknowi prince Gulfam, is not very

flattering. There are references to the laziness of monarchs and their single interest in enjoyment.*°

19 See Chapter 1 for the reference.
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It does not seem likely that the king Wajid ‘Al Shah would perform a role that was a criticism of
himself. Yet Indar sabha is also a celebration of the colorful court culture of Lucknow and its

music and dance.

Staging the Indar sabha

Amanat did not write any stage instructions in Indar sabha, but in his commentary Sharaz-e Indar
sabha, he explained some of his ideas with regard to the staging of the play. Indar sabha’s long
staging history cannot be discussed here, but I will compare Amanat’s commentary to the stage
instructions of the plays of Wajid ‘Ali Shah. This is Amanat’s description of the beginning of the
performance:

When the entire mafil is full of people and it is midnight, everyone is moved back in an
orderly manner. The chairs are placed in the front. A stage® is set up. A delay by the jalsa
performers is unacceptable. Every person, with eager eyes, waits hopefully with all their
heart and soul. The musicians come to the ma#fil and stand. Tuning the instruments, they
enchant the senses of the audience (lit. those viewing from afar). A red curtain with golden
thread like red twilight evenings is spread in the mafil. King Indar positioning himself
behind the curtain, intermittently jingles his ankle bells. The sarangi is tuned with the
cikara. The welcome song is sung.

When the welcome song is completed the curtain rises. A firework is released. King Indra

wears a fine dress, a golden crown on his head, and a golden dupayza or a scarf tied on his
waist. Two divs, to the right and left, with strange appearances, fearful faces, open mouths,
very big teeth, flat noses, maces in hand, tight clothes upon their bodies, (are) in the ma/fil
with frightening looks; one is red and one black. The king is accompanied by them to the
ma/kfil. He sings the caubola in his own manner. He demonstrates his way of dancing. He
resounds the ankle bells in rhythm. Then he salutes the great personages at the ma#fil and
sits on his throne (Taj 2007, 434-36). 2

There are several similarities with the rahas illustrated and described in the ‘Ishg namah.
Both performances take place at night. Amanat remarks that the musicians stand during the play,

as customary, and mentions the sarangi as one of the instruments. It is clear that dance is a

20 The word takkt can also mean “throne”.
21 The translation of Taj was a basis for this translation.
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significant part of the performance. Amanat does not give details about the choreography, but in
the passage quoted above and elsewhere, he states that the characters have to dance (Taj 2007,
438, 442, 494). Amanat and Wajid ‘Ali Shah’s performances were meant for entertainment and

mixed music and dance.

There are also important differences: in the commentary, Amanat indicates that a stage is
set up. In the painting that depicts Wajid ‘Alt Shah’s spectacle there is no stage and the audience
observes from different directions. In the stage instructions of the rahas there is no reference to a
stage. Amanat advises the usage of a curtain at different times of the drama; this is another
innovation. The tazkirah Khush ma 'rikah-e zeba records a performance in Lucknow in which boys
educated in dance and music were the actors and thousands of people gathered for the play.
According to the text Amanat himself was sitting in the show (Khwajah 1970, 231). Hansen states
that the roles of Indar sabha were played by males until the 1870’s (1998, 13). The young male
performers of Indar sabha contrast with the females at the court of Wajid ‘Ali Shah who played
demons, Krishna and the clown.

There are also parallels in the aesthetic choices regarding costumes in both dramas. Amanat
did not write a separate list of clothing, but he makes some comments on how the characters are
dressed. The divs in Indar sabha have fearful faces, open mouths, big teeth and flat noses. It is
likely that they wore some kind of masks. In the Banr, the div has “a cardboard face of detestable
aspect”.?? In the Indar sabha the paris too have embroidered wings that “are prepared by casting
them as if in midflight” (Taj 2007, 438). The paris wear a peshwaz as well and each one according
to the color of her name. That this was the case also in Amanat’s play can be deduced from the

way he describes Phukraj (topaz) pari: “When the skirt of the peshwaz moves in the spins of the

22 See the list in Chapter 3.
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toras, it is as if in the ma/fil a bed of marigolds blooms” (438-440). Gulfam wears an angarkha
(466), a garment that Wajid ‘Al Shah liked and used in his rahas. Amanat integrated the fashion

of the court into his play.

The plot of Radha Kanhaiya ka gissah and Indar sabha
Since there is no script of the spectacle in Lucknow, the text of the Indar sabha is compared to
Radha Kanhaiya ka qgissah. The qgissah is significantly shorter, simpler and the plot is minimal.
The Indar sabha expands the drama as much as possible through the performances of the paris.
Whereas the story of Indar sabha is heavily influenced by the dastan and masnawr tradition, Wajid
‘Ali Shah’s gissah draws upon Hindu mythology and less on Urdu and Persianate narratives.
Both dramas took the paris and divs from the Urdu-Persian literature to the stage. The
gissah has a real jogan and the Indar sabha, a part disguised as one. In both dramas there is a
character voicing a strong desire to see a performance. In the Indar sabha, Gulfam wants to see
the dancers in Indar’s court and in the gissah, the jogan wishes to watch the dance of Radha and
Krishna. Both dramas contain a play within the play and characters like Indar and Krishna become
spectators of the dancers. The plot seems an excuse for dance and music performances. Some of
the songs in Indar sabha and some of the couplets in the gissah are vehicles for dance and music
and are disconnected from the plot. The combination of genres and different language registers is

present in both dramas and will be discussed next.

The structure of the dance dramas

Both Radha Kanhaiya ka gissah and the Indar sabha combine different genres. The plays were
not divided in acts in the original publications and both portray a series of performances of music
and dance linked by dialogue. This kind of structure contrasts with plays divided in acts, for

example, the plays of Bharatendu (Sharma 1989). Wajid ‘Ali Shah and Amanat indicate the meters
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and performative genres in the text, those are not later superimpositions. The overlap of genres
between the two dramatists consists of thumri, savan songs, holi songs and ghazal.

The word thumri refers to a vocal genre in North Indian music. Each composition has two
parts called astar and antara. The astar is the first part and the melody stays in the lower half of
the middle register. The antara is the second and it tends to ascend to an upper register. The texts
are often short, with a limited vocabulary primarily drawn from Braj bhasha and with Krishnaite
references (Du Perron 2007, 2). Most thumri texts talk about love, allude to the pain of separation
or the playfulness of Krishna.

Thumri is associated with dance performance and Wajid ‘Ali Shah. The genre originated
around the eighteenth century, but it flourished in the middle of the nineteenth century in Lucknow
(Du Perron 2007, 2). Wajid ‘Alt Shah was an important figure in the development of thumri, as an
author as well as a patron. His compositions are recorded in Bani and Najo. Thumrt has changed
over time; the earliest form is known as bandish thumri which was performed with kathak dance
(Manuel 1989, 35). This kind of composition was rhythmic, strongly linked with the performance
of courtesans in Lucknow accompanied by the music of tabla and sararngt (Du Perron 2007, 49;
Manuel 1989, 62). The later form of thumri is called bol banav, and it was characterized by a
slower tempo than bandish, shorter, less rhythmic, profound emotional expression through
melodic improvisation and simpler texts (Manuel 1989, 25-26). This genre had a significant role
in Lucknow performance culture in the 19" century.

The most important genre performed in Radha Kanhaiya ka qgissah is thumrt, perhaps this
choice is related to the close connection to dance. The following thumri from the Radha Kanhaiya
ka gissah is sung by Krishna to Radha when she is upset because he lost the flute. The text gives

the instruction that Krishna should interpret the song through mime. In the tradition established in
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Lucknow, the singer would first interpret the thumri through gestures while seated, and later
perform the dance to do a skillful interpretation of both (Manuel 1989, 65). In Radha Kanhaiya
ka qgissah the text is short and concise:

astai: radha ji moh se bolo kyon na re

antara: kyd mon se kuch citk pari mori rani

hars hasns ghiunghar kholo kyor na re (Taqi and Saxena 1987, 97)
Refrain: Radha j1, why don’t you talk to me?
Verse: Did | make some mistake unwittingly, my queen?
Just lift your veil and smile, why don’t you?

During the time that Sabz pari is separated from Gulfam, she dresses as a jogan, roams in
in Paristan and sings songs about her pain. Later in the play, the Black div is touched by her songs.
While longing for Gulfam, Sabz parT sings among others the following thumri:

kahan pain kahan pain yar re main
antara: yar ki chanv nazar nahin avat dhiindat hiin sansar re main
kahan pain
ka re karin kat heran jain socat hin bar bar re main (Taj 2007, 368)
Where O where will | find the beloved?
Verse: The shadow of the beloved does not appear anywhere
| search in the world
Where will I find...?
“What should I do? Where should I go looking?” I think time and again.?
Both thumris are romantic and speak about the pain of the lover and are a vehicle for a dance.
In general, thumri text was written from the perspective of a woman and in this sense it is different
from the Urdu and Persian ghazal which laments the sorrow of separation from the point of view

of a male (Manuel 1989, 7; Du Perron 2007, 21). Although in the Indar sabha the part is the one

who sings the thumri, in the rahas Krishna conveys his sorrow, in a slight variation of the

23| benefited from all the translations by Taj of the selected passages.
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convention. Yet both authors make the protagonists express themselves through the performance
of thumri.

There are a number of folk songs related to particular times of the year; the ones related to
the rain are very popular. The association of images with seasons has existed for a long time and
it is part of the Prakrit-Sanskrit poetic tradition (Orsini 2010, 144). During the month of savan
(July-August) the rain starts and the wind blows. Couples enjoy the weather and there are songs
that describe the pain of those who are deprived of their beloveds. In Indar sabha, Lal part is the
third person to present a performance in the presence of the king Indar and after a couple of ghazals

and a thumrt, she sings a savan song that bears no connection with the main narrative of the drama:

bina piya ghata nahim bhave

rah rah dil rauriida ho ave

bijart ki camak tarpave darave

bina piya ghata nahim bhave
antard: ruta barakhda ki ai re guiyam
aja jiva ko kal nahim ave

mori or se ya din sajant

koii usko samjhave jave

bina piya ghata nahim bhave

kase kahum 1s mumh bumdana mam
likha patiyam jo pathave

pitam ko koui bhart barakha mem

dat mart se milvae lave (Taj 2007, 264)

Without my beloved the clouds are not appealing
My heart is repeatedly trampled

Lightening flashes: | am afraid and tremble
Without the beloved the clouds are not appealing
The rainy season has come, friend!

Today my soul does not obtain peace

On my behalf this very day, dear one

Make him come around

Without my beloved the clouds are not appealing
Whom shall I ask, in the midst of these tears

To write letters that shall be sent

Someone, in the heavy rain,
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Should bring my beloved to unite with me.

During savan the weather is pleasant and swings are a common entertainment. A variety of
savan songs are sung while swinging and these are known as savan-hindola songs (Ranade 2006,
120). At the end of the second version of the rahas there is a brief savan song:

astai: sainya re jhakora de gayo yah ritu savan bahar
sis giim gayo jhule pe aktar peng barhdae (Taqi and Saxena 1987, 112).

Refrain: Oh beloved! This beautiful savan season gave (us) a push.
I lost my head on the swing; Akhtar increased the swaying.

Both authors inserted folk elements that were not related to the plot of the play. In the Indar
sabha the savan portrays a heroine suffering from the pangs of separation during the rains, not
satisfied with the cooler weather without her beloved and afraid of the lightening. In contrast, the
tone of the savan in the Radha Kanhaiya ka gissah is joyful, the lovers are together enjoying the
pleasantries of the season and this item makes for a pleasant closure of the rahas. Despite these
differences, Amanat and W3jid ‘Al Shah used the imagery of this kind of seasonal songs even if

disconnected to the events of the drama.

Similarly, holi songs are connected to folk traditions and a particular part of the year
(February-March). These songs are subcategories of thumri and describe Krishna teasing the girls
in Braj, typically they portray Krishna sprinkling color on the gopis (Manuel 1989, 24). The
following song is sung by the second performer at the court of Indar, Nilam par:

kanha ko samjhata na kot

armgiya ramga merm bhijoi

mori braj mem pata khot

aja sakhi hama ghara mam jake

pita ki jana ko rot

abira gulala churavana khatira

mumh amsuvana se dhot

badan maghi mem milor (Taj 2007, 238).
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No one chides Krishna

My blouse is soaked in color

My honor is lost in Braj

Today, friend, | went home

| cried over the heart of my beloved

For the sake of removing the red Aol powder

| washed my face with tears

And rubbed my body in dust.

In the rahas the makhanvalis sing the first part of the 4ol song and when Krishna asks for

butter, they sing the second part in response:

astai: ai det main makhana becana jata
antara: na lo kanha tum makhan mora becin akhtar hath (Taqi and Saxena 1987, 100).

Refrain: O my god, ’'m on my way to sell butter.

Verse: Don’t take my butter Kanha! I should sell it to Akhtar.

The holi song in the Indar sabha is not celebratory, it focuses on the pain of the protagonist
and her feelings on losing her honor.?* Although there are allusions to 4o/, Amanat perhaps had a
different take on these kinds of songs. In the rahas, the song does not have a conventional &olt
imagery, but the misbehavior of Krishna is alluded to by the speaker. In the rahas the song is
integrated into the story unlike the Indar sabha in which there is no link to the plot. Even if Amanat
and Wajid ‘Alt Shah framed the theme of %olr differently they still harked back to this variety of
folk songs.

The ghazal is a poetic form central to the Urdu literary tradition. It consists of she s or
couplets in which each one presents an independent and complete thought. Each couplet can have
a different mood or subject, but the link between all of them is the rhyming scheme and meter. The
metrical system is derived from Persian and Arabic prosody. In the first couplet or matla’ of the

ghazal both lines have end rhyme and in the next ones just the second line maintains the same

24 For the topic of sexual harassment in folk songs (see Pauwels 2010b).
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ending: aa, ba, ca, etcetera. One of the conventions of the ghazal is that the beloved is cruel and
indifferent and the lover is miserable. Ghazals were part of the courtesans’ repertoire; they were
extremely popular in Lucknow during the 19" century (Manuel 1991, 351). Ghazals were a vehicle
to convey the emotions associated to unrequited love.

In the second version of the rahas, Radha is anxious on account of the theft of the flute and
Krishna’s suspected affairs with other women. The text here gives the instruction that Krishna
should recite, sing, and mime the meaning of the matla‘, after a pause he should dance. This kind
of performance is analogous to the thumri. The ghazal-like verses are just individual couplets;
there are no sets of couplets from the same ghazal.

Krishna (matla’): sataya dil na kist ka sataya jaega
vah dil jo rithegd kyonkar mandya jaega

radha ji: ek dil ham ne diyd tu ne bo barbad kiya
ek tu ne diya ham ne khuda ko yad kiya (Taqi and Saxena 1987, 108)

Krishna (matla ‘): How long can they torment a tormented heart?
How to bring around this heart which is offended

Radha ji: | gave you my heart and you destroyed it
You gave me your heart and | thanked God.

In the rahas different kinds of couplets are juxtaposed in the same way that in the Indar
sabha the mujra of each pari consists of a mix of genres. A holi song is followed by a ghazal, as
it is the case in the mujra of Pukraj pari, for example. Amanat is closer to the older performance
style of a single singer performing several songs for the patron, whereas Wajid ‘Ali Shah has short
dialogues between characters and genres. Wajid ‘Ali Shah made choices that reflect a diverse
poetic taste and perhaps this shows a composite performance culture even if the audience was

limited. In the rahas there is a question and answer session between Radha and Krishna and a shift
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in register takes place after each couplet from the ghazal like couplet to the esthetic universe of
the virahini nayika:

radha: majma’ ghair men aisa sitam ijjad kiya
qatila bhiil ke ham ko kabhi yad kiya

dohra: main virahini samjog na kou sath
nari chuvat bed ke phaphald ho gae hath®(Taqi and Saxena 1987, 94)

Radha: In the assembly of strangers such tyranny was inflicted (upon me).
Oh murderer! Did you remember me, even by mistake?

Dohra: | am bereft of companionship; no one is with me.
Touching the woman, the hands of the doctor were blistered.®

In the Indar sabha the ghazal is the most pervasive genre: there are 30 songs in ghazal form
and some “hybrid” ghazals that are mixed with savan and holi songs (Taj 2007, 133). Unlike the
rahas, Indar sabha has extensive ghazals with many couplets. The high intensity of the emotions
of the lover is similar in both plays. The next fragment is part of a ghazal sung by Sabz par7in her
separation from Gulfam:

marta hun tere hajr men ai khabar le
ab jan se jata hai yah bimar khabar le

phirta hiin tasawwur mes tere subah ta sham
betab hai yah talib-e didar khabar le

bazar-e vafa garam hai ai yusuf-e sani

dil becta hai tera kharidar khabar le (Taj 2007, 370)

| die when separated from you, oh beloved, take heed
This sick one is leaving life, take heed.

| wander thinking of you from morning till evening
The one desirous of seeing (you) is restless, take heed.

The market of fidelity is active, oh equal of Yusuf!
Your buyer is selling your heart, take heed.

25 The author identifies this couplet as a doha, but the first line does not conform to the meter.
26 Perhaps from the heat provoked by her suffering.
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The language of the songs in both dramas evokes different aesthetic universes: the Braj
song with gopis playing with Krishna, the cruel beloved of Urdu poetry or the female who suffers
in separation. Amanat uses imagery from Hindu devotional poetry even if it is completely
unrelated to the plot. Exploiting the Krishnaite idiom is justified in the gissah because of its setting
in Braj, but Radha also speaks a couplet in Urdu.

All the passages quoted from the Indar sabha are just fragments of longer texts. The rahas
has a couplet, a succinct thumrt, a savan of two lines whereas the Indar sabha has an entire ghazal,
a long thumri and an elaborated savan or a savan-ghazal. The rahas illustrates the assimilation of
different genres in a nutshell. Perhaps the rahas expanded the short texts in performance. Both
dramas have passages that have nothing to do with the plot, but are good for performance and
variety. The difference is that the thumrt is one of the most prominent genres in the text by Wajid
‘Ali Shah and the ghazal in Amanat’s. From at least the 1800s courtesan singer-dancers were the
center of entertainment; thumri and ghazal were genres long cultivated by these performers
(Qureshi 2006, 312-19). Amanat’s play imitated the single courtesan performing for her patron
whereas Wajid ‘Alr Shah’s text transforms the model to a succinct dialogue between characters
and genres.

Despite the fact that Indar sabha and the rahas are considered the foundation of Urdu
theater, the Indar sabha has many sections with no Urdu at all and the rahas has very little Urdu
in the dialogues. All the Persian vocabulary in the rahas, is mainly in the stage instructions. The
actual dialogues in both plays have an accessible language and a variety of registers. Wajid ‘Al
Shah and Amanat seemed to be well acquainted with a multiplicity of traditions and modified the

language accordingly.
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The dramatic work of W3jid ‘Alt Shah does not seem radically different from Indar sabha.
It has been argued that the Indar sabha addresses a more diverse audience than the pre-modern
courtly drama (Hansen 2000, 98). Although the audience was limited in the spectacles at the court
the performers came from many social and regional backgrounds. The development of drama was
closely tied with the mixed repertoire of singers that included thumri, ghazal and seasonal songs
(Orsini 2014, 102). Both playwrites Amanat and Wajid ‘Ali Shah drew on a performance tradition
that was not defined by language or specific religious identity.

Conclusion

The performers of Indar sabha took the model of the court further afield. Indar sabha was
definitely a landmark in the development of Indian theater and was performed for large audiences.
The theatrical spectacles envisioned by W3ajid ‘Al Shah played a role in the process. Instead of
thinking of the Radha Kanhaiya ka gissah and Indar sabha as the origins of Urdu theater, it is
more relevant to analyze how they represent the exchange between different dramatic traditions
perhaps including European ones.

The show in Lucknow illustrates how Wajid ‘Al Shah experimented with performance
traditions. Some of the people who were present in that spectacle apparently continued in other
artistic projects, but others were banished from the court or stayed back after the exile of Wajid
‘Al1 Shah. Instructors and performers changed, but the interest in the stories of Radha and Krishna
remained. Despite the fact that the former king directed plays on other topics, he staged the Radha
Kanhaiya ka gissah for several years and decided to preserve information about the performances,
performers and this script.

Multiple traditions were integrated into the dramas of W3jid ‘Ali Shah and Amanat. In the

rahas, Urdu does not figure in an important way. Amanat was aware of the king’s entertainments
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and may perhaps even been inspired by the gossip about the numerous women of the court. These
two plays were not marked by religious or linguistic identity, but by their composite nature and
the performance practices of their time. The authors tested the combination of folk and court
traditions on the stage. There was a gradual evolution from courtesan spectacles to a more public
performance. Women played all the roles and even impersonated males at the court. However,
when the performances shifted away form the court to a public venue all the roles were taken up
by males.
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Figure 3 Rags rahas dhari from ‘Ishq namah. Windsor Castle. Royal Collection Trust. © Her
Majesty Queen Elizabeth I1.
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Figure 4 Portrait of Wajid ‘Ali Shah. Sibtainabad Imbambara, Kolkata
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CHAPTER 3 Annotated translation of the rahas entitled Radha and Kanhaiya ka qissah

The only available rahas script authored by Wajid ‘Ali Shah is the Radha Kanhaiya ka qissah.
The text mixes features of the ras /ila and of the dastan, narrating an episode of Krishna and
Radha. Specifically, the rahas echoes the theme of the stolen flute, prevalent in the Vaishnava
tradition. The Radha Kanhaiya ka qissah evinces Wajid ‘Ali Shah’s interest in dance, music

and the performance culture of his time.

The word rahas was used to refer to performances that were at the intersection of
theater and dance. It is a complex term that Wajid ‘Ali Shah alternately used to denote
choreographic progressions, and theatrical performances (Taqi and Saxena 1987, 81-90; 176-
182). It has been argued by scholars that rahas is connected to the word ras (Taqi and Saxena
1987, 79; Trivedi 2010, 104). The meaning of ras is related to the dance of Krishna and the
gopis and to a dramatic tradition in which the stories of the god are performed. Nevertheless,
the word rahas came to mean a play with dance and song and not necessarily associated with
the stories of Krishna (Qureshi 1987, 49). This is how it was used by Wajid ‘Ali Shah’s

contemporary, Amanat (Taj 2007, 430).

In Bani, Wajid ‘Ali Shah comments on the performances he sustained in his house in
Matiya Burj: rahas, music, dance, marsiyas, tamasha and nagl (Bani 1987, 175-191).
Additionally, he also sponsored the training of the performers (Taqi and Saxena 1987, 175-
181). As evidence of the fact that he took great personal interest in every aspect of the
presentation, at the beginning of the first section on rahas in Bani, W3ajid ‘Ali Shah described

how the rahas choreographies should be staged:
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The sakhis®’are dressed in their peshwaz etcetera and come in silence. They sing,
accompanied by the musicians, the following text written by the author.

Refrain: Let’s go, let’s go sakhi ! Now let us perform a rahas,
Let us delight the mind of dear Akhtar (W3jid ‘Al Shah)?

When the pen-name of the author emerges from their lips, at once all the sakhis stand;
they form a line accompanying the ustad in the predetermined spot; during the rahas, it
is necessary that they refrain from any kind of eating, drinking and noise, and that they
do not leave the place of the dance until its conclusion, and that they play two pairs of
small, joined cymbals. Before?® every rahas the words written by the author are sung.
After this, the song is completed on sam® with the short composition (tukra) of the
pakhavaj. After finishing every rahas let it be intoned “Long live the soul of the world”
or “Victory to the soul of the world”; and one short composition (fukra) is offered to the
right side, one to the left side and one to the center (Taqi and Saxena, 1987, 81).

Text and translation

The translation of the Radha Kanhaiya ka qissah is based on the nasta ‘lig lithograph of the Bant
printed at the royal press in Matya Burj in 1877, which | have compared with the Bani in
devanagart edited by Roshan Taqi and Mohan Saxena, published in 1987. The differences are
minimal. The discrepancies with the devanagari text are indicated in the footnotes. The first
version of the rahas, without the costume list, was also published in rasta ‘lig by Mas‘ud Hasan
Rizvi in Urdiz Drama Aur Iszej and in devanagari with the costume list by Sivaprasada Misra in
Satyahariscandra. Mas‘tad Hasan Rizvi’s edition contains a few notes that are mentioned in this

translation whenever relevant.

The translation is very literal, glossing of words and difficult readings are specified in the
footnotes. Word meanings are provided with a dictionary reference. In some cases, special

glossaries or technical books were consulted to clarify the meaning of words and concepts; the

27 The performers are called sakhis

28 Wajid “Alr Shah spelled his penname as Akhtar in the Bani instead of Akhtar.

29 The word %< appears in the text, it is not clear what it refers to. The word means “saffron or vermilion.” Perhaps
that kumkum powder should be applied before the rahas.

30 The first beat of a cycle in Indian music, this beat is also the last one.
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sources are always provided. Square brackets are used for words that help understanding the

meaning, but are not in the original text.

The rahas has abundant stage instructions in the subjunctive mood, but in the translation |
use present tense and participles to conform to the conventions in English printed plays. The stage
instructions are in italics. In a couple of cases of word play in the original text, a translation of the
sense of the passage was opted for rather than a literal translation. For example, in the first rahas
where the original text plays upon the similarity of murli “flute” and murgi “hen”, | chose to

translate the two words as the rhyming pair “flute” and “coot.”

The first gissah3! regarding the circumstances of the declaration®? and display of love®
between Radha and Kanhaiya®*

Two sakhis wear a heavy jama-e husn®, putting on embroidered wings.® One is called Purple
pari, and the second is Saffron pari. One man is made up as a div or “demon” of detestable
aspect;3" his name is ‘Ifiit. [A third] sakhi assumes the role of a jogan or “‘female devotee”; her
name is Sakra. One man acts the part of the servant to the jogan; his name is Ghurbat. After
finishing the [introductory] rahas dance®, all sakhis sit down. The two paris sit on chairs on one

side and on the other the jogan holds court sitting on a chair.®® The div stands in front of the paris

31 The word gissah refers originally to a narrative romantic or heroic originally from the Islamic world. See Pritchett
1985.

32 The word izhar means “manifestation, revelation, disclosure, demonstration, publication, display, declaration”
(Platts’ Dictionary is abbreviated as PD).

33 The word ta 'shshug means “exhibiting or showing love, falling in love, being in love, love, affection” (PD).

34 The text in nasta’liq has pahla qissah radha aur Kanhaiya ke izhar halat aur ta’shshuq men.

% It is a particular garment fashioned by W3ajid ‘Al Shah (Trivedi 2010, 30). The jama is a robe, gown, long gown
(PD). Rizvi also notes that this is a garment that was created by Wajid ‘Ali Shah (1957, 212).

3 The meaning of karcob is “embroidered”; with the suffix 1 “cloth with silver and gold thread” (McGregor’s
Dictionary is abbreviated as MD).

37 The text in nasta ’lig has karth “hateful, odious, detestable”; karth-manzar means “of detestable aspect” (PD). The
devandgar text has kriya-e-manzar.

38 The word rahas here is used in the sense of “dance”. Rizv1 also supports this idea (1957, 2012). The term is
discussed in Chapter 1.

39 The word ijlas refers to “the act of sitting of a court, a court, karna sitting in a court, to preside” (PD).
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with arms folded, carrying a mace in his hand. Ghurbat stands in front of the jogan, with folded
hands,*® and on one side Radha and Kanhaiya, wearing a crown, a nose ring and a forehead
ornament,** with the Bengali veil pulled over [her head] sit on chairs holding court.*? Ramcira,
attending on both of them, is present with folded hands. Four sakhis, named Lalita, Sakha, Cina
and Larva, wearing turban ornaments and feathers*, assemble and stand apart [from the rest].
Four paniharins, or “water maids ", singing a thumri by the author fill water jars from a prop*
well on stage. A man dresses up as a traveler with a bundle and stick in his hand. Four
miakhanvalis or “butter maids ” churn butter while singing a hor* composed by the author. The

jogan sits sadly.

Ghurbat (asking Sakra): May you live for ages to come! May you remain happy! Jogan Sahib,

why are you morose? Why is your soul troubled?
Sahra (answering Ghurbat): For twenty-four years I’ve been carrying [this] sorrow.
Ghurbat: What is this sorrow? If you want to, please tell me.

Sahra: For twenty-four years | have been steeped*® in the sorrow that | have not seen the dance

of Radha and Kanhaiya.

0 The meaning of dast-basta is “with folded hands, in token of respect” (PD).

“1The word baina means “an ornament (consisting of a small circular plate of gold with enamel work) worn by
women on the forehead” (PD). The devandagari text has vagaira instead.

42 |t says literally pulling the Bengali veil. Bani has a section with gats or “dance movements.” One of them is “the
Bengali veil gat” in which the performer pulls the veil over the face partially and dances. This movement is
illustrated (1987, 74).

43 The word of jiga, jega means “an ornament worn on the turban (it consists of a band of velvet about six inches
long and two broad beautifully embodied, and a gold plate set with precious stones on it” (PD). The word kalght
means “a gem spired ornament fixed in the turban, usually with the feathers of the huma of phoenix” (PD).

4 The word masnii’ means “created things; things artificially made; creations; works of art or skill” (PD). Text in
devanagari has masnavi.

45 A hori or holi song is about the spring season.

46 The literal meaning of mahakna- To exhale agreeable scent; to diffuse fragrance (PD).
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Ghurbat: Is that all there is to your gloom? I'll go arrange*’ this for you.
Ghurbat leaves in search [of a solution/. He meets ‘Ifrit aside and says:
Ghurbat: May peace be upon you, Mister Ifrit.

‘Ifrit: May peace be upon you as well, Usain,*® peace be well, may all be well,*® may there be
raisins, may there be almonds,>® Sir®* Ghurbat honorable®? lord > eminent>* brave master.>

Among the brave, Blowbag, sissy on the battlefield, alarm-f**er.%
Then both embrace.
‘Ifrit (cackling in this manner): kaun-kaun, khel-khel-khel-khel.

Ghurbat (speaking to ‘Ifrit): Mister ‘Ifrit, we have been like brothers for a long time. | have to

ask you a favor,> if possible.
‘Ifrit: What is the favor?
Ghurbat: There is a jogan who is sad.

‘Ifrit;: What kind of sadness is it?

47 The verb tadbir karna means “to arrange for” (PD).

48 Mocking the name Hussein.

49 The comic character comes up with some fancy rhyme words that sound like Arabic: valam utatam val-kalam.
%0 Again comedic prefixing of the Arabic definite pronoun al to kishmish “raisins” and badam “almonds.”

®1 The word miyan means “an address expressive of kindness, or respect” (PD).

52 The word bahadur means “brave, bold, valiant, courageous, and high-spirited. At the end of a name a title
equivalent to 'Honourable' in English” (PD).

%8 The word bahdduran means “hero, chevalier, knight, horseman; a title of honor conferred by the Great Mogul and
other Eastern potentates, bearing some resemblance to the European title of military knighthood” (PD).

5 The word “alf means “eminent, noble” (PD).

%5The meaning of khan is “master, owner'; lord, prince, a title of Mohammadan nobles” (PD).

%6 The comedian is throwing in some insults jang-ramardi and the inventive compound ghabay-cod, based on the
better known bahin-cod.

5"The word amr means “order, command, affair, business, transaction” (PD).
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Ghurbat: Jogan Sahib says that she is sad because she has not seen the dance of Radha and

Kanhaiya. | have promised to try [to help]. If you can, [help me] fulfill my promise.

‘Ifrit: Ickity, pickity, ally gadaw,
Dicks, do, ally gamaw,

Okus, pokus, pelly gaw.*®

| swear on [my] children, that which can be done by me I shall never withhold. Behold, I will

try.
At that very moment, ‘Ifrit sets out taking Ghurbat along, and begins to say:

‘Ifrit:  Oh wonderful! Knife-brandishing, porter-brandishing®® spear-brandishing,®® ruin-
brandishing,%! sword-brandishing, integrity-brandishing®? one come with me. And | have

requested that the honorable Saffron pari and Purple part be present.

‘Ifrit and Ghurbat: There is a woman who became a jogan out of a longing to see the dance of

Radha and Kanhaiya, and she wants to see that dance.

Paris: Bring the jogan here.

‘Ifrit goes along with Ghurbat to meet the jogan.

Ghurbat (to Sakra): Come Jogan Sahib, the paris have called for you.

The jogan appears in front of the paris with ‘Ifrit and Ghurbat.

%8 The text has a series of nonsense rhyming words: tainatt mainnati dum khabishi lotakalata, etcetera.

59 What follows is a series of nonsense words, all referring to skills of one type of another. The word sammal means
“a carrier of burdens, a porter” (PD).

80 The meaning of neza bazi is “throwing of the spear, jousting, tilting” (PD).

61 The word khilal means “intervening space, interval, middle, imperfection, defect, flaw, damage, ruin; disorder”
(PD).

52 The meaning of rast-bazi is “fidelity, integrity, uprightness, honesty, plain-dealing, fair play” (PD).
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‘Ifrit: Here is the jogan.

Par1: Bring her forward.

When the jogan comes, the two paris stand up and embrace her.

Paris (to Sakra): What happened to you? Why did you become a jogan?

Sahra: For twenty-four years, | have been obsessed with the notion that, by some means, | must

see the dance of Radha and Kanhaiya.
Paris: Oh ‘Ifrit! Show the dance of Radha and Kanhaiya to the jogan.

‘Ifrit- (screaming) Not “Hey ‘Ifrit”?%3 (To Radha and Kanhaiya and the sakhis) dance the

hindola® dance.®

At this time all the sakhis stand in a row. Kanhaiya holds one end of the dupatta and, in the
middle of the row®® Radha ji holds the other end. She keeps on singing the hindola, moves her

feet in counts of “one, two” according to rhythm.57 8

83 Using the contemptuous vocative particle. He seems to be pleased that the paris address him with “are” instead of
“be”.
5 The meaning hindola is “swing,” as well as the genre of “swinging-songs” of the rainy season.
8 The devandgart text repeats two more times naco hindola ka nac “dance the hindola dance.
% The meaning wasat is “middle, center” and saff means “a rank, a row, a line” (PD).
57 The term zal “is defined in terms of matras in repeating cycles of beats that expand to a stressed point call sam
down to a release point called khali” (Menon 1995, 157-58).
% The devanagart text has here a passage that is not in the nasta ‘liq text: sab saf ke pichle qadam aur pasti par rassi
ko dila kiya karen. rahasvaliyan ripak tal aur tin martabd se kam amdo-raft na karen aur yah savan faqir ka
banaya hua gati jayen:
astai- sainya re jhakora de gayo yah ritu savan bahar

sis gum gayo jhule pe akhtar peng barhae
“When the whole row steps back, she follows and lets the rope [dupazsa] loose. The rahas performers dance in
rapak tal (seven beats divided in three) and should not do the cycle less than three times and they should sing this
savan composed by the writer:
Refrain: Oh beloved! This beautiful savan season gave (us) a push.

I lost my head on the swing; Akhtar increased the swaying.”
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All the sakhis imitate®® Radha ji. Kanhaiya ji, stepping forward®, stands opposite to Radha and

pulls the dupatta tight. Then, stepping back, he lets it loose.

Refrain: Let the swing sway, Radha and Krishna, who is darker than dark.

The wind goes san na na, san na na, san na na.

First verse: Let all the sakhis push the swing together,
singing’! ta na na na, ta na na na, ta na na na.
Second verse: Peacock crown is laid down? by his side

The earrings [and] the anklets resound jha na na na, jha na na na, jha na na na.
After finishing the hindola all the sakhis say: May king Ramcandra’® be victorious.

Afterwards Radha and Kanhaiya stand in front of each other, with half of the sakhis standing on
Kanhaiya’s side and the other half on Radhad’s. The saval-javab’™® “question and answer” session
between Radha and Kanhaiya begins, while the gestural expression of the meaning™ [of the
verses] continues. According to the [number of] feet in the verses,’® after every Urdu couplet’’

and every doha, they both spin towards the right.

8 The meaning of mutaba’t is “following, imitating, conforming one’s self, (ki) karna to follow, to imitate” (PD).
The devanagart text has mutabiq.

0 The meaning of pesh-gadami- is “stepping before or forwards, advancing.”

"L The verb tan lena means “to give inflections to the voice (in singing)” (MD).

2 The words radh rakh are taken as radda rakhna (-ka) “to lay down (in Persian radh)” (PD). The devandagart has
kar “hand” but the text in nasta ‘/ig has kat “side”. Alternatively, this may refer to Krishna, having tucked his crown
under his arm (by his side) so that it wouldn’t fall off.

3 1t is striking that they do not say “May Kanhaiya be victorious.”

74 The meaning of saval-javab in music is “a call and response pattern between two musicians” (Neuman 1990,
275). Here it seems to be between Radha and Kanhaiya.

5 The term arth bhav means “adhering faithfully to the literal meaning of the lyrics of a song in a kathak
performance.” (Narayana 2004, 51).

76 The word arkan can mean “feet” in prosody and ba/r is “meter” (PD). The meaning is not entirely clear.

7 The word bait means “couplet”.
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Radha (by the author):"® In the assembly of strangers, such tyranny was inflicted (upon me).

Oh murderer! Once you forgot me, you never remembered.

Dohra: “1 am bereft of companionship; no one is with me

Touching the woman, the hands of the doctor were blistered.”"®

Kanhaiya (by the author): My name is Kanhaiya, | know you.

Radha, I respect you here more than life.

Dohra: The bindi upon Radha ji’s body, Oh, bestows beauty;

it is like a bee enjoying the fragrance of a ketaki in bloom.®°

Radha (by the author): I have been driven crazy by your love, oh Krishnal

More than [my own] heart and soul, | recognize you here.

Dohra: Come beloved Mohan, let me cover your eyelids.

I would not have eyes for others and I won’t let you either.

Kanhaiya (by the author): In my love for you, oh Radha, | searched from jungle to jungle.

The divs and the paris did not recognize me anywhere. 8!

78 Wajid ‘Ali Shah writes al musannif “the author” before certain couplets. This seems to distinguish his verses from
others that might come from other sources.

79 Perhaps from the heat provoked by her suffering.

8 Literally: “the bee takes fragrance.”

81 Perhaps he is so lost in his love that fantastic beings did not recognize him.
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Dohra: The peacock crown, the sash around the waist, the flute in [your] hands and the garland
across [your] chest:

Believing in this [image], Bihar1 Lal always dwells in my heart!

Kanhaiya: The door to reach Radha is as remote as the date tree [is tall]:

if you climb it you will taste the nectar of love, but if you fall, you’ll break into pieces.

Dohra: The master sitting by the lattice window accepted everyone’s respectful greeting.

He remunerates each according to their service. 82

After the dohras, Kanhaiya distributes a money offering to all the viewers present .22 They take

the offering in their hands, touch it to their head and eyes, and Kiss it.

Radha: Smoke rises by the bank of the river, I know something has happened.

May the one who is being cremated not be the one for whose sake | took up asceticism.

Her face is like the moon and golden bracelets upon her wrists

My heart knows, so does everyone else whom I’m waiting for.

Open the dressing O healer! Do not disturb the stubborn wound

If you wish to share my pain, my [pain] of separation.®*

82 Or everyone’s courtesy is answered in kind.

8 The word zar means “gold” and cakari means “service” (PD).

8 The meaning of this couplet and the previous one is not entirely clear. | thank Jameel Ahmed for his help in the
translation.
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You are the creator of both worlds, you are the goal of my journey®

just as the crow directs the boat towards the shore.

Kana, you don’t know how I have withered® because of your separation

while the creeper | sowed day by day flourishes.?’

Oh crows! Eat all my body; peck away at every piece of meat,

But don’t eat my two eyes because I hope to meet my beloved.%8

Mohan, flute player, look towards me.

| keep you in my eyes, [ineffaceable] like a line of kajal.

89

Kanhaiya: Radha, why are you so far [away]? My house is unadorned by a beautiful woman
Just as the leaves of the henna plant are unmarked®® by redness [for which they are

valued].%

8 Literally you are as my orbit.

% Literally became yellow.

87 Presumably irrigated by the water of her tears.

8 Attributed to Baba Farid in Guru Granth Sahib (91) (sggs 1382).

8 The word angand is taken as woman, but it could conceivably stand for @ngana “courtyard” in which case one
could read “why do you not adorn the courtyard of the house?” It might be a pun.

% Literally not inscribed.

1 This seems to refer to the fact that the henna leaves are green, so the redness characterizing henna is apparently
absent from them. But the precise nature of the comparison is not totally clear. Perhaps the reference is to Radha’s
physical absence yet presence in Krishna’s heart.
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Radha: King of kings, supreme Lord, may you live many yugas and remain happy. Where did
you leave that flute in which six ragas and thirty-six raganiyas [“minor ragas”] would resound?
Play that flute.

Kanhaiya: (spreading his garment in supplication) Queen sovereign over all kings, supreme
lady, great queen, Kanha bows his head [to you]. May you live for many yugas and be happy!
Oh Ram! The flute is lost.

Radha: Maharaj, | know you well. You must have given it to Kubja.

Saying this Radha ji becomes angry and offended, and sits apart. At this time Kanhaiya ji sings
this thumrT and mimes the meaning of the words. He falls at her feet and, with folded hands, he

begins to placate her.

Refrain: My great queen, empress Radha.
Verse: Did | make some mistake,

causing you not to appreciate Akhtar’s% worth?

Then, feeling helpless, Kanhaiya ji calls his servant Ramcira.

Ramcira- At your service, King of kings, at your service (Ramcira presents himself) supreme Lord,
prime embodiment of Shiva, great master, tell me what happened?

Kanhaiya: Radhika got angry; she thinks that I have given the flute to Kubja.

Ramcira: Great Lord, then placate her.

Ramcira requests this three times and makes a suggestion in the very same manner. The fourth

time Ramcira says:

92 Pen name of Wajid ‘AlT Shah. He uses the spelling Akhtar throughout instead of Akhtar.
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Ramcira: Maharaj, ask some sakhi to intercede and offer a defense on your behalf.

At this time Kanhaiyd ji calls out:
Kanhaiya: Hey Lalita!
Lalita: Coming, my lord!

In rhythm (tal) with laharas,®® dancing on the count of one-two, one-two, she presents herself and

sits down.

Kanhaiya: Lalita! My Radha refuses to accept my word. What should I do?

Lalita: Beg her, entreat her,? fall at [her] feet, humble yourself before her,% beseech her, and
then she will be placated.

Kanhaiya: I have made many attempts, but she does not listen. But, as per your suggestion, | will
try again.

Once again, Kanhaiya tries to persuade [her]. He sings this thumri, and, in the aforementioned

manner of great entreaty and exhortation®, he portrays the meaning [of the lyrics of the thumri]®’:

Refrain: Radha ji, why don’t you talk to me?
Verse: Did | make some mistake unwittingly, my queen?

Just lift your veil and smile, why don’t you?

93 The term lahara means “fixed composition set to the /al” (Chib 2004, 153).

% The idiom nak ragarna means “to flatter, to entreat” (Sarma. 1989. Manaka Hind7 muhavara kosa).
% The meaning of mir ghisno is probably “drag your head [in front of her]”.

% The meaning of minnat samdjat is “entreaty and exhortation” (MD).

% For the meaning of arth bhav see note 45.
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In the same manner [as above], he complains four times to Ramcira and, as per the [previous]
suggestion, Ramcira calls the three remaining sakhis, maintaining the same rhythm. The sakhis
perform the above-mentioned®® speech.%® When it is the turn of the fourth sakhi to come,
Kanhaiya ji sings this thumri, and, as previously, starts weeping “Ah! Oh!”” and assumes an

anxious aspect.1%

Refrain: Radha is my very life [itself].
Verse: Should I fall at your feet Lalita, or yours Sakha, or yours Cina, or yours Larva?

[For] without seeing her there is no peace [for me]!

While this verse is being sung, he begs each sakht when her name comes up and falls at her feet.
All sakhis stand up and Radha remains seated. They recite this rhythmically.
All sakhis: de di ata ta ta ta thai dai di ata ta ta ta thai

Kanhaiya (standing up and intoning rhythmically):

Radha Radha Radha Radha

In the pathways of the forest Radha Radha, in the forest-dwelling Radha Radha.

% The meaning of margima-bala is “above written, above-mentioned” (PD).

% The meaning of kalma is “speech” (PD) It is not clear what is the speech that the text refers to, perhaps the sakhis
should repeat the preceding speech by Lalita.

100 The word zari means “weeping” (PD).

101 These are dance bols or mnemonic syllables for dance which mark steps.
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He continues dancing and singing, maintaining the tukra-tora 12 with his feet. Then Ramcira
suggests:

Ramcira: Maharaj, request Radha from the Giver (god) and perform penance, perhaps she may
be won over.

Then Kanhaiya ji squats down, and holding his nose with his right hand, stops his breathing.
Immediately, Radha gets up and clings to him in an embrace. The sakhis perform the laddu ptja.
The method for the laddu ptja is as follows:

After Kanhaiya ji inflates his cheeks, he makes such an expression with his eyes that his pupils
don't move and he stands on his left foot. He places the heel of his right foot on the knee of his left
leg. Four sakhis, placing their right knee on the ground and their left foot on the floor for support,
make a rounded shape with both their hands,'®® indicating the roundness of laddus by means of
the similar spherical shape of their hands; then holding them as if they were at a distance, they
make their rounded hands dance in rhythm and keep moving them. While turning their hands!®,
every time, in rhythm, they continue lightly beating and striking'® Kanhaiya ji’s inflated cheeks
with their fists. Continuing to make fists they keep striking [his cheeks] and sing these words:
[All sakhis:] Take one, take one dear, take a laddu.

After the laddu pija all sakhis stand side by side and sing these dohras:

First line: A woman is distraught; her world has been struck by a spear.

Second line: “Oh creator! Just give me wings that | may keep visiting my beloved.”

102 These words zukra and tora refer to “rhythmic patterns based on mnemonics of tabla and dance. The sukra is the
simplest variety where the mnemonics are of the tabla and its emphasis is on a particular kind of pattern. The tora is
analogous to the toras of sitar where clusters of sound patterns are presented in a given raga structure” (Narayan
2004, 59).

103 The text in nasta 'lig has mudawwar “to make round” (PD). The devanagari has mudabbir “to devise, plan; to
follow behind” (PD).

104 The word gardish means “going round, turning round”; dasti means “of the hand” (PD).

105 The text in nasta ’liq has zarb “beating, striking.” The devanagari has jash which does not appear in a dictionary.
The word fahoka “a light blow or kick” (MD).
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Third line: The sakhis may console [her] [by saying] “Do not grieve 1% without Uddhav.”%" Let
her understand that his wings have grown in% [he has gained the freedom to act].
Fourth line: And if one could meet the beloved merely with wings, wouldn’t her wings take the

cakvi to the cakva? 1%

When the sakhis have completed the four lines, they sit side by side, and Kanhaiya jt stands and

sings this dohra:

First line: My flute is lost upon a sand-bank of Mathura and Vrindavan.

Second line: | can find it neither here nor there, nor can | find it in the fields.

Radha: Great king, I shall be happy only when you find the flute and bring it [to me].
Kanhaiya: Fine, I will definitely find the flute and bring it [to you].

Immediately Kanhaiya ji searches for the flute. He asks everyone as follows:
Kanhaiya: Has anyone seen my flute?

Ramcira: (Answering, in a playful manner)!° Has anyone seen my coot?*!!

106 The text in devandgari reads mat sok karo, but text in nasta 'lig has mat sosic karo. Here it is taken as socna “to
feel concern.”

197 The word in nasta’lig iidh and Gdho in devanagari is interpreted as Uddhav. This character is Krishna’s friend
and he consoles the gopis when Krishna goes to Mathura.

108 The meaning of par jamna is “the feathers to grow in, fig. to gain freedom of action” (MD).

199 The word cakva [cakravaka] means “a large orange brown duck, the Sheldrake, or a Brahminy duck supposed to
be separated from its mate at night” (MD).

110 Here the text in nasta 'lig has az rah farah “by way of rejoicing” and the devandgari mistakenly transliterates
izahare- enphuga.

111 play on the similarity of murit “flute” and murgt “chicken.”
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Kanhaiya: Knocking him with his fist and grabbing him by the neck, he removes him from there
and laughingly says:

Kanhaiya: Are we looking for a flute or a coot?

Ramcira (repeats [his taunt]): Maharaj, does your flute have two horns and one tail?

Again Kanhaiya ji strikes him with his fist and drives him out by the neck.'? Then they take up
the inquiry!™® and search!* for the flute. They repeat the previous speech.**Then Ramcira
speaks:

Ramcira: Has anyone seen our brute?*°

Then Kanhaiyd carries out the previously mentioned action*'’. At the same time, the four

paniharins or “water maidens” begin to fill [the pots] with water from the prop well while

singing this thumri by the author.

Refrain: | roamed and searched all the paths and ways in Vrindavan, Oh Dark one!
Every jungle is desolate [because] no flute'!8 could be heard.
Verse: As [they] ventured on step by step, the locks of hair came loose
At the well her skirt was lifted
Grabbing her hand, the bangle came off

Oh Akhtar, leave the bank of the river.1?

112 This line is not in the devandagart edition.

113 The word tafakhus means “search, investigation, examination, scrutiny, inquiry” (PD).

11% The word tajassus means “searching carefully, examining, investigating.” (PD).

115 The meaning of kalma-e avval is “previous speech” (PD). This could refer to the exchange between Krishna and
Ramcira.

116 perhaps again a play on the word for flute barnsi misunderstood as bhairs “buffalo”.

117 The word masbiig means “preceding, first, foremost” (Lane, William. 1955. Arabic-English lexicon).

118 The text in nasta 'lig has kaist and the devanagari vaisi.

119 This is a typical folk song with the theme of the woman who goes to the well and is sexually assaulted. For a
study of the topic see (Pauwels. 2010).
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At this time, Kanhaiya ji 1%, feeling helpless, asks the traveler.

Kanhaiya: Honorable Traveler! From where do you come?

Traveler: I come from Mathura-Vrindavan.

Kanhaiya: Did you see my flute with anyone?

Traveler: Yes, | saw it. Those four paniharins are filling water [jars] at the well. Amongst them,
the fair one, who is naughty and coquettish, took it. Ask her for it.

Kanhaiya j1 (pleadingly and with folded hands begins to beseech the four paniharins.): | will
give you a laddu [if] you give me my flute.

Paniharins: Go, go away. We don't have your flute.

Kanhaiya ji supplicates and entreats each one. All four in turn lightly strike Kanhaiya's cheeks
with their fists and drive him away pushing him repeatedly. At the end they say:

Paniharins: King of kings, great king, supreme Lord, prime embodiment of Shiva, may you live
for many yugas and be happy. Give us the freshest of butter and we shall give you [the flute]. 1%
Kanhaiya ji agrees to bring'?? the butter and he sets off 12 in search?* [of the butter] and the four
paniharins keep singing this thumrt at the well. During the question and answer series no noise is
made and the musicians also stop playing their instruments.?® Kanhaiyd ji goes to the makhanvalis

or “butter maids” searching for butter.

120 The devanagart text has ek musafir ka dakhia “a traveler enters.”

2L murlris not in text in nasta ‘lig.

122 In the devanagari text lane. la dene in the nasta’liq text.

123 The word rawan means “going, passing, moving.” The devandgari has ravan-davan, but the nast ‘Iig text just has
ravan.

124 Nasta’liq has tajassus “searching” and devandgari has the nonsense word tajassukh (the graph for s and kh being
frequently confused).

125 This text and not in devanagari edition, it is just in the nasta’liq: magar sawal o jawab ke waqt ghul-shor na hu’a
kare aur sazandon ke sazon ka bajna bhi mauqif ho jaya kare.
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Kanhaiya: May you live for many yugas and be happy. Give me a little bit of butter.
The makhanvalis place a small pot'?® on a tray!?’ and they continue churning yogurt with the

churning stick. They sing this holi song composed by the author.

Refrain: O my god, I’'m on my way to sell butter.

Verse: Don’t take my butter Kana, 2 | should sell it to Akhtar.

When Kanhaiya jT asks for butter, the makhanvalis sing the antara of this holt in response.!?
Finally avoiding the gaze of the makhanvalis, he steals a tray of butter,’** and giving it to the
paniharins, takes the flute from them and plays it. As soon as Radha ji hears the sound of the
flute, she runs and embraces Kanhaiya ji, and is heartily pleased.

Radha: May my lord be prosperous.3! Now my heart is happy. Seat yourself upon your throne and
| will sing and dance a thumri 13 for you.

At this time, joining the musicians, they sing this thumri and with all their hearts, mime the

meaning of the lyrics.**

Refrain: Oh the flute of the Dark one began to play!

Verse: On the bank of the river ‘Akhtar’ makes the flute play

126 The word mazki means “small pot” (MD). It is described as round and thin also (Ambaprasada Sumana.

1960. Krishaka-Jivana)

127 The word sini means “a salver, a plate, tray” (PD).

128 The text in nasta 'lig has kana and the devandagari has kanha.

129 The text in nasta lig has makhanvaliyan jabab men usi holi ka antara ga diya karen.

130 perhaps with several small pots on it.

131 The meaning of bol-bala is “high speech; prosperity, success, prosperous” (PD).

132 The word thumri is not in the devanagari, but it is in the nasta ’lig.

133 For the meaning of arth bhav see note 45. The text also says together with mukh plas, this words are not clear.
Perhaps a technical term.
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A sigh’3* escapes from their heart.
The story is finished. If [the audience] is willing to stay awake®*® then each sakhi, separately, can
spend the night dancing and singing. But these stories and rahas are better and more spectacular®
at night. During the day, they are not very impressive. For this reason, considering the character®’

of this story and these rahas, they should be performed at night. May Allah grant prosperity.**

Details of Kanhaiya ji’s costume
1. Short pants®® with underwear4°
2. Skirt
3. Embroidered'*! neck ornament?#
4. Embroidered crown
Totaling four items
Details of the costume and Radha’s jewelry
1. Nose ring
2. Forehead ornament!*®

3. Complete [set] of Hindu'** jewelry

134 The word sassart is diminutive for saans

135 The meaning of shab-bedari is “a vigil, sleeplessness” (PD).

1% The word muzaiyab means “decorated” (PD).

13" The word kaifivat means “quality, nature, character” (PD).

138 The word faufiq means “divine guidance, grace or favor” (PD).

139 The word ghugrna means “short drawers reaching to the knees” (PD).

149The word jarmghiya means “short drawers or breeches reaching to the thighs or halfway down the thighs, or down
to the knees” (PD).

141 The meaning of karcobi is “embroidered; cloth with silver and gold thread” (PD).

142 The word gulii-band means “a collar; a scarf for the neck, a neckerchief, neck-tie; a cravat; a small rectangular
plate of gold (studded with gems) worn on the throat” (PD).

143 The word baind means “an ornament (consisting of a small circular plate of gold with enamel work) worn by
women on the forehead” (PD).

144 The meaning of hinduwant is “after the fashion of Hindus” (PD).
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4. Bordered skirt!4®

5. Skirt

6. Peshwaz'4®

7. Head ornament4’

8. Silver-plated flute!4®
Totaling eight items.
Sakhis’ costumes

1. Ornament!*® [on the headdress]

2. Plume® [on the headdress]

3. Headdress®

4. Complete [set] of jewelry

5. Peshwaz

6. Scarf (dupata)

7. Trousers (pajama)
Totaling seven items.

Paris’ costumes

145 The word phariya means “bordered skirt” (PD) and it is also referred as “a kind of bordered vestment wore by
Hindus” (John Shakespeare Dictionary).

146 This garment was worn by Muslim aristocratic women in the early nawabt period (Swarup, 2012, 48). The
courtesans used to wear a tight fitting bodice peshwaz with a bias cut skirt which had a swirling effect while dancing
(72).

147 The word sar-g-sari means “an ornament worn on the head, going all round it” (PD).

148 The text says nuqra 't bansuri ma’a murir, this seems to mean “a murii made out of a reed flute coated with
silver”.

199The word jiga, jega means “an ornament worn on the turban; it consists of a band of velvet about six inches long
and two broad, beautifully embroidered, and a gold plate set with precious stones sewn on it” (PD).

150 The word kalghi means “plume; a gem-studded ornament fixed in the turban, usually with the feathers of

the huma or pheenix” (PD).

151 The word sultan band-uzZs A1t e Lindsersliet
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1. Embroidered scarf (duparza)
2. Jama-e husn*® decorated in gold*®3
3. Trousers (pajama) decorated in gold
4. Complete [set] of jewelry
Accordingly, there are four requirements.
Div’s costume
1. Black pants
2. Black gloves™
3. Black socks
4. Cardboard face of terrible aspect™®
5. Black wooden mace
6. Large, paper wings®
There are seven items.
Jogan's costume
1. Vermilion®® colored lower garment®®®
2. Mendicant dress®™®

3. Ascetic wig (literally fake matted hair)

4. Serpent made of cloth

1521t is a particular garment fashioned by Wajid ‘Ali Shah (Trivedi 2010, 30). The jama is a robe, gown, long gown
(PD). Rizvi also notes that this is a garment that was created by Wajid ‘Ali Shah (1957, 212).

153 The word pur means “full, full of, abound in” and zar is “gold” (PD).

154 The word dastana means “glove, a falconer's glove; the handle of a shield” (PD). The text has dastana with long
a in the first syllable. Nothing else seems to be appropriate.

155 The meaning of karih-manzar is “of detestable aspect.” Not in the devanagari text.

156 The word par means “wing” and kalan means “large, great, big” (PD).

157 The word shanjarf= shangarf means “vermilion, red sulphuret of mercury” (PD).

1%8The word parca means “fragment, piece, scrap; piece of cloth, rag; cloth” (PD) and tahmat means “a cloth worn
wrapped round the waist and falling to the ankles= lunigi” (MD).

159 The word kafinf means “a dress (resembling a kafan) worn by a fagir or Mohammadan mendicant” (PD).
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5. Cloth bag

6. Gourd for carrying water'®

7. Ashes of cow dung®®!

8. Wooden stick of an ascetic'®?
There are eight items.

Implements and costumes of the makhanvalis

1. Sartdress
2. Silver®3-plated®* brass'®® pot
3. Silver-plated brass tray
4. Churning stick
5. Silver-plated cup-shaped® container
6. Small silver-plated cup®’
7. Hindu jewelry
As appropriate to the gissah of His Lordship [W3jid ‘Ali Shah], there are seven items.

Costumes and jewelry of the paniharins

1. Saridress

2. Copper water pot

160 The word rumba means “the gourd Lagenaria vulgaris; a hollowed gourd in which mendicants carry water. It can
also be a kind of pipe or musical instrument (made of the gourd) played on by snake-charmers” (PD).

161 The word bhabhiit means “ashes of cow dung which Hinda devotees rub on their bodies in imitation of Siva”
(PD).

162 The text says bairagi, but it seems to be the object bairagan- A small cross-shaped stick or piece of iron which a
bairagt places under his arm-pit to lean upon as he sits (PD).

163 The word nugra T means “made of silver, silver; silvery; white, cream-colored” (PD).

164 The word gilaz means “gilt, gilding, chromium or metal plating of any kind” (MD).

165 The word birinji, biranji means “made of brass, brazen” (PD).

166 The word khuriya means “up shaped container” (MD).

167 The word kulhiya means “small earthen cup; a small earthen (saucer-shaped) vessel; a cup (used for cupping)"
(PD).
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3. Bucket
4. Rope!®®
5. Prop'®® well with a pulley!”
6. Jewelry
As appropriate to the gissah of the author, totaling six items.

Costume of the traveler

1. Angarkha'™

2. Trousers (pajama)

3. Turban
4. Bundle
5. Staff

6. Water pot

7. Bundle!™ of provisions!”®
8. Small carpet
Totaling eight items.

Costume of Ghurbat

1. Angarkha

18 The devanagari text says resham “silk” which does not make sense. The text in nasta "lighas resman-String, cord,
thread, rope (PD).

169 The word masnii’ means “created things; things artificially made; creations; works of art or skill” (PD). Text in
devanagari has masnavi.

170 The word garari means “a pulley” (esp. that over which the rope is passed in drawing water from a well) (PD).
171 The angarkha is “a full sleeve outer wear, open at the chest and tied in the front, covering the chest with an inner
flap” (Swarup 2012, 156). “It is typical upper body costume of the nawabr period” (26). The angarkha was
“refashioned and modified in Lucknow to replace the flowing dresses of Delhi” (Trivedi 2010, 30). W3jid ‘Ali Shah
appears in several portraits with an angarkha.

172 The word basta means “bound, shut, closed, fastened, folded up; parcel, bundle (as of papers or books), bale”
(PD).

173 The word tosha means “provision for a journey, provision supplies, viaticum” (PD).
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2. Trousers (pajama)

3. White capkan®’

4, Waistband!™

5. Fine white cloth [for the head]"®
Totaling five items.

Costume of Ramcira

1. Dhoti

2. mirza’tt"’

3. Small turban

4. Sacred thread
5. Silver bracelet!’
6. Towel cloth™

Totaling six items.

Rahas performers’ costumes

1. Trousers (pajama) richly decorated in gold
2. Peshwaz richly decorated in and edged?® with gold
3. Scarf (dupaza) richly decorated in gold

4. Jewelry

174 The word capkan means “knee length coat for men; upper half is similar to Western style coat and lower
resembles an angharkha” (Swarup 2012, 156).

175 The kamarband is “a girdle, zone, sash, belt, waistband; a long piece of cloth folded round the loins” (PD).

176 The word dastar means “sash or fine muslin cloth wrapped round a turban” (PD).

177 The word mirza 1, mirza 't means “a cotton or muslin jacket with long sleeves, quilted coat” (PD).

178The word kara means “a ring, a massive ring of gold or silver worn on the wrist or the anklets” (PD).

178 The word angaucha means “a cloth which Hindiis fasten round their waists when bathing, and afterwards wipe
themselves with” (PD).

180 The word masaleh-dar means “cloth worked over, or edged, with gold or silver lace” (PD).
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As appropriate to the lavishness of the jalsa of the author, there are four items.

Second qgissah of Radha and Kanhaiya

In this gissah there are no less than twelve female rahas-performers and all their costumes and
jewelry are the same as the previous detailed description.*®® There are five sakhis, Lalita, Caina,
Sakha, Larva, Kubja, adorned in the same aforementioned clothes and ornaments; the rahas-
performers also play cows'®. Kanhaiya has the same costume (as described) and Radha
likewise.'® Ramcira [is dressed] according to the previous instructions. There are two®*
khemta'® performers who wear sayzs and Bengali jewelry. Ramcird, a servant of Kanhaiya,
according to previous instructions has tied a lodhi*%® dhoti, wears a mirza 7,'®" a hand-tied turban,
a staff in hand, the sacrificial thread'®® and carries a cloth.!®® The rahas-performers stand in a
line.'®® Each sakhi places her left hand upon the left side of the waist, curling it up into a fist.
Placing the forefingers®® of the right hand below the lips, they come forward swaying*®? right and

left, and keep dancing with repeated patterni®encompassing ta thai thai tat that thai tat. Kanhaiya

181 After the first rahas there is an enumeration of the costumes for each character.

182 The devandgari has gara which has no meaning. The text in nasta ‘/ig has gayern “cows.”

183 The phrase ‘ala haza’l-giyas means “on this measure, on the same manner, in like manner, similarly” (PD)

184 The words do ism seem to mean “two in name” or “two are enumerated”

18 The word khem¢a refers to “a dance prevalent in Bengal in the 19" and 20" centuries, the origins of which were in
the villages of rural Bengal” (Purkayastha 2014, 25).

18 The word lodhi refers to “name of a class of agriculturists; an individual of that class” (PD).

187 The word mirza T means “a cotton or muslin jacket with long sleeves and open cuffs worn under the gaba; a
quilted coat” (PD).

188 The word jane 'u/janeii means “sacred thread worn by the Brahmanical order” (PD).

189 The word angaucha means “a cloth which Hindus fasten round their waists when bathing, and afterwards wipe
themselves with; a towel” (PD).

190 The word saf means “a row, line”; saf bhandhna “to form a line” (PD).

191 The meaning of kalam-ki unglt, kalme-ki ungli is “fore-finger” (PD).

192 The text in nasta ‘/ig has jhiimna “to shake, to sway to and fro or from side to side, to wave; to stagger, roll”. The
devandgari text has ghiimna “to turn, turn round, revolve, whirl, spin” (PD).

193 The word lahera in music means “the repeated melodic pattern encompassing a predetermined number of beats
cyclically supplied in the required tempo on sarangi, harmonium or violin” (Ranade 2006, 58).
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places a cloth'® on his head, (holds) a staff in his hand and stands opposite!®to the cows. He thus

calls the cows:

Kanhaiya: Hur, hur, hur*®® (driving them away). Come come come, come this way, come this

way, come this way.

When the cows come close, Kanhaiya ji, looks at them and shakes the staff. In this way, he calls
them 3 times and drives them away, and all the cows come at the time of being called and set off

upon being sent away. The fourth time Kanhaiya ji says:

Kanhaiya: Stand still immediately upon the signal of my finger!*’

One cow stops right there. Radha ji rises from the chair, stands opposite to Kanhaiya and asks:
Radha: Twists here, twists there, Shall | give kulica here, shall | give kulica there?'%

The author’s instruction'®® applies [here]:

Along with this speech?®, Radha ji lightly strikes both of Kanhaiva ji’s cheeks. Then the

[following] question of Radha is included with the previous question.

19 The devanagari text has sapha “turban” and the nasta ‘/ig has ghopah. The word ghopa means “a cloth (or a
blanket), with one end folded like a sugar-loaf to cover the head, worn over the body in cold or rainy weather” (PD).
195 The word mugabil means “fronting, confronting; opposing” (PD).

19 The devanagari text has dur (interjection) “be off! clear out!” (MD).

17 The devandagari text has bajardas The nasta ‘/ig text might be read as ba-mujarrad “on a mere, simple, or single
(order, glance, &c.); on the instant (of), instantly, immediately, forthwith” (PD).

1% This is a cryptic passage and the meaning is unclear. The editor of the devanagari text was also at lost here. The
devandagari has as maiyon as maiyon as kaleja daiho. The text in nasta ‘lig reads: as murhyorn as murhyorn us kulica
de huin us kulica de hiin. The word murhi can mean “turned, twisted, bent.” The word kulica can mean “a small disc-
shaped loaf, a cake of bread or a sweetmeat” (PD).

199 The text in nasta ‘liq has tafhim which means “making understand or know, teaching, instructing, informing.”
The text in devandagart has tasanif “literary compositions, works” (PD).

200 The word kalma means “word, speech, saying, discourse” (PD).
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Radha: Searching the Jamuna?®?, [I find that] you are grazing your cows. King of kings, supreme
Lord, prime embodiment of Shiva! The flute—in which six ragas and thirty-six raganiyas (“minor

ragas”) resound—what did you do with that flute? Why are you grazing the cows?
At this time Kanhaiya ji brings his hands together, and spreads his garment in supplication.

Kanhaiya: Kanha bows his head (to you). May you live for many yugas and be happy! Oh Ram!
That flute is lost!

Radha: King of kings, supreme Lord, prime embodiment of Shiva! | know you well; you must
have given it to Kubja.

Kanhaiya: No, my queen, I swear to God, it was lost.

Kanhaiya stands up, and recites and sings a dohra. At this time, Kanhaiya recites this dohra: %

Kanhaiya: My flute is lost upon a sand-bank of Mathura and Vrindavan

| can find it neither here nor there, nor can I find it in the fields.

After singing the dohra, Kanhaiya ji places the staff on his shoulder, and walks to the rhythm
around?® the entire mahfil three times. During the fourth round, Ramcira presents himself.
Ramcira: Maharaj, the thief of the flute is a Lodhi?®. | captured him.

Kanhaiya: Present him.

When he appears Kanhaiya asks:

Kanhaiya: Is he the one who stole my flute?

201 In the nasta ‘liq text there is no long “a” at the end of Jamuna.

202 The text repeats this instruction.

203 The verb gardish karna means “to go or turn round, to revolve; to circulate” (PD).

204 |_odhT refers to a “name of a class of agriculturists; an individual of that class; an agriculturist” (PD).
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Ramcira: Yes, Mahara;.

Then Kanhaiya ji performs tapasya. Radha ji at that instant?® quickly stands up from the seat of
tapasya and clings to the neck of Kanhaiya. Afterwards, Kanhaiya tells Radha:

Kanhaiya: Queen, sovereign over all kings, supreme lady, great queen, may you live many yugas
and remain happy! Kanha bows his head (to you). That flute, which you thought I gave to Kubja,
was found.

Radha: Maharaj, who had stolen it?

Kanhaiya: Maharani, this boy of Lodhi who is standing—this bastard?% stole it.

Radha: Mahar3j! I should have the nose of this wretched fellow cut off!

In short?Y’, per?® Kanhaiya’s order his nose is cut off and Radha says:

Radha: Now my heart is happy and pleased!

But?®®, inwardly, she was agitated due to her rivalry with Kubja.?'® Qutwardly?'t, Kanhaiya jt
refused to go to her; however, inwardly, he was infatuated®? by Kubja a thousand times over.
Kanhaiya ji, Radha ji, all the sakhis and rahas performers stand in two lines®*® and the

amorous?'* couplets are recited?®®. Kanhaiya jt stands across®*® firom Radha ji and (in each line)

205 The nasta ‘lig text has bamujarrad which means “on a mere, simple, or single (order, glance) on the instant,
immediately” (PD).

206 The word dadhijar = darijar means “husband of a prostitute or concubine; transf. bastard” (MD).

207 The word alamukhtasar means “abbreviated; abridged, summed up; cut short” (Baalbaki.2005. Al-Mawrid
Dictionary).

298 The meaning of ba-mijib is “by reason, on account (with) according (to), in conformity” (PD).

209 The devandgart text has kahne ko radha jt khush ho gayt “It seemed as Radha was happy”. This is not in the
nasta ‘lig. The devanagart also has bageyatan, the word baqiyat- means “remainders”. The nasta ‘Iig text has batanan
“inwardly” (PD).

210 The word khalish means “pricking, pain, care, solitude, anxiety” ( PD).

211 The word zahira means “outwardly, openly, publicly, manifestly, evidently” (PD).

212 The verb farefta hona means “to be deceived or deluded (by); to be fascinated (by), to be enamored (of,-ka), be
madly in love (with)” (PD).

213 The word saff means “a rank, row, line” (PD).

214 The word ashigana “amorous, erotic lover-like” (PD).

215 Probably referring to the amorous couplets of the first rahas.

216 The word mugabil means “opposite.”

106



four sakhis stand in opposition (to those in the other line). First, Kanhaiya ji recites and sings

this mat/a 21" and mimes to Radha ji the meaning of the couplet.

mat/a . How long can they torment a tormented heart?

How to bring around this heart which is offended

At this pause?!® they keep dancing [according to the metrical pattern] mafa ‘ilun-fa ‘ilatun then

mafa ‘ilun-fa ‘ilun®*°,

Radha ji: | gave you my heart and you destroyed it

You gave me your heart and | thanked God.

At this pause Radha jt dances: fa ‘ilatun, fa ‘ilatun, fa ‘ildatun, fa ‘ilatun.?*°
After the question and answer??! session, Radha and Kanhaiya sit down along with the rahas-
performers. Because Radha ji maintained an irrational?*? enmity??® and rivalry??* towards Kubja,

she impatiently?® asks Kanhaiya this:

Radha: Maharaj every day you start a quarrel,??® for sure you keep going to meet Kubja!

217 First couplet of a ghazal.

218 The word taqtr” means “the caesura or pause.”

219 Names of metrical feet in Perso-Arabic and Urdu Prosody (For the names of the prosody feet see Pritchett 1987).
220 Name of one of the metrical feet (Pritchett, 1987).

221 The meaning of saval-javab in music is “a call and response pattern between two musicians” (Neuman 1990,
275).

222 The meaning of besabab is “without reason.” (PD).

223 The word ‘adawat means “enmity, hostility, resentment, hatred” (PD).

24The word rigabat means “rivalry, competition” (PD).

225 The meaning of be-tabana is “restlessly, uneasy, impatient, impatiently” (PD).

26 Devanagart has namghate and nasta ‘lig has nandhate. The word nadhna, nandna, or nandhna, means “to begin”
(PD). The word narmgh in Braj means “to jump across to jump over” (MD).
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Kanhaiya: | swear to God, I don’t go!
Radha: Maharaj, let me just get a hold of you!
Kanhaiya: You will never be able.

Kanhaiya gets up from Radhad’s side on account of their spat?*’. Kanhaiya jt quickly gets up from

her side and says:
Kanhaiya: The urgency of some matter weighs upon me. I will come back a little later.

Radha ji did not consider it proper to stop Kanhaiya, but understood, in her heart, that something
appeared suspicious [and thinks]: “He is struck by the arrow??® [shot from] the arched eye-
brows??® of Kubja. 2% He quickly goes to her [Kubja]. Here, overcome by love, Radha ji begins
this thumri. Miming the meaning [of the verses], she sings in the correct pitch?*! and tempo?2in

such a manner that the hearts of the beasts23® of the desert?®* and the fish of the sea burned in

236 237

passion;?® jins?3® and men, paris and divs were moved to distraction.

Refrain: Mohan, the dark one, is mine, but Kubja has cast a spell!

227 The meaning of shakar-ran;i is “misunderstanding” (Forbes Dictionary).

228 The word khwurda means “afflicted.” tir kawurda “struck or wounded by an arrow” (PD).

229The meaning of kaman abrii is “arched eyebrow” (PD).

230 This is past tense in the text, but is obvious that it is reported speech of Radha’s fears.

231 The term sur means “a musical note implying the correctness of its pitch” (Chib 2004, 283).

232 The term lay “the tempo of a rhythm” (Chib 2004).

233 The word waksh means “a wild animal; a fierce, shy, or untamed animal” (PD).

234 The meaning of sahra is “a desert, waste wilderness” (PD).

235 The verb kabab hona or ho jand means “to be roasted; to be scorched or burnt; to burn (with envy, or rage, or
love), to be enraged; to be desperately in love” (PD).

236 One of the Genii, a male fairy.

237 The meaning of pec-0-tab, pec-tab is “twisting and twining; convolution, twisting knots, folds; contortions;
restlessness, anxiety, agitation, perplexity, disquietude, distraction, distress; vexation, anger, indignation” (PD).
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Verse: Lift your veil, with your lips say: Akhtar, do not burn, do not scorch in the fire.?% na jaro

na dag jarare

After singing the song, she sits down, grief-stricken. Addressing?® all four sakhis, she says:
Radha: Is there anyone who would drag our Kanhaiya away from Kubja?

Each one submits: O Queen, Sovereign over all kings, Supreme lady, Great Queen, do not be

dejected. Command me.
Radha j1 gives this answer to each one: I will not tell you! Sit down.
In accordance with?* the order,?** all four sakhis sit down. Radha jisays again to the four sakhis:

Radha: You four who are following me around, would you be able to pull Kanhaiya ji away from
Kubja? It is said, and accordingly it is the case that, when the flute plays and one hears it, the soul

is freed of sadness. 242
At this time all the sakhis stand hands folded.?*® Lalita comes forward.

Lalita: May the supreme lord keep you well. If Kanhaiya ji is up in the sky, | shall find and bring

him even from there.

Sakha: If he is upon the earth, I will present him before you.

238 The devanagari has najo nida gujara re. The words in the text in nasta 'lig can perhaps be divided as na jaro na
dag jara re. The word dag = dagdha “to burn” and jara=jvala “flame, heat” (Dasa. 2005. Hindisabdsagara).

239 The word mukhdatib means “conversing (with), addressing” (PD).

2% a-majib “by reason (of, -ke), on account” (PD).

241 The word irshad means “direction, instruction; order, command” (PD).

242 This sentence is not in the devanagari text. The nasta 'lig says: voh kahat hai aur us bal par hai ki murii ki gunan
aur vaki sunan se pran dukh jat hai.

243 The word bast means “bound, folded, etc.”; dast is “hand” (PD).
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Cain: If he is in water, | will bring him.
Larva: If he is in the air, I will produce him before you.

Then all four sakhis start out in search of Kanhaiyd ji and, repeatedly wishing Radhda ji well and

saluting her, leave. The four arrive at the house of Kubja. At that moment, Kanhaiya ji, upon a

244 245

velvety=** seat, with the flute upon his lips, his feet on Kubja’s lap, a pillow=*> underneath his side,
and having removed his crown, had fallen asleep while watching the dance of the khemta
performers?*®. Kubja had also dozed off while massaging?*’ the feet of the lord. Meanwhile,?*® the
khemta ladies, tying up their saris and adorning themselves with?*® Bengali jewelry, dance khemza

and move upstage and downstage®* three times, singing this dadra: >>*

Refrain: Oh sleep, come visit my lover.

Verse: Let there be no suffering in your dream, Akhtar, may the Lord keep you virtuous.??

And then they sing this thumri, miming the meaning of the verses:

Refrain: Hearing the sound, [he was] startled from sleep.

Verse: Sleep fled! Who came, oh pleasure seeker!

244 The word makhmali menas “velvet; like velvet, velvety” (PD).

245 The word takya is “a pillow, bolster, cushion; anything” (PD).

246 At the beginning of the rahas two khemyz performers are listed wearing Bengali jewelry and sayis. The devanagari
here reads as ghumti since every time the word appears in this part of the rahas there is a “g” at the beginning of the
word. Nevertheless, it seem that there was a common confusion between “g” and “k” since the spelling khemyr and
ghumitt is identical in nasta ‘lig with the exception of the first letter. No ghumti performers are listed and the initial
clothing is repeated. The word ghumta means lit. “giddiness.” Could be a reference perhaps to the spins of the dance,
but it is clear that the text refers to the khemya performers.

247 The meaning of mukka lagna is “to receive a blow with the fist” (PD).

248 The word magam means “circumstance; contingency; state.” (PD).

29 The verb arasta karnd means “to array; to collect, group; to adorn, ornament, decorate, embellish” (PD).

20 The meaning of amad-raft, amad o raft is “coming and going” (PD).

251 The word dadra refers to “a vocal genre closely related to thumsT, often set in a six or eight count tala” (Manuel
1989, 153). “The lyrics of the dadra are also about the pangs and joys of love” (Wade 1998, 183).

22 The text says mauld rakhe dharm ko.
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In the meantime??® Kubja says:
Kubja: Go whirling ladies! My Kanhaiya has dozed off.

After hearing this, the whirling ladies leave and Kubja also dozes off in the same way. Espying

the sleeping Kanhaiya ji, the four sakhis say to one another:

First one: Oh Friend!?** Look how he lies there asleep.

Second: Oh sister,?®® he is senseless.

Third: There is not even a little awareness.

Fourth one: He pays no heed to anything.?®

Lalita: You three wait, I will awaken [him)].

Sakha: You three wait, I will arouse [him].

Cain: You three wait, | will ruffle his hair.?’

Larva: You three wait, I will grab both of Kanha ji’s ears and make him sit up.?*®

Finally,?®® grabbing both of Kanhaiyd jT’s ears, Larva makes him sit up. Immediately, Kubja is

260

also startled awake and with a sigh of despair<®” says:

253 The word asna means “folds; middle, midst; interstice; interval, interim, meantime, while” (PD).

254 The word guiyam means “a female friend or companion” (MD).

25 The text in text in nasta ‘Iiq has bia “sister, dear sister, father sister” (PD). Devandagari text has mua “dead,
wretched, cursed.”

256 The verb gafil hona “to become forgetful, or thoughtless (of); to be or become negligent™ (PD)

257 The text says shana hilaungi. The word shana “a crest, comb” (PD).

258 The author plays with the similarity of this name of Krsna “Kanha” and kan the word for “ear.”

259 The word algarz means “finally” (MD).

260 The meaning of dam-e-sard is “a cold sigh, a sigh of despair” (PD).
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Kubja: Oh Larva, you deceived me.
Larva: Make this statement®®! in front of Radha ji.

Larva, grabbing both ears of Kanhaiyda ji, brings him and Kubja in their [current] condition?? to
Radha.
Radha: Well, has your theft been discovered or not? Haven’t I had you found and brought in?

Kanhaiya (folding his hands): Yes my queen, | slipped up, made a mistake. Forgive me. She was

enamored of the sound of the flute.
Radha: Play the flute, you found it [right]?

Kanhaiya ji plays the flute. As per the request of Radha ji, Kanhaiya ji plays this thumrt upon the

flute: 63

Refrain: The flute of Shyam has begun to play.
Verse: On the bank of the river, ‘Akhtar’ makes the flute play

A sigh escapes from the heart.

Radha: Shall I rock you to sleep on a swing?

Kanhaiya: That is fine my queen, | have not had my fill of sleep.

261 The word kalma means “a word, speech, saying, discourse” (PD).

262 The nasta ‘liq text has hai’at-e majmii ‘T “general aspect or condition” (PD).

263 This stage instruction is not in the devandagari text. The nasta ‘liq text has kanhaiya ji ka bansuri bajana kanhaiya
jT ne hasb farmaish radha ji yeh thumri bansuri men bajar.
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Now all the rahas performers, sakhis, Radhd and Kanhaiya form a line,*®* Kanhaiyd ji is in the
middle?®® of the row. Across from Kanhaiya ji, Radha twists a long colorful turban into a rope and
holding one end in her right hand,?®® gives the other end to Kanhaiya ji’s right hand. When the
line steps forward, they pull the rope taut, and when the line steps back, following?®’ she lets the
rope loose. The rahas performers dance in riipak tal?®® and they move upstage and downstage 2°

at least three times. This savan song?’® composed by the author is sung:

Refrain: Oh beloved! This beautiful savan season gave (us) a push.

I lost my head on the swing; Akhtar increased the swaying.

Thanks to god the second gissah of Radha and Kanhaiya is also completed. If there is a desire to
remain awake all night,2* then after the end?’2 [of the rahas] the rest is up to the preference?®’® [of
the audience]. All night they may request to see?’* singing and dancing, in turn, by each dancer as

may appeal to the mood, and offer the author prayers of well-being.?"

matla‘ *"®*May writing remain black upon white,

264 The verb saf bharndhna means “to form a line”(PD).

265 The word darmiyan means “middle, midst” (PD).

266 The meaning of dasti rast is “the right hand” (Steingass Dictionary).

267 The meaning of pas rau 7 “following” (PD).

268 Rhythm of seven beats divided in three.

269 The literal meaning of amad-raft, amad o raft is “coming and going” (PD).

270 The swings are a pastime in the month of savan (July- August) when the rain starts, the wind blows and the
weather is more pleasant.

271 The meaning of shab-bedari is “a vigil, sleeplessness” (PD).

272 The word ikhtitam means “finishing, end, conclusion, fulfillment” (PD).

273 The meaning of ikktiyar is “choice, election; preference; option, will, pleasure, discretion” (PD).
274 The word mulahaza means “looking attentively, contemplating, inspection, view” (PD).

275 The meaning of du ‘@ e khair is “prayer for the welfare (of anyone)” (PD).

276 First couplet of the ghazal both lines have end rhyme.
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[but] for the writer, there is no hope of tomorrow.

These two gissahs were each prepared from and composed?’’ of different sets of thirty-six rahas
in the year 1292 (1875) of the Hijr7 calendar, while resident?’® in Calcutta in the neighborhood of
Matya Burj. Of course,?”® the gems?? and jewelry [mentioned] in the introduction?®! could not be
arranged?®2 for by the writer to the extent?®® that he could execute? it [to his satisfaction]. During
the time of [my] ruling and authority,?® the Lord had provided?® everything, and even now | have

my hopes set on His grace.?®

The end.

277 The word murattab means “set in order, regularly disposed, arranged, regulated, classified; distributed;
appointed; prepared” (PD).

278The word magam or mugam means “staying, stopping, resting, halting; abiding” (PD).

27% The meaning of al-batta is “decidedly, assuredly, certainly, of course, indeed, to be sure” (PD).

280 The word Aulf means “ornaments (of a woman), jewels, gems” (PD). The devandagari says ila which is a
meaningless word.

281 The word mugaddmat means “preambles, prefaces, premises, preliminaries” (PD).

282 The word muhaiya means “dispose, arranged; got together, got ready, prepared, ready” (PD).

28 The word gadr means “appreciation, account; value, price; measure; degree; quantity” (PD).

284 The verb takmil karna means “to finish, complete, bring to a conclusion or termination” (PD).

285 The word istiglal means “absolute power or authority, sovereignty, supremacy; independence; absoluteness”
(PD).

286 The word ‘ata means “giving, gift, present, offering, favor” (PD).

287The meaning of zar is “possessor; essence, substance, nature, radical constituent; soul; body, person, self (i.e. a
man's self, or a thing's self) (PD).
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CHAPTER 4 The Braj ras lila tradition and Wajid ‘Ali Shah
This chapter will focus on the dialogue between devotional and secular theater, now associated
with the history of Hindi and Urdu respectively. In studies of the development of theater in North
India in the 19" century, Hindi and Urdu drama are typically treated as two separate, mutually
exclusive categories. While the Braj bhasha ras /ila tradition is considered part of “Hindi theater”,
the extant plays of Wajid ‘Al Shah are labeled “Urdu drama” (Taj 2007, 31; Qureshi 1987, 3; Lal
2004, 50). With the goal to contribute to a historical narrative that restores the confluence of
anachronistically separated literary cultures, I investigate the relationship between the Braj bhasha
ras lila tradition and the dramatic work of Wajid ‘Ali Shah. I will trace the specifics of how the
devotional performing arts from the Braj area influenced the rahas of Wajid ‘Ali Shah. I will do
so based on a comparison between the first rahas by Wajid ‘Ali Shah and a contemporary ras lila
play on a similar theme. In the course of this chapter, I will provide the text and translation of a
19" century, previously unpublished and untranslated ras /ila play by Lalit KisorT, Vamsi nat lila,

to illustrate the parallels between the Braj tradition and the secular rahas.

As an example of how the historic narrative of Hindi and Urdu drama is perceived as
separate, The Oxford Companion to Indian Theater has distinct entries for Urdu and Hindi theaters.

The section on Urdu states:

Strictly ‘Urdu’ theater begins with a number of musical compositions in the mid
nineteenth century. The earliest called rahas, were written, directed and designed by the
Avadh prince, Wajid Ali Shah, in Lucknow. Glowing descriptions of this entertainment
inspired Amanat to compose his famous Indar Sabha (1853), later staged in an open
public space and, probably, also in the palace compound in Lucknow (Lal 2004, 50).

The section on Hindi reads:

Although theater in Hindi has a tradition spanning more than four centuries, in many ways
it represents the continuity of Sanskrit theater in various literary languages or spoken
dialects in northern India, comprising the present states of Uttar Pradesh, Uttaranchal,
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Bihar, Jharkhand, Madhya Pradesh, Chhattisgarhi, Rajasthan, Haryana and Himachal
Pradesh. This geographical spread and diversity of Hindi linguistic structures naturally
found expression in equally varied theatrical narratives like Ramlila in Avadhi and Ras
lila in Braj bhasha (Lal 2004, 151).

Thus in The Oxford Companion to Indian Theater, the work by Wajid Ali‘Shah has been
disjointed from previous traditions and associated to other “Urdu dramatic” works such as

Indarsabha by Amanat.

The Braj ras lila performance tradition

The ras Iila is a theatrical tradition native to the Braj area in the Western region of Uttar Pradesh.
This region of North India was identified as the land in which Krishna was born and grew up
according to the Vaishnava scriptures (Entwistle 1987, 28-31). The local idiom, Braj bhasha is
strongly connected to Vaishnava devotional poetry and is the language in which the ras /ila is
performed. This dramatic tradition is loosely based on the stories told in the Bhagavata Purana,
particularly the ones of Krishna’s childhood and adolescence in Braj and his interaction with the
local cow herders or gopis. There is textual evidence that the ras lila has been staged since at least

the 16™ century (Swann 1990, 184; Hein 1972, 226).%%8

From the perspective of the tradition, the first performers of the stories of Krishna were the
gopis themselves. Vaishnava sources like the Harivamsha and Bhagavata Purana illustrate how
the gopis imitated Krishna (Hein 1972, 236-9; 130) and even details of music and instruments are
given (Thielemann 1998, 5-13). The stories of Krishna and the gopis function as the ultimate
revelation of divine love in several Vaishnava traditions; for a thousand years they have been told

and expanded by poets and dramatists (Schweig 2005, 8).

288 |t is worth mentioning that there is earlier evidence of performers in the Braj area. An inscription that records the
presence of actors in Mathura in the 2" century (Hein 1972, 233-36).
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The current state of the ras [ila has been widely studied (Hawley 1981; Hein 1972; Mason
2009; Thielemann 1998; Swann 1990), but there is still much to learn about the scripts, the staging
of the plays, the actors, the performance contexts, and how all this evolved over the centuries.
Pauwels has shed new light on the history of the ras lila performance in her analysis of the
Tirthanand or “The Pilgrim’s bliss” by Nagaridas. In this text the poet describes ras lila
performances in Braj in the mid-18" century; this is particularly relevant since Nagaridas
documents the ras lilas’ performance contexts at festivals at specific locations, even providing
some quotes of plays he witnessed (Pauwels forthcoming, 108). An interesting feature of these
accounts is the staging of ras /ilas during religious processions (137). There are historical accounts
about the ras lila performances and performers during the 19" century. The performances were
described by Europeans (Hein 1972, 131-4); and a list of directors active in Braj is found in the
Vrndavandhamanuragavali, a Braj bhasha text that deals with the history of the area (Entwistle

1987, 87).289

Nowadays, the actors who play Krishna, Radha and the gopis are Brahmin boys, while
some secondary characters are played by adult males. The children who play Radha and Krishna
are called svariap which means that they become the divine characters they impersonate. This
genre of theater can be better described as a dance-drama because it includes pure dance, music,
singing, poetry as well as acting. Nevertheless, it is not just drama, but also liturgy (Hawley 1981,
19). The actors emulate the iconography of devotional images, tell the stories of sacred scriptures

and are worshipped as divinities during performance.

289 In the manuscript prepared for publication consulted at Braj Samstkriti Shodha Samsthan, Vrindavan this
information is in Vrindavandhamanuragavalr verses 117-131.
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The rasdhart or director of the troupe sings the main narrative and is accompanied by a
group of musicians, known as samaj. The plays are divided in two parts. The first one includes
dance and song and is called ras. This part reenacts one special episode in which Krishna danced
in a circle with the gopis on an autumnal full moon night. The circular dance is one of the most
sacred stories of Krishna; therefore, it is celebrated in the ras /ila and is also very popular in
Vaishnava poetry (Hein 1972, 129). The second part called /ila narrates different episodes from
Krishna’s childhood up until his teenage years. In the /i/a there is acting, recitation of poetry and

some dancing accompanying the action.

Many of the stories of Krishna’s childhood that are performed in the ras /ila come from
the Bhagavata Purana. However, there are other sources too in Sanskrit and Braj bhasha. The
theme of the stolen flute, for example, is not in the Bhagavata Purana. One of the earliest texts in
which it appears is the Govinda l7/a amrita written in Sanskrit in the 16" century. This text also
contains other episodes performed in the ras /ila that are not in the Bhagavata Purana (Entwistle
1987, 56). Hein listed 106 different plots in the repertoire of ras /ila performers and identified the
sources when it was possible (Hein 1972, 163-178). These plots reflect the state of the ras lila after

Indian independence when he did his fieldwork.

In contemporary scripts anonymous songs and poems are mixed with verses of early
modern Braj poets. There are also dialogues in prose that help introduce topics, clarify or
emphasize the meaning of specific passages. The director needs to explain the verses to the
audience, since some of them were composed hundreds of years ago. Prose is also used for
humorous interactions between the characters, and verses are recited and sung (Hein 1972, 154).

The plays can also contain Sanskrit verses interspersed with the Braj bhasha ones. The ras lila
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plays have heterogeneous material threaded together through several subthemes. A humorous

passage, for example, might use a verse that is unrelated to Krishna’s devotional poetry.

The main structure of the play has been handed down through generations of performers.
Most of the dramas are not attributed to a particular author (Hawley 1981, xii) since they have
been created collectively. There are collections in which several ras [ilas have been published
(Sarma 1976 and 1977).°® These publications have a basic text that can be expanded in
performance. Svami Shri Fateh Krishna Sarma, a rasdhari for more than 30 years active at Jaisingh
Ghera in Vrindavan,?®! claims that although he composes his own poetry, he does not include his
poetry in the /ilas but uses the same scripts as previous generations. Svami Shif Kunjabihari Sarma,
another active rasdhart of Vrindavan, who belongs to a family of performers, confirms that the
ltlas are arranged from selections of Braj poetry although minor changes may be added to already
existing compositions.?%2 There are troupe leaders who do use their own verses in the /ilas (Swann
1990, 192). Many ras lila plays still circulate in manuscript form and have not been published.
Svami Harekrsna Sarma, yet another rasdhari from Vrindavan, who belongs to a family of
performers and lives and works in Hyderabad has shared with me a handwritten script of the Vamsi

cori lila, which he teaches to performers in that format.

The collection of the Braj Samskriti Shodha Samsthan in Vrindavan contains a notebook
from the early 20" century that used to belong to a ras /ila performer and is an example of this
kind of manuscripts (figure 5). From inspecting the notebook, it is clear that the owner wrote down

just the metrical portions of the /ila (figure 6). This notebook lists 35 /ilas in the index. Norvin

290 For a transcription of a ras lila in Braj bhasha and English translation (see Hein 1972), for transcriptions of
performances in translation (see Hawley 1981 and Swann 1975).

291 Syami S Fateh Krishna Sarma played the role of Krishna in his childhood and later in his life he became a
director. He kindly consented to an interview in his house in VVrindavan on June 2015.

292 personal communication May 2015.
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Heins states that rasdharis are ready to perform for 30 days at least, which means that they have
30 /ilas in their repertoire although a good performer might have command of about 45 /ilas (1972,

154).

Relevant Braj bhasha sources on the development of the ras lila are described by
Ramnarayan Agrawal (1981) in his book Braj ka ras rangmafica. He includes the so-called
ashtachap or “eight seal” poets from the Vallabha Sampradaya with special emphasis on Strdas,
Kumbhandas, Nanddas and Paramananddas. He also takes into account Hariram Vyas, the
Radhavallabhan Dhruvdas, Nagaridas and Brajvasidas. The Radhavallabhan poet Caca
Vrndavandas who was active in the 18" century receives special attention since his compositions

have been the basis for performances up until today (Agrawal 1981, 217).

Three main playwrights are discussed by Agrawal in his description of rds Iila in the 19
century: Narayan Svami, Bharatendu Hari§candra and Lalit Kisori. Narayan Svami (1830-1900)
was a key figure for the ras lila stage. He composed many songs on the /ila themes and was a
performer; portions of his lilas are in current use now (Agrawal 1981, 227). Bharatendu
Hariscandra (1850-1855) is well known for his contribution to the making of modern Hindi and
the nationalization of the Hindu tradition (Dalmia 1997), here | just refer to his contributions to
religious themed drama. He composed Devi cadm [ila and Rani cadm lila, for example, although
these plays did not become popular amongst the performers. But his play Candravalr is a favorite
of the rasdharis (Agrawal 1981, 228). The structure of Candravalr follows Sanskrit drama and
served Bharatendu as a medium to express his sectarian views (Garlington 1984, 80). The third
playwright, Lalit Ki$orT, is the author of the play studied here, so will be treated in the next section

in more detail.
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Lalit KiSort: a ras lila playwright from the 19 century

Shah Kundanlal (1825- 1873) was born in Lucknow in a rich Agrawal family of jewelers. He later
took the name Lalit KiSorT on account of his devotion for Krishna. He was the son of Shah
Govindlal and grandson of Shah Biharilal, who obtained the title of “Shah” from the Nawabs of
Awadh. His younger brother, Shah Phundanlal, also became a devotee under the name Lalit
Madhuri. Lalit KisorT and Lalit Madhuri were educated in Persian; they also learned Hindi, Panjabi
and Bengali. The two brothers had to teach themselves Sanskrit since at the time no one would

teach them because of their caste (Gupta 1931, 6).

Lalit KiSorT went to Vrindavan around 1850, traveled in Braj for a month and favored the
deity of Radharaman. He wanted to extend his stay, but at the time it was not possible. After his
return to Lucknow his father and grandfather died and he became the disciple of Radhagovind
Gosvami who visited Lucknow from Vrindavan (Gupta 1931, 7). Lalit KisorT started composing
poetry; his brother Lalit Madhuri collected his work and wrote his own verses too. Around 1857
the two brothers went to Vrindavan and patronized the construction of the Lalit Nikunj temple,

known today as Shah j1 Mandir (figure 3), in 1860.

Lalit KisorT wrote poetry in Braj bhasha, Urdu and Khar boli. A collection of his poetry is
published in Abhilash madhurt (1931) which includes Urdu ghazals on the theme of Radha and
Krishna and devotional songs. He also wrote numerous ras lila plays that are collected in the book
Ras kalika, which was printed in Mathura with a short selection of these plays under the name
Laghu Ras kalika (Viyogi Hari 1962, 268).2% The manuscript of the Ras kalika (figure 7) is

preserved in the Shah ji temple; it contains 24 sections of /ilas and was written in 1878, shortly

293 | saw a lithograph of Laghuras kalika at Braj Samstkriti Shodha Samsthan, Vrindavan, but it had no publication
details.
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after the death of Lalit Kisori. Some of the /ilas have topics that are not mentioned in the list of
plots by Hein; these /ilas seem to be unique creations of the poet, for example, videsi or “foreigner”

[tla, sitar or “lute” lila, hammam or “bathing room” /ila, amongst others (Mittal 1983, 259).

Three of Lalit Kisori’s plays are well known: Man lila, Cirharan lila and Nauka Iila. The
last one is still presented by ras lila troupes and published in a collection of /ilas under the name
of Kevat 7la (Sarma 1976). It is written in a mixture of prose and verse, at least in the published
format. The verses of Lalit KisorT are also used frequently in others’ Krishna dramas (McGregor
1974, 164). Besides composing plays, Lalit Kisor took an active role in their performance in the
Shah ji temple (Agrawal 1981, 228). The publication of the Ras kalika is a desideratum in order
to understand Lalit Kisori’s contribution in terms of text and performance (Mittal 1983, 259). As
a Vaishnava Bharatendu recognized Lalit KisorT’s extensive contributions to Radha-Krishna’s

devotional literature:

Having first settled in Lucknow he nurtured his love for the Glorious forest

Where he erected the beautiful divine couple and made a temple

In the kaliyug he recreated the eternally joyous ras of the dvapar (yuga)

He was soaked in the color of the blissful emotion of worship

Under the name Lalit Ki$or1, he composed lakhs of new verses,

Kundanlal emerged as the purifier of the Agraval family (Viyogi Hari 1962, 267)

Bharatendu also highlited the two location where Lalit Ki$orT lived and the sponsorship of

the temple. On the floor outside the Shah ji temple there is a portrait of the two brothers, Lalit
KisorT and Lalit Madhuri, with their names (figure 8), and inside the temple there is an image of
Lalit KisorT as a sakhi with his name on it (figure 9). Interestingly on the ceiling of the temple there
are statues of gopis playing instruments (figure 11) and one of them represents Wajid ‘Alt Shah

dressed as a gopr (figure 12). The descendants of Lalit KisorT and owners of the temple, Shah

Prasant Kumar and E.S. Gupta, claim that the inclusion of the statue demonstrates the secular
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sentiments of Lalit KisorT and his brothers, since Wajid ‘Ali Shah was a Muslim. The relatives
think that there was a friendship between Lalit KisorT and Wajid ‘Ali Shah, which would account
for the Nawab’s image being installed in the temple. The local lore explains the situation by stating
that the nawab was a Krishna bhakta. It is uncertain when the statue was made and placed in the

temple.

Perhaps the connection between Lalit KiSorT and W3jid ‘Al Shah is not so farfetched. At least
there are historical records that prove a relation between Lalit Ki$or1’s father, Shah Govindlal, and
the Nawabi government in Lucknow. W.H. Sleeman reports a criminal incident that occurred in
Lucknow in 1824 in his Diary of a Tour through Oudhe. Although Sleeman was not in India at
that time, he was informed of all the details and gives a full account of the story. The two sons of

the king’s minister were abducted and there were attempts to negotiate with the kidnapper:

The alarm spread through the house and town, and many of the chief officers of the Court
were permitted to enter the room unarmed. Roshun-od Dowlah, Sobhan Alle Khan,
Fakeer Mahomed Khan, Nuzee Alle Khan, (the Kashmahul’s son in law) and others of
equal rank, all in loud terms admonished the assailants, and demanded the surrender of
the children, but all were alike unheeded. The chief merchant of Lucknow, Sa Gobind
Lal, came in; and thinking that all affairs could and ought to be settled in a business like
way, told the chief officer to fix the sum to be given, and he would at once pledge himself
the payment (Sleeman 1858, 12-13).2%

This passage shows that Shah Govindlal was a powerful and rich man who had access to
government circles. Of course this was shortly before the birth of his son, Lalit Ki$or1, and when
Wajid ‘Ali Shah was only a few years old and does not prove that the two authors had a personal
connection. Still, it establishes a family connection, besides the fact that Wajid Al1 Shah and Lalit

KisorT were both from Lucknow, contemporary playwrights and directors of performances. This

2941 thank Laxminarayan Tiwari for giving me this reference.
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makes all the more compelling the comparison of the rahas with Lalit Ki$orT’s play entitled Vamshz

nat lila.

The script of the Vamst nat lila

Since Lalit Kisor1’s play has not been published, I provide here the translation of the Vamsi nat
lrla and the Braj bhasha text in the Appendix. The scholarly edition here is based on the scroll
manuscripts held at the Vrindavan Research Institute (VRI) and the Ras kalika manuscript of the
Shah ji temple (SM). This work was done with the help of Prasant Kumar, E.S. Gupta and
Mranaliny Dixit. The VRI scrolls have text that is not present in the SM manuscript and those
portions are written in bold letters. | provide here a literal translation, words are glossed with
references to dictionaries, within parenthesis epithets are glossed and within square brackets there
are clarifications that are not in the original. 2%

“The play of the flute and the acrobat”

Radha: Oh Krishna (Urbane chief acrobat),?® perform this dance that they may appreciate
your virtues today,

Do so (the dance) here amidst the crowd of beautiful®®” young women.

Chorus: The one and only Krishna (jewel amongst lovers) began dancing in the gathering,
(with) the melody constantly expressing the ras, and the gestures uniting

movement with the beat.2%

295 | thank Prasant Kumar and E.S. Gupta who so kindly gave me access to the manuscript at the Shah ji temple.
2% The word nayvar is a name of Krishna, the literal meaning is “chief acrobat.”

27 The word sugar means “well-formed, well-made, symmetrical” (PD).

2%8The word vaj= baj which means baje ki dhvani (Sarma’s Brajbhasha Kos is abbreviated as SB).
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Chorus: Oh Friend! The flute of Krishna proclaims [itself] stolen®

Who knows if Lalita took it, and went and gave it to Radha3*°?

Sakht: The sakhis look at his sash.** Krishna is alarmed.
“Oh! Where O where is the flute?”” Having said [this]*°?, he searches, looking in a

niche [in the wall].3%

Krishna: Do you have it, Campika? 1 just lost it.

"’

I beg®®* you over and over: “Give me the flute

Sakhi: My eyes do not [even] know what the flute looks like.

Look around, Krishna, [it must be] somewhere amongst the bamboos in the forest.

Krishna: Oh Visakha, Did you take it? Tell me the truth.

I will make new melodies resound, so that all gathered may enjoy the ras!

Sakhi: Even my ears®® do not hear it. Look around [for it] somewhere in the forest.

You were calling out to the herd of cows,3% [and] must have dropped it somewhere when

2% The word khasna means sthan se hatna “to be removed or moved from a place”; khisak kar girna means “slip
away and fall” (Gupta’s Brajabhdasha Suar-Kos is abbreviated BS).

30T he meaning of layaiti-pyari is “beloved” (BS). Here is translated as Radha.

301 This is the place where Krishna puts his flute.

302 The word vadna is taken as “to say”.

303 The word byal can mean “serpent” and baydl could be “niche” (in the wall) (MD).

304 The word valihdart is glossed as “nichavar, apneko utsarga kar dena” (BS).

305 There is a play on the word kanana, it appears twice in this line. The first time it is used with the sense of “ear,”
the second with the meaning of “forest.” The name of this figure of speech is yamaka.

308The meaning of bachara, bachrii is gay ka bachera; variant bachra. (BS).
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you came.

Krishna: Oh Lalita! You took it [and therefore] you are laughing softly.

Sakht: How crazy®" your words seem, my dear!

Krishna: Give me the flute Candravali,>®® you took it away!

Sakhi: It’s not on me! That Sasimukhi hid it inside her blouse.3%°

Krishna: Give me the flute, dear Sasimukhi, it is mine!3'°

Why are you repeatedly denying it, when you have it hidden in your blouse?

Chorus: Flushing with anger and indignation®!* she pulls away [from him] and strikes his cheeks
two times.3!?

Not finding [the flute], Krishna hesitates in his mind, [and] searches here and there.

Chorus: Over there, Krishna goes in all four directions, searching for the flute,

[while] here, Radha, placing it upon her lips, plays the flute.

Chorus: [When Krishna] hears the sound of the flute, every hair on his body stands up in

excitement.

307 The word is matvara “crazy” (BS). The feminine should be matvari. This word is problematic.

308 Name of a gopi.

309 The word kaizculi is glossed as a synonym of colr in (SB).

310 This could be from a@sna= hona (BS)

311 The word jhamki could mean thasak dikhana (BS).

312 The word gulca means phiile hue galon par halka ghiimsa saprem marna,; gulcand- gulca marna (BS).
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Upon hearing the mellifluous sound, Krishna surrenders, [then] begs and pleads.

Krishna: Soft, honeyed and melodious,3"® delicate, beautiful, and sweet,

To this day, no one, not even I, has played it like this, lady.3*

Krishna: Please give me my flute, beautiful lady, | surrender.

Radha! Radha! [Then] I would play with ras. | offer [you] my body and soul.

Krishna: Your lips are softer than butter, | am defeated.

| beg you, Radha (Lalit Ki$or7),®!° just look at me.

Radha: Implore,3® jump up, and raise a din,*!’ blowing your own trumpet!38

If [you] show me the art of the acrobat, | will give you your flute.

Chorus: The women keep dancing there, as Krishna jumps behind the cover of a tree.
From head to toe he dons the attire3!® of a female acrobat, tying the loin-cloth®? around

his thighs.3?!

33The spelling lahirani was not found. The meaning of lahrana is “to wave, to undulate.” Here is taken as related to
lahra” lively tune” (MD).

314 The word val is taken as bal “girl” (BS).

315 Pun on the playwright’s chdpa or penname, which is also an epithet for Radha.

318 The verb hd-ha karna means “to beg humbly, to implore, entreat” (PD).

317 The word galval is glossed as kolahal “uproar, noise” (BS).

318 The meaning gal bajana is “to talk haughtily, to boast” (MD).

319 | am taking the reading of vanaka which means “attire” (BS).

320 The meaning largot kasna “to tie on a loin cloth” (MD).

321 The meaning of jarghiya is “relating or belonging to the thigh'; short drawers or breeches reaching to the thighs
or half-way down the thighs.” (PD).
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Chorus: Krishna joins the women, disguising himself as a female acrobat.3??

Imploring, he quickly®? springs, playing the drum.

“Entreaty by offering tribute”

Krishna:

1) Glory to Radha (darling of Vrisabhanu)3?*!

2) Glory to her beauty, radiant from head to toe!

3) Glory to the girl*?® with curly32% tresses! 32

4) Glory to how she draws out her snake-like braid32!
5) Glory to her forehead, adorned with a bindr!

6) Glory to her eyebrows, arched like daggers!

7) Glory to her beautiful eyes,?® does in a grove!

8) Glory to her earrings that whirl and twirl3!

9) Glory to her red®s lips [that carry] the sound®* of a cuckoo!
10) Glory to the borders of her mirror-cheeks!**

11) Glory to the pearl in her parrot-beak®* nose, superior among women!

322 ater on in the text it seems that the female acrobat is Krishna. After he dressed as a woman he is referred to as a
female.

323 The meaning cagpat is “quickly” (MD).

324 Radha’s father.

325 The meaning of balr is “girl” (BS).

326 The word ghurigharala is glossed as “chale” (BS). The word in the text is ghuritghari.

327 The word alkairn: is glossed as “mastak ke idhar udhar lagkage hue ghurgharale bal” (BS). Not the exact
spelling.

328 The word vyal, vyalt means “serpent “(BS). Here short “1”.

329 The word manja is glossed as “manju” (SB); manju “beautiful” (BS).

330 The word ghiim means “turning around, revolution, drowsiness” (MD); ghumali (text has long @) ghimnevali
(SB).

331 The word arun means “red” (SB).

332 The word bain means literally “speech” (MD).

333The word mukura means “mirror” (BS).

334 The word sukandasa means “jis stri ki nak tote ki comc jaisi sundar ho” (BS).
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12) Glory to her nose ring that has no equal!

13) Glory to her chin, a well full of ras!

14) Glory to the girl with her smile of lightning!

15) Glory to her arms, golden and broad!

16) Glory to her breasts**® like water pots!

17) Glory to her navel that is like a bee,*¥ and her slender waist"!

18) Glory to her exquisite thighs, large as plantains!

19) Glory to the beautiful young girl with plump buttocks33!

20) Glory to her lotus feet, upon which I surrender!

21) Glory to the one who moves like a swan, and whose gait is like that of an elephant!
22) Glory to her moon-shaped toenails, and her shapely body, from head to toe!
23) Glory to the one intoxicated in the passion for Mohan!

24) Long live Lalit Kisori (the lovely young Radha)!3*®

Chorus: Having performed each acrobatic act, she pleads, extending her hands.>*

Saying “Flute!” her face blooms, as she looks on with soft3*! eyes.

Chorus: As she bows, the female acrobat beats the drum, leaping and jumping.3*2

She snapped her fingers quickly, saying “This is my art! This is my art!”

33%5The word uroja means “breast” (BS)

336The word bhasivar also means “whirlpool” (BS).

337 The word chin=ksin means “slender” (MD).

338 The word prthu means “fat, broad, fleshy” (BS)

339 Again, a pun with the name of Radha and the pen name of the poet

340 Here and in the following, she refers to Krishna in the guise of the female acrobat.
341 The word dila means “loose.” Perhaps the eyes are half open.

342 The word dhamari is glossed as “uchal kiid, dhamdcaukari, nator ki kalabaji” (BS).
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Chorus: Swaying and bending, she performed her act, supporting her hands on the ground.

Carrying her feet from here to there, she rotated and straightened skyward.

Chorus: Standing up somehow on their heads, the performers slap their arms as if in
challenge.3*®

Then, placing their feet upon their head, they walk like peacocks using their arms.

Chorus: Mounting on the shoulders of each one, the female performer then proclaimed,

“Glory to Radha (darling of Vrishabhanu)!”

Chorus: With tender hands somewhere on the wall, she lands on her feet, having jumped off [the
shoulders of the other performers].

The young woman, lying on the ground, positions her head so as to flip over.

Chorus: Standing up, they bend backwards and put their hands on the floor.

[With] beauty like the arch of Kama, the acrobats stand up after kissing the earth.

Chorus: They climb the bamboo pole and walk the tight rope with a dramatic gait,3** keeping to
the beat of the drum.

The acrobats adroitly jump to the ground, boasting of their own skill 34

343 The verb kham thokna means “to slap the hands on the arms (as showing readiness, to fight or to set to) (MD).
34 The verb atalana means “itarana, nakhara dikhan” (BS).
345 The verb gal bajana means “to talk haughtily, to boast, to blow air from the cheeks by striking them” (MD).
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Chorus: The young maiden, Radha, is extremely pleased with the art of the acrobats,
She takes off her bangle,®* ring and mirror-ring®¥” and gives®* them to all [the

performers].

Krishna: That day a sakhi from Punjab fled, taking with [her] the knowledge.

Dancing on the edge of the sword; say the word, and | will show you.

Krishna: Invoking again and again Jvalamukhi, that woman just danced.

Touching your lotus feet, watch the slave dance.

Radha: Here, take your flute. Everyone is happy, this performance went well.34°

Ask for some further wish, O scoundrel of the performers, it shall be granted today.

Chorus: He takes the flute and places it on his lips, then again touching it to his forehead.

Having played the flute beautifly the rogue®® speaks flirtatiously. 3!

Krishna: | put the lotus bud with five broad petals on the head of the lord [making the hand into

the shape of a lotus bud, as if seeking offering].3>

34 The word chala- calla is glossed as “ring, round thing bangle or earing” (BS).

347 The word Grsi means “ornament in which a mirror is set, females wear on the finger of the right hand. A mirror”
(BS).

348 The word daye=diye (BS).

39The word saj means “baja”’; bhale “acchi tarah” (BS).

350 The word largar means “natkhat” (BS).

31 The meaning of cazak- magak is “naj nakhra” (BS).

352 A note on the margins of the SM manuscripts explains the hand gesture.
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May | receive a k-i-s-s as my gift and offering.®*3

Radha: K-n-o-c-k-s first give [their] gifts.3>*

Krishna: That is best left for last. | take the twentieth part of twenty.>*

Chorus: Laughing gently, Radha gave to her dearest beloved Krishna

a very lovely chest-garland, and calling it an offering, the beloved took it.

Chorus: Laughing gently Radha gave to Krishna a new pearl garland as a gift in gratitude

Krishna (the Urbane acrobat), folding his hands, said “This I take happily.”

Chorus: Garaj Das®® say something else thus: that a different request was made

Lalit Madhuri gave her heart’s desired treasure to Krishna.

Chorus: Saying this quickly and leaping, the acrobat wove a trap with his dance
Performing the different arts with the piriya ragas,>>’ Krishna, the net (of the trap)

and eternally happy one.

33 The line says literally “Bearing bangles, etc. a forest of dots, may | receive gifts and offerings” which does not
make sense. However, a note on the margins of the SM manuscript explains it is a play on words in which the first
syllable of curi (cu) is combined (yuti) with a bindu and “ban” to yield cumban “kiss”.

34 The line says literally “virtue, lock (of hair), follower, etc. all first give gifts.” A note on the margins of the SM
manuscript explains a play on words in which the first syllable of guna (gu), the first letter of laz (I) and the first
syllable of cari (ca) to yield gulca “light punch.”

3% Not clear what he is referring to.

3% | have yet not been able to identify who is Garaj Das.

%7 The word piiriya means “name of a rag or a ragin” (MD).
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Wajid ‘Alt Shah’s perspective of his rahas and Hindu devotional drama

This play illustrates a lively ras lila tradition during the 19" century. Whether to this particular
play or not, we know W3jid ‘Ali Shah was exposed to this kind of performance. In his memoirs,
the king himself describes a similar spectacle he prepared in palace, which he called

“rahasyadhari”:

One day the gardener of nature had spread out upon the ground a bed of tulip flowers and
the hearts of the servants of God had become happy and joyous like the bright blooms of
the tulip. That day was such that even the wedding night could not present an equal
response. The entire Huziir Bagh (a part of the palace) was perfumed by the fragrance of
the flowers. | had arrived at Falak Sair (one of the palaces) with the equipment for the
dancing and singing. At the time | gave the order for the rahasyadhari to the paris. The
rahasyadhart is a kind of dance that is worshipped in the Hindu religion. Hindu people
spend countless rupees on the things for this worship. In it the form of Kanhaiya and his
milkmaids is assumed. It is not an exaggeration to say that nowhere else would there be
a rahas like the one I had prepared. Skilled ustads instructed and prepared all the paris
with great hard work. Aside from this, there are seven men giving artistic form to it, who
are servants in my government. They prepared the appearance of Kanhaiya and the
milkmaids, the details of which are as follows:

Sultan parf in the role of Radha who is the special milkmaid of Kanhaiya.
Mahrukh parT in the role of Kanhaiya.

Yasmin pari, Dilruba pari, Izzat pari, Hur pari in the roles of the other milkmaids of
Kanhaiya.

Several lakhs of rupees were spent on the preparations of this play. Beyond obtaining all
the equipment, five hundred rupees were spent just on a series of repairs. Giving an
account of the arrangement of the paraphernalia for the worship and of the clothes, etc.
would be a waste of time. The ones who were the lovers of Kanhaiya were known as
gopis in the Sanskrit language. Their dance and singing is in harmony with Lakshmi and
Brahm, and these are names of rals. In this dance, the impact of the conversation between
Kanhaiya and Radha is felt, which arises in the states of union and separation. (Siddiqt
1998, 110-111).

There are several relevant facts revealed in this passage. First, it shows that Wajid ‘Al
Shah was aware that there was a dramatic devotional Hindu tradition. Second, he sponsored such

plays monetarily and put in effort in the same way Hindus did. Several lakhs of rupees was a large
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amount of money for the 19" century. He affirmed that what he did was unique. Finally, he also

emphasized his interest in the states of union and separation between Radha and Krishna.

Sharar states in his chronicle that W3ajid ‘Ali Shah had witnessed ras lila performances.
Nevertheless, Sharar was not a witness of such event and the information should be taken

cautiously:

The king has seen all the rahas of Krishna ji which are prevalent amongst the Hindus and
was pleased with Krishna’s love stories to the extent that from these rahas he composed
a play about them in which he himself played the part of Kanhaya and decorous and
virtuous ladies of the palace acted as gopis (Sharar 1975, 64).

The statement that the king himself performed has been contested by Qureshi, (1987, 51),
who denies the Nawab ever participated, since it is not confirmed by other sources. The king did
not record his participation; he was only a part of the audience. Qureshi also is at pains to assert
that no chaste and veiled ladies of Wajid ‘Ali Shah participated in the performance (ibid).
However, Sharar explicitly states that the Hindu performances were the source of Wajid ‘Ali

Shah’s inspiration:

In addition to the courtesans who sang and danced another group of similar character
developed in Lucknow. Perhaps it would not be wrong to say that these courtesans just
exist in Lucknow. This is the group which performs rahas. The art of rahas belongs to
Mathura and Braj and the constant flow of dancers from these areas made it popular in
Lucknow (Sharar 1975, 146).

Sharar first suggested that there was a legacy in Lucknow of the rahas performers and
second, he expressed a connection between the Braj area and Lucknow. It would be worth to
explore other sources to asses if the link was as direct as Sharar proposed. The staging of Wajid
Alr’ Shah’s plays was limited to a small group of people close to him. Nevertheless, an interesting
question arises with regard to the ladies trained for the rahas and what they did later with that

experience. It seems that there was a cross-germination of ideas in the performance tradition
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between Lucknow and Braj. It is tempting to consider if Lalit KiSorT was an important conduit in

this exchange.

Vamsr nat lild and the Radha Kanhaiya ka qissah

Despite the multiple differences between the two plays, there are many similarities that are not
coincidental. Lalit Kisori was a Krishna devotee steeped in the religious tradition. The theme of
the missing flute appears in several Sanskrit texts from at least the 16" century and also in
numerous in Braj bhasha verses. Wajid ‘Ali Shah saw, heard or learned in some way about this
popular Vaishnava narrative. Whether he witnessed this particular play is not likely, but it was

certainly part of an exchange between Lucknow and Vrindavan.

From Lalit KisorT’s play we can conclude that the theme of the missing flute was still in
fashion during the 19" century in devotional circles. The parallels with the rahas suggest that
Wajid ‘Ali Shah was inspired by the ras lila and it could have been the case that this was directly
from a performance. In his memoir, W3jid ‘Ali Shah emphasized the fact that Hindus spend a large
amount of money for ras /ila performances. His appreciation might have derived from the fact that

he witnessed the performances.

The characters of both plays are Radha, Krishna and the gopis; both also have Lalita and
Sakha. The rahas has additional characters from Persian literature that were mixed with those of
the ras lila, such as the paris and the div. The Vamst nat has the acrobats who perform, but they
do not speak. In the plot of both plays, the flute disappears, Krishna has to search for it and a
condition has to be met for the recovery. In the Vamsi nat Krishna has to perform an acrobatic
dance and in the rahas he has to search for butter. Krishna is typically the one who steals from
gopis, but one of the charms of this play is the reversal in which the gopis become thieves and take

Krishna’s flute away (Hawley 1981, 112).

135



In the Vamsi nat Radha is extolled and each part of her body from head to toe is celebrated.
This kind of praise is not in the rahas, but Radha’s beauty is praised in a similar way. For example,
radha ji amg par bimdiya iti chavi det
manor phiili ketkaki bhor basan let (Taqi and Saxena 1987, 92)

The bindi upon Radha ji’s body, Oh, bestows beauty;
it is like a bee enjoying the fragrance of a ketaki in bloom

One of Lalit KisorT’s twenty-four praises is:

bendri bhal samvari ki jay
Glory to her forehead, adorned with a bindi!

In both plays Radha has to be pleased; in the Vamsi nat she wants to see Krishna perform
otherwise she will not give the flute back. Krishna has to entreat her for an agreement. In the rahas
Radha is upset because she wants to hear the flute played and it is missing. Krishna has to
supplicate her to calm her down. Once the flute is recovered everyone is joyful again and Krishna
plays. In both plays a performance takes place, a play within the play. In the Vamsi nat the naz
dance is performed to make Radha happy and in the rahas the dance of Radha and Krishna is
enacted to please the jogin. In both cases Krishna is presented as a special performer who

profoundly gratifies his audience.

The Vamsi nat highlights the amorous feelings between Radha and Krishna. After the

performance Radha is cheerful and expresses her love

pritam pyare lal ko vihasi Kisort dina
uramalda ati pyar pi valihari vadi lina

Laughing gently, Radha gave to her dearest beloved Krishna
a very lovely chest-garland, (which) offering the beloved took in return.

In the rahas Radha and Krishna have a conversation in which couplets of different moods

are exchanged between them. Radha expresses her love to Krishna in this way:
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bamsi vale mohan hamari or to dekha
mair tohe rakhum nainan mem kajar si rekha (Taqi and Saxena 1987, 95)

Mohan, flute player, look towards me.
| keep you in my eyes, [ineffaceable] like a line of kajal.

The Vamshi nat dwells almost exclusively on the sweetness of the love of Radha and
Krishna. Part of the /ila portrays Krishna playing with the gopis, asking them if they have the flute,
until he hears Radha playing and cannot contain his excitement. Later, he makes her extremely
happy by performing and at the end they have a pleasant exchange. In contrast, the rahas explores
love in separation, the pain and the cruelty of the beloved. Perhaps influenced by Urdu poetry
W3jid ‘Alr Shah has a different take on the theme.

Lalit KisorT wrote his full play in verse whereas W3ajid ‘Ali Shah used prose and verse. The
Vamshi nat is very homogenous since all the couplets are dohas, there is a clear unity of the whole
text concerning meter and language. There are no couplets that are unrelated to the story. The
rahas is rather different in that there is no metrical unity; it uses different registers, incorporates
other literary sources and is generally more heterogeneous.

Both plays are short and are not divided in scenes or acts. The rahas has some stage
instructions. The Vamsr nas does not contain any further information other than the characters'
dialogue and the part played by the lead singer. There are verses in which a part of the drama is
narrated, which is not the case in the rahas. With regard to authorship, they both inserted their pen
name in the text, making explicit the association between the drama and the creator.

Comparison between the two dramas

Similarities

Lalit Kisor ‘s Vamst nat lila W3jid ‘Alt Shah’s first rahas

Characters Radha, Krishna and the gopis Radha, Krishna and the gopis
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Lalita, Visakha Campika,

Candravali and Sasimukht

Lalita, Sakha, Cina

Larva

Problem Flute disappears Flute disappears
Progress Krishna searches for his flute Krishna searches for his flute
Radha has to be pleased Radha has to be pleased
to return the flute by finding the flute
Condition Krishna has to perform nas dance | Krishna has to bring butter
Outcome Krishna recovers the flute Krishna recovers the flute
and plays and plays
Structure Play not divided in acts Play not divided in acts
Penname in v V4
the verses
Comparison between the two dramas
Differences
Lalit KisorT ‘s Vamst nat lila Wijid “Ali Shah’s first rahas
Characters No other characters Paris and Div
Focus Love Love, jealousy and pain
Meter Dohas exclusively Different meters including dohas
Prose X N4
Language Braj bhasha exclusively Multiple registers
Narrator N4 X
Stage X v

instructions
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Conclusion
There is enough evidence to prove that Wajid ‘Ali Shah was influenced by the Braj ras lila
tradition. The historical narrative of Hindi/Urdu drama should take into account the interaction of
traditions and geographical regions such as Lucknow and Vrindavan. The label “Urdu theater” for
the work of W3jid ‘AlT Shah obliterates the interaction that he had with the Braj ras /ila. 1tis more
productive to think about Wajid ‘Ali Shah together with Bharatendu Hari§candra, Lalit Kisor1, as
well as Amanat, to understand the beginning of modern theater. The separation of Hindi and Urdu
drama as distinct entities is arbitrary and ignores the dialogic nature of texts like the rahas.
Regional traditions seemed to have had fluid boundaries.

There is much more to learn about the scripts of ras lila plays before contemporary times.
The work of Lalit Ki$orT opens up the investigation on the format of drama scripts in this tradition.
This provides an opportunity to look at these two dramatic texts in vernacular language together.
The play of Lalit KisorT contrasts in an interesting way with that of Wajid ‘Al Shah. One
playwright is Hindu, the other Muslim; one is a devotional work, the other one secular.
Nevertheless, they both harked back to the same performance tradition converging and diverging
at different points.

The comparison between Vamsi nat [ila and the rahas helps to support the idea that Wajid
‘Al1 Shah was aware of the Braj ras [ila as a whole. The response of Wajid ‘Ali Shah to the ras
[tla should be inserted into the narrative of the development of this theatrical form. Wajid ‘Al
Shah’s rahas in an example of a secular drama based on a devotional theatrical tradition. Wajid

‘Al1 Shah adapted in his cosmopolitan court an ancient theme from a Hindu temple setting.
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Figures

Figure 5 Early 20" century rasdhari notebook. Braj Samstkriti Shodha Samsthan, Vrindavan.
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Figure 6 Early 20" century rasdhari notebook. Lila. Braj Samstkriti Shodha Samsthan, Vrindavan.
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Figure 7 Ras kalika manuscript, Shah ji temple.
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Figure 8 Shah Kundanlal and Shah Phundanlal, Shah ji temple.
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Figure 9 Lalit Kisori, Shah ji temple.
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Figure 10 Detail '
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Figure 11 Ceiling Shah ji temple.
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Figure 12 W3jid Ali’ Shah dressed as a gopt, Shah ji temple.
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CHAPTER 5 The story of the theft of the flute in Vaishnava literature
During the 19" century there were new trends that triggered innovation in theater. One important
stream of influence was Western drama and another Sanskrit theater filtered by European scholars
(Chatterjee 1993, 7). The structure and themes of Western theater were assimilated in India. At the
same time, Orientalist scholars promoted Sanskrit plays as the most important theatrical
development in South Asia (Solomon 2009, 16). Modern theater was built on a new understanding
of the literary past.

From the mid-19" century onwards Sanskrit dramas became a part of the repertoire of
theatrical companies. The translation of Sanskrit plays into English and Indian languages was
fundamental to epitomize Sanskrit theater as the major ancestor of performance. A figure deeply
engrossed in Sanskrit theater was Bharatendu Hariscandra who played a major role in the
development of modern theater. Bharetendu translated Sanskrit dramas into Hindi and mimicked
the structure of Sanskritic prototypes in his own work as a playwright (Dalmia 1997, 301-2). He
revived traditional characters from the Krishna mythology transforming the past into the present
(Garlington 1984, 84) The creation of new theatrical models involved rehabilitating local literary
cultures.

In the context of the renewal of older models for theater, W3ajid ‘Ali Shah also renovated a
devotional theme, but in a secular setting. W3jid ‘Ali Shah’s dance-drama was inspired by an old
narrative in Vaishnava circles. This chapter traces the theme of the stealing of Krishna’s flute in
Sanskrit, Bengali and Braj bhasha to explore Wajid ‘Ali Shah’s engagement with an indigenous
tradition. The framework of W3jid ‘Alf Shah’s dance-drama could have been drawn from a variety

of devotional sources from at least the 16" century on. As other playwrights of his time, Wajid
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‘Al1 Shah redressed the old to create something new and his work can be placed between tradition
and modernity.

Devotional texts in Sanskrit in the 16™ century

I will first sketch the very broad context of the Sanskrit texts, followed by textual references to the
theme of the stolen flute. Braj has a long and rich history in which devotional poetry and drama
have been cultivated. The 16" century was marked by the development of a new kind of devotion
or bhakti associated with the god Krishna. The flourishing of Braj as a religious and cultural center
is linked to a Hindu-Muslim collaboration at the imperial level (Hawley 2015, 75). The alliance
between the Hindu princely states and the Afghan Suri dynasty, and later the Mughals, shaped the
building project of Braj that placed this area in a central position in North India (156). The
crystallization of religious traditions in the area was connected to a literary production mainly in

the vernacular, but Sanskrit was not absent.

Sanskrit language was part of the religious tradition connected to Caitanya. One
characteristic of the 16™ century religious map in South Asia was the rise of several competing
religious communities or sampraday in Braj. One of these communities, the Gaudiya sampraday,
figures prominently here because the authors of the texts that will be cited were associated with
this community. The Gaudiya sampraday has its origins in the teachings of the Bengali mystic
Caitanya (1486-1533). The biographies of Caitanya contain accounts of his ecstasies, wondrous
encounters and mass conversions (Entwistle 1987, 143). Caitanya had many supporters, but not
more than eight Sanskrit verses authored by him survive and his life and instruction are only known
mostly through later biographies.®*® Some of Caitanya’s followers wrote in Sanskrit, perhaps with

the intent to appeal to a larger educated audience or to emulate standard Sanskrit texts (De 1961,

358 On this topic (See Stewart 2010).
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119). The theft of the flute is a theme present the in Sanskrit texts by Riipa Gosvami, Krishnadas

Kaviraj and Kavikarnapura.

Riipa Gosvami

The scholar and poet Riipa Gosvami was one of the main figures in this process of the transmission
of the theology attributed to the teachings of Caitanya. Riipa was born between 1470 and 1490 in
the area that is now Bengal; he belonged to a family of Brahmanas that was originally from
Karnataka and had two brothers: Sanatana and Anupama. There are several inconsistencies
concerning the dates of Riipa's life, birth and the dates of his compositions, but he might have died
around 1557 (Haberman 2003, xxxii). Ripa was educated in Sanskrit and along with his brother
Sananata worked originally for the Muslim court of Husain Shah close to the city of Gauda in what
today is Bengal (xxx). After being instructed by Caitanya, Riipa and Sanatana systematized a

theological framework of their preceptor’s teachings.

Riipa and Sanatana were quite influential in the development of the Gaudiya sampraday.
Their writing followed the commentary of Sridhara, on the Bhdgavata Purapa. Sridhara’s
commentary written in the 13" century, focused on religious practice characterized by an
emotional relationship with god. The emotional bhakti that inspired devotees through the example
of Caitanya was later organized formally in the Gaudiya sampraday after the origin in Gauda
(Stewart 2010, 5). Rupa and Sanatana went to Vrindavan, where they lived and worked on the
theological bases of the new religious tradition.

Ripa was the author of more than a dozen texts in Sanskrit, including dramas, kavya and
theological treatises. Amongst the most relevant ones are the plays Vidagdha-madhava and Lalita-

madhava with the same theme of Krishna /ila, and the theological treatises Bhakti-rasamrita-
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sindhu and Ujjvala-nila-mani and two dita-kavyas as well as an anthology of devotional poetry
he collected, entitled Padyavali.

The Vidagdha madhava has seven acts and more than thirty characters, including: Krishna,
his friends, brother and parents, Radha and other gopis, Radha’s husband, Radha’s mother-in- law,
her grandmother and the grandmothers of other gopis. The fourth act is entitled “The theft of the
flute” (venu harana) and the story of the theft continues into the fifth act called “Soothing Radha”
(radha prasadana). In the following verse from the Vidagdha-madhava the flute is conceived of
as another sakhi or “friend.” The flute is also perceived as a female rival because “she” enjoys
close proximity to Krishna, particularly to his hands and lips:

af R RrrafegseT of
ARIAHTEAT & T AR |

ety #Afl AT TS
BREATARIFH el quAIED || (SastiT 1937, IV.7)

Oh flute friend! You are filled with a net of cavities,

you are light, extremely hard, knotted and without rasa,

so as a result of which merit you engage in the embrace

of the hands of Krishna and the intense joy of constant kissing?

In the play Krishna and Radha are going to meet in the forest, but he ends up with
Candravali, another gopr. When Krishna sees Radha much later, she is very upset with him. Radha
distracts him flirtatiously and takes his flute away placing it on the border of her dress, but he
doesn’t notice. The scene is described by Lalita:

s aE Feegded &
I reFefdfect o WRT: qRETSTeT: |

YT Fhereholdl fhel AGIedr
of Treled YRt AT SER || (Sastr1 1937, IV. 34)

Bewildering by the art of glances
the auspicious Radhika, stole the flute in his presence
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that flute which the cowherd boys are not able to steal
from the son of Nanda even in his time of sleep.

Although Krishna is typically the trickster, here instead Radha manages to deceive Krishna
taking his precious flute away with her charm. There is a role reversal in which Radha is the one
who plays the pranks. The text emphasizes the fact that she achieves what the others are not capable

of doing. Radha takes revenge on Krishna’s mischievousness by depriving him of the flute.

Radha is excited to have the flute that drives all the gopis crazy. Madhumangala approaches
Radha and tries to help, but makes it worse by bringing Candravali into the conversation. When
Krishna realizes that his flute is missing, he asks Radha to return it, but she claims she is not a thief
and pretends to be offended with this accusation. Krishna tells Radha’s grandmother, Mukhara,
what has happened. The grandmother scolds Krishna for his bad behavior and he leaves. Radha
feels sad, jealous of Candravali and misses Krishna. Visakha tells Radha that if she places the flute
against the wind, the flute will play music; Radha holds the flute and with the wind it resounds.
Jatila, Radha’s mother in law, hears the flute and infuriated takes the flute away from Radha.
Vrinda, the goddess of the forest of Vrindavan, sends a monkey to steal Jatila’s yogurt to distract
her. Jatila throws the flute at the monkey to stop it, but the monkey runs away with the flute. VVrinda
recovers the flute from the monkey. Krishna is unhappy because he has not seen Radha. Vrinda
and Subala disguise themselves as Radha and Lalita and they meet Krishna and give back the flute.
When Krishna plays the flute, the real Radha comes to him and they are reunited. The story in the

Vidagdha-madhava is relevant since it records the theme of the stolen flute in drama.

Padyavalt
The Padyavali is an anthology of poetry that was compiled by Riipa Gosvami early in his life. The

text includes 386 devotional Vaishnava poems by 125 Sanskrit poets, both unknown and famous,
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from a wide range of time periods. Not all the authors nor all the themes were related to a
Vaishnava context; however, Ripa altered the poems to “Vaishnavise” their content (De 2002,
112). The theme of the theft of the flute appears in the Padyavali in a verse attributed to
Daityaripandita, an unknown poet and author of two verses in the anthology. Riipa was clearly
attracted to the theme since he later composed an act of his play on the theft of the flute. The verse
by Daityaripandita is the theft of the flute in a nut shell:

ArrraTEe TRORIRAGY Fawe

Ycdl Yedl FofchaorAegicaTdec il |

AarAEoNRafhaafehd edareliehdecl
Rercar fedcar efd FreiAssdar Aty 11 (De 2002, 253)

Silencing the anklets of her feet by placing them down,
constantly raising the golden bangles to the upper part of her arms,
incessantly looking out for a movement of the eyes (of Krishna) with great caution,
smilingly she steals the flute from the lap of Madhava.3*®
In this verse the stealing of the flute is a little vignette, Radha is again the thief, the one
who is capable of outwitting Krishna. The instant in which the incident takes place is described

with details. The poet conveys Radha's pleasure and the silence necessary for successfully taking

the flute without Krishna noticing its disappearance

Krishnadasa Kaviraj

Krishnadas Kaviraj was also a Krishna devotee known for his biography of Caitanya. There is not
much information about the life of Krishnadas Kaviraj. He was born in Burwan in what is today
Bengal; the date of his birth was probably 1517 and he spent time in VVrindavan also. The biography
of Caitanya, the Caitanya-caritamrita, was composed mainly in Bengali, but with some portions

in Sanskrit. It is not clear when the composition of the text was finished; one possibility is 1581

39 My translation benefited from the English translation by Kusakratha Dasa.
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but, other sources say 1615 (Dimock and Stewart 1999, 29-30). In the Caitanya-caritamrita,
Krishnadas Kaviraj mentions Riipa Gosvami suggesting that there was a relation between them

(28). Krishnadas Kaviraj was the author of significant texts for the Gaudiya tradition as well.

The Govinda-/ilamrita is another text that is attributed to Krishnadas Kaviraj, fully written
in Sanskrit. There are allusions to Riipa Gosvami reinforcing the relation of the author with the
theologian. The text contains 23 /ilas about the pastimes of Krishna in Braj. This text mixes the
daily routine of Krishna with other apocryphal incidents that revolve around some humorous tricks
and have become the basis of other poems or ras lila performances (Entwistle 1987, 56). The use

of the episodes of the Govinda-/ilamrita for devotional drama is a relevant feature of text.

In the /7la of the stolen flute in the Govinda-/ilamrita, Krishna embraces Radha tightly and
Lalita scolds Krishna for disturbing the gopis who are married women. Krishna replies that Radha
happily accepted his embrace. Nevertheless, Lalita angrily requests Krishna not to touch Radha.

In the meantime, Radha seizes the opportunity to take away the flute:

aferdrar: QR [Er arasi TIseHeTH: |

ITSTH AUCTHTCHE AT foaes ||

SCATIYecdl calRd ST HIRAT TEAFAIH |

HEATY VAT HUT 1 Uelocot: HISTTHAG IgEd: ||

Hlecial Harol FaeT AAgasiEas ehdisafAcgaqra sferar g |

G HFAT P Xell TG AT e sifefa faeaer sgewed ||

f9cT gl TauesTe EMYecdl Hel Terd |

3T TET: Al FAET Fsvled Herqeral ege || (Syamadasa 1999, 10. 28-31)

In front of Lalita, not even the wind is able to touch Radha.

Therefore leave her otherwise there will be an assault, let go of her dress.

She said this with an angry face and quickly approached (Krishna) along with the group of
sakhis, even Krishna was perplexed, with his excitement-born reactions of trembling, tears
and horripilation.

He was infatuated by the joy of being in contact with the body of the beloved.

The others thought he was afraid of Lalita
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(Radha) took the slipping flute from his trembling hand,

she quickly freed herself from the slackened hold of his arms,

once freed she hid the flute with great effort within the border of her dress,

then Visakha, placed herself in front (of Radha) and engaged Krishna in conversation.®

60
In the narrative of Krishnadas Kaviraj, Radha is the thief once more and the poet also
focuses on the specific manner in which the flute is taken away. Krishna's distraction occurs on

account of his love for Radha. As in the drama by Ripa, several characters have the flute, triggering

playful situations before its being returned to the owner.

Krishna continues his amorous play with the other gopis and when he returns to Radha, she
tells him to leave the wives of others and kiss his wife, the flute. Krishna realizes then that his flute
is lost and Radha quickly gives the flute to Tulas1. Krishna tells Radha that she is a thief. Radha
escapes from him and Tulast gives the flute to Riipa Mafijari. Krishna grabs Tulast and searches
her body, but she doesn’t have the flute any more. Riipa MafijarT gives the flute to Lalita and then
Krishna searches Riipa Mafijari’s blouse. Lalita gives the flute to Kundavalli. When Krishna goes
to Lalita, she states that the sound of the flute agitates the three worlds and calls Krishna the
husband of the flute. Lalita claims that if the flute is lost, the housewives will do their chores and
keep their underwear in place. She also states that the flute is lost because Krishna stole the clothes
of the gopis making them suffer. Kundalata tells Krishna that the flute is just a stick, a cheap piece
of bamboo. Krishna explains that his flute is powerful and endowed with many qualities. He
searches Lalita, but doesn’t find it. Radha has the flute again, but gives it to Tulast. Krishna doesn’t
know who the thief is and continues to argue with the gopis. Tulast gives the flute to Vrinda who

calls the flute glorious for causing the wonderful /ila@s of Radha and Krishna. Radha goes to a grove

360 My English translation benefited from the Hindi translation (Syamadasa 1999).
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in the forest and Krishna meets her there; during their lovemaking he asks for his flute. The issue
of the stolen flute carries over into the next /ilas.

In the eleventh /i/a, Vrinda goes to look for Krishna to return the flute, but everyone is
engaged in describing the beauty of Radha from head to toe. In the twelfth /ila, Madhumangala
and Krishna meet the sakhis to the and the theft of the flute is discussed again. Lalita insists that
no one has seen the flute, but if possible it should be thrown into the Yamuna. Vrinda is discovered
because she has the flute in her hand and the wind blows and plays the instrument. According to
Vrinda, she got the flute from the monkey who got it from Saibya. Kundalata hands the flute to
Krishna who is rejoiced to play it after such a long time. The flute is celebrated since all creatures
are affected by it.

Kavikarnpapiira

The life of Kavikarnapiira is not well documented as his birth date is not entirely clear; but he was
born apparently in 1524, a few years before Caitanya’s death. Kavikarnapiira’s name was
Paramananda Sena and he was originally from Kaficanapalli near Naihatia, in the modern state of
Bengal. He was the son of an early disciple of Caitanya (De 1961, 42). There are 11 literary works
attributed to him, amongst the more important ones are the play Caitanya-candrodaya about
Caitanya’s life. An interesting fact of this drama is that it is based on real life history more than
any other Sanskrit play (Tubb 2015, 710). Caitanya-candrodaya was performed at the Jagannatha
temple in Puri and was commissioned by the King of Orissa (691). Kavikarnapira also penned
the Alamkdara-kaustubha, a work on Sanskrit rhetoric and Ananda-vrindavana-campii. The latter
tells the story of the life of Krishna in 22 episodes or stabakas of mixed verse and prose. One of

them is the Murali-caurya-lila in which the theft of the flute is narrated.
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In the Ananda-vrindavana-campii the gopis plan together to steal Krishna’s flute because
they are always attracted to its enchanting melody, but they wonder what would be a good method
since Krishna never puts his flute down. The gopis ask Radha for help achieving the goal of the
theft. Krishna’s friend Kusumasava knows a part of the plan and informs Krishna that the gopis
want to steal his flute. To prevent the theft, Kusumasava offers to keep the flute with him and
promises he will protect it. Krishna gives Kusumasava his flute and sings a beautiful song.
Kusumasava claims that nobody can sing as beautifully as Krishna. Sangita Vidya, a gopi
musician, says that Lalita is capable of singing better than Krishna. Kusumasava calls for a

competition. After Lalita sings, Kusumasava is distracted and loses the flute:

el delshud FIAATE HEAET: & & WiiSd 8 ifsd aferdar gfa a1g deeesd
Felleel gdfd T o Aufdamrdiey geawar W@ed dgafididedn dssaramsrdea
feddea W@ar BaEest 7 senfa & asforrgadr a1 g eed R
SiAdachfa fyd &9 THararsd  arreH o HUAGOS  TevAastE A

AN

Adde=RIejcdd fauRaq Wfddhificeaaeddd aaeg: &g S F: 3fd || (Sastri, 2000
21.32)

Then after hearing (Lalita’s song) Kusumasava said proudly: “Ha, ha Lalita lost.” He
lifted his arms while dancing and the flute fell from his armpit. Sangita Vidya saw the
fallen flute on the ground. She took it and concealed it, swiftly, in a quick motion, without
any effort. No one noticed it. She was extremely surprised and did not tell her own group
(of friends). In this state, she said to the extremely boisterous (Kusumasava): “Hey! Why
are you overcome with joy without any reason and dancing repeatedly in (such)
excitement? Let your friend quickly determine who the winner is by comparing the two
sides.”6!

In this rendering of the story, Krishna and Radha are not directly involved in the stealing
scene. The flute is robbed on account of Kusumasava’s foolishness. The gopi outsmarts Krishna’s

friend. This kind of narrative in which Krishna’s companion is tricked is found in later Braj

361 My English translation benefited from the Hindi translation of the consulted edition.
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versions of the story. Radha here does not figure in the incident so prominently as in the other

Sanskrit versions discussed.

The gopis claim they have won and therefore want Krishna. Kusumasava says he will give
them the flute instead of Krishna, but then realizes that the flute is lost. Krishna searches the gopis
looking for his flute and accuses each one saying “you are the thief” and opens their bodices.
Kusumasava argues with the gopzs to find out who is responsible. Sangita Vidya gives the flute to
Lalita and then she gives the flute to Radha. Kusumasava blames each gopi one by one and finally
claims that Radha is the one who has it. The flute falls accidentally from Radha’s bodice; Krishna

takes it and plays.

Candidas

The theft of the flute seems to have a strong connection also with Bengali Vaishnavism. Since
Wajid ‘Ali Shah spent decades of his life in Calcutta, this is an interesting precedent. The stolen
flute occurs in the Bengali song cycle attributed to the poet Candidas, called Sy7 Krishna kirtana.
There is not much information about the author. The date of the composition of Sr7 Krishna kirtana
is controversial and there is no definite answer; the earliest suggested date is the end of the 14"
century, but it has also been placed not earlier than the beginning of the 17 century (Klaiman
1984, 18-19). The Sri Krishna kirtana is amongst the oldest Bengali texts and it was probably
written before Caitanya’s time. In Caitanya’s biography Caitanya-caritamrita some verses of
Candidas are quoted (12). At least the Sri Krishna kirtana was composed before the Caitanya-
caritamrita. The Sr7 Krishna kirtana documents an early Vaishnava period in Bengal. The text
contains 13 sections with 412 songs. Since it was composed in the vernacular, the assumption is
that it must have been accessible to ordinary people (14). Knutson asserts that the plots of the

songs seem to come from oral folk traditions and not from the epic Puranas (2014, 94). One of the
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stories not found in the Bhagavata Purana and present in the Sr7 Krishna kirtana is the stealing of

the flute.

In the Vamsikanda of the Sr7 Krishna kirtana, the story of the stolen flute is told in over 20
songs which can be separate units or a continuous narrative. In this retelling Radha is suffering
because she misses Krishna terribly and her grandmother suggests that they steal Krishna's flute.
If the flute is stolen then Krishna will come in person to supplicate Radha. The grandmother puts

a sleep inducing charm on Krishna to give Radha the opportunity of taking the flute away:

All of the maidens set out for the Yamuna River for gathering water.

There Abhimanyu’s wife Radha saw Krishna asleep at the base of a kadamba.
Stealthily edging up close to his side, Radha picked up his flute in a hurry.

Into the jug of her hip she inserted the instrument, then she went homeward.

Placing the jug on the ground after reaching the household, Candravalt Radha

Took out the flute; in exuberant spirits, she looked at it over and over (Klaiman 1984,
250).

In this series of songs with the theme of the stolen flute, Radha is the thief and, as in the
Padyavalr, she robs the flute while Krishna is asleep. The text provides specifics about the setting,
how Radha takes the flute away and her later excitement. The songs foreground the closeness of
Radha and Krishna.When Krishna wakes up he looks for his flute everywhere; not being able to
find it he weeps in distress. The grandmother consoles Krishna and explains that the gopis felt
neglected and therefore stole the flute. Krishna requests Radha to give the flute back and explains
how powerful the instrument is. Over several songs and messages through the grandmother,

Krishna insists he wants the flute and Radha denies having it. Only when Krishna promises that

he will not ever ignore Radha, she returns the flute.

Since Wajid ‘Ali Shah lived in Bengal and even integrated Bengali dances in his rahas, it
is not impossible that a Bengali version was a source of transmission. The rahas focuses on Radha
and Krishna’s relationship, but Radha is not responsible for stealing the flute. Quite the opposite
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she is upset as a result of the theft. The character of the grandmother and Radha’s husband are
completely absent in the rahas. This Bengali version does not have significant similarities with

the narrative Wajid ‘Al1 Shah presents.

In all of these versions the flute is stolen to play with Krishna and there is excitement about
the theft. In at least the work of Riipa the flute is understood as a rival and the gopis and women
are jealous of the attention Krishna gives to his flute. In the Govinda-/ilamrita and the Ananda-
vrindavana-campi the gopis decide to play a prank on Krishna because he always distracts them
with his charm. In all the versions except the Ananda-vrindavana-campi, the thief is Radha.
However, the flute passes through the hands of several characters, other gopis also participate and
have to trick someone in order to get the flute. At the end, Krishna has to negotiate to recover it.

The goprs are fascinated by the flute which is connected to the divine nature of Krishna.

The theft of the flute in Braj bhasha

The theft of the flute was a recurrent theme amongst Vaishnava poets in Braj. The popularity of
the stolen flute has endured till today. The pleasure of hiding the flute is to play with Krishna, to
tease him, to talk to him. It is an excuse to interact, flirt and make him a little upset. The game
between Krishna and the gopis over the flute is full of implicit and explicit erotic references. In
the doha from the 17" century by the famous Braj bhasha poet Bihari, Krishna needs to perform
to recover his flute. This verse strongly resonates in the play by Lalit Ki$orT linking recovery and

dance (Chapter 4). Here the essence of the theft of the flute is presented in a succinct form:

SRY STerd ofel T FTell el o[y |
Hig Y, #liee] &8 & F¢  AfC I (Pandey 1977, 254)

Hungry for conversation, she takes Krishna’s flute and hides it,
She swears (she doesn’t have it), but laughs as she frowns, she says in order to give it he
should dance.
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Anonymous and known Braj poets composed songs and couplets on different facets of
Krishna, such as the above quoted doha. Verses on specific themes are collected in the ras lila
plays, some of which have been recorded and published in contemporary times. Today the scripts
of ras lilas are typically not composed by one single author, but come from a variety of devotional
sources. The theme of the theft of the flute is present in the /ila entitled Vamst cori, an English
translation of the drama can be found in the book At play with Krishna by John Hawley (1981).
The Vamsrt cori is a popular play included in the repertoire of ras lila troupes in Vrindavan.
Although there may be slight variations in the text of different troupes, the core of the /i/a tends to
be very similar.

The text of the VamisT cori lila that will be used here is a transcription of a performance that
took place in Vrindavan in 2012. The troupe was under the direction of Svami ST Fateh Krishna
Sarma (Figure 13). He is from a village named Damsinga in the district of Mathura and he used to
play the role of Krishna as a child for the Svami Kunwar jT Maharaj’s ras [ila group. Svami StI
Fateh Krishna Sarma later formed his own troupe and trained many children from the Braj area in
singing, dancing and the playing of various musical instruments. He has won several national
awards for his work. This is the introduction that $1T Fateh Krishna Sarma gave to the Vams7 cori

lila play and the opening verses:3?

3T, 3Tt & rerm & et = | & a=if 4 a1 o el § & 5 7§ &t @,
HERTST FgT T ST T DN TRENfE H § a1 oleT oA & FIey ¢ S § R @i
3 FEAR T S A AR SN FAMD Gol o1, 3R F6A ST 9 916 et e
ST, CEA A 9 Jcd FeA! Hel S| S Ak g g v AT i g
gam gRfT| 3T ¥ eareT Jend 3R 379 offelT & 3o o

362 | thank Mohan Syam Sarma and Prakash Sarma for helping me with the transcription. | also thank the Sri
Caitanya Prem Samsthan for providing me a recording and Svami Sri Fateh Krishna, the director of the ras lila
troupe for answering all my questions and allowing me to take pictures during their performance.
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gl A IMgTel Hr Srald g IFAR |
qEerd Sroid Gl Fifeidr & A 1|

A GURE gl 3R ey seere |
SoidTell §e T 375 il Fiar ereg e ||

Please come, today the 171 is the stealing of the flute. This flute of SrT Krishna is such that
when it plays, gentlemen, let alone here, even in heaven the gods are infatuated upon
hearing it and there all their responsibilities are forgotten. Siva’s concentration is
broken and Brahma ji forgets the study of the Vedas, and the apsaras that are dancing
forget how to dance. When their condition is such, what would be the condition of the
gopis? Pay attention and enjoy the /ia that will be performed.

Chorus:

The flute of Madan Gopal plays in a deep and intense (manner).

Sukhadas heard the playing on the bank of the Yamuna River

The flute, sweet nectar, placed on the lips of Nandalal

All the young girls of Braj became entranced listening on and on to the sweet notes.

In the Vamst cort lila the sakhis talk about how powerful the flute is and how they are
distracted every time they hear its music. The gopis plan to steal the flute, but Madhumangala
overhears their conversation.®®® Later Madhumangala informs Krishna of the gopis’ plan in a comic
manner that makes the audience laugh (Figure 14). Madhumangala compares the gopis to the flute

which is not uncommon in the Vaishnava literary tradition:

AYHAITA A Teh &1 ST, A ING T ARY o3 o =iy @l candy odh?

STehot S Hiep ot oF aihy Tt o oy o 3R aRf wd ot ol o | St Y ARy |
AYAIS T R hleT AT ofdi |

SIS oS W AYHeTS! # 13 H g H1a 717 GAS]| A ot 2l FAE g, Oy &t g o
2l

AYHITS Sleil?

SRS alat O ofdf |

YA ol T 31T R =l T &l oy & St

SISl g gt A ot 92t € 31erd & St

363 Very similar to the story in Ananda vrindavana campii
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HYHITST 31 I & BT 81 Y {641 §2 379S ol T ohg gl foh At Tl oy ofdT | 3R Th
Tl g2 TRy 7 S| Al gEdy w M W 9 §1 FF T 9 & a6 a9y Aol w24t
e, U faezm dt g RAErT &1 gHF 13 e A S16T S &b G o 3eRIIST STy ol

Madhumangala: Tell me one thing. Do you love the milkmaid sakhis or the flute sakhi?
Krishna: Friend! | love the milkmaid sakhis and | also love the flute sakhi. Indeed, |
love both.

Madhumangala: Whom do you love more?

Krishna: Look Madhumangala, | never feel a difference. Both are equal and both are
dear to me.

Madhumangala: Both?

Krishna: Both are dear to me.

Madhumangala: So today your flute will be stolen.

Krishna: Oh no! Then this would indeed be a great tragedy.

Madhumangala: Now why are you suffering? You just said that both sakhis are dear to
you. One sakhi, the flute, will be stolen. You have another sakhi, a milkmaid sakhz. Just
grab one (of them), and turn her into a flute. Friend, why don’t you teach me such a
skill. I will grab some tall, venerable old man and turn him into a pipe.3

Madhumangala offers to keep Krishna's flute so that the gopis cannot steal it. Krishna gives
Madhumangala his flute hesitantly. The gopis know that Madhumangala has the flute and they
plan to trick him and take the flute away (Figure 15). Madhumangala is the buffoon in the story

and the gopis need to entice him with the things he likes:

TEY AYHIS ol Si! 3Tk HISTeT § | 3T §ARY & ToTT I3 o7 St g7 39k $iieiet
FIS31, afaror f&ar|

HAYFIA  HISTA! GIATOM!! hgl el HloTT 8|

q@r BT HIIT S ST HIYA |

FYHITSl  BCUAHII | ATH § g 3eleh|

Tdr ATH GeATS 3oleh 37| TFSY, THIeoll, I AT, UST, Tcll, TRAG, el

HYATN I S, T8 3ol &1 95 &

@Y 3798 dt 3R @ T S|

AYHITS  FoT e b 81 9 3Rl ST T 8, W Goll # gt gerdl R it 7 =7gi g, A
ot gl o g

qE&r Tl B gt 3raT eltdrard i 39 &g Fefta & v 7 st gte

AYAIS  HNT o [0 Y o1 2 TG | 519 g Haferard g ot g7 ol & S5 & g4 W

364 My translation benefited from Hawley’s English translation.
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g1 &8 AT 515 A g GoATH |

q&r G AT 3T, §HE G ol

AYAIS  JH S Halrel &

RSEG] | &1 31T9eh sRTeR ot AT ST & |

AT T8 o ATl ¥ R Y YT T oS, a1 a7 sl ST 7T 78 MY e by
oTET I | JEERT FHS H A7 37|

@y ot g T FHSTHIST ot THST F 317 SR, &g T at S3HT, HIS Tl e G T
&3t

HEHaTC 3ﬁgl+§aw?THHsﬂ§»|ﬂTvl‘fW2ﬁ's’fa§?rﬂmau3l

FyFeer A At vE § G &5 S R TS 7 3 S, SAeT el et s geret
& AT ST THST H AT 3Td AT gl BIIeT|

T T Et grg &3 g |

Sakhi: Dear Madhumangala, we have your food. You will perform a ptja for god, right?
We will feed you and give you a fee.

Madhumangala: Food! Alms! What kinds of food?

Sakhi: We will feed you fifty-six dishes.3®

Madhumangala: Fifty-six dishes! Name some of them.

Sakht: 'l tell you their names: ravadi, rasgulla, gulabjamun, peda, raita, khirmohan,
yogurt. .3

Sakhit: But there are more dishes

Madhumangala: My stomach gets full just listening. But listen, I will go with you, but
I’m not a food lover, I’'m a music lover.

Sakhi: You are a music lover, Oh Music master, do you know anything about music?
Madhumangala: You are talking about music. Since | am a master of music, | know the
quintessence of music, | will sing you something from this essence.

Sakhi: Sing something, I will listen.

Madhumangala: Do you know music?

Sakht: Yes, but I don’t know as much as you.

Madhumangala: No, the thing is that he who has not played dhrupad, has not played
anything; he who has not played a rag, has not sung anything. You won’t understand.
Sakhi: So if you will explain, then I will understand. Just tell me something, sing some
easy verse.

Madhumanagala: Now how could I explain to you. Let’s go, I will tell you a little bit.
And | will sing you something you’ll understand. It will not be right singing something
very profound for you. What will be the benefit of singing something which you will
not understand?

Sakht: Sing something simple.

365 The fifty-six dishes “as offered to the Vallabhan deity” (PD).
366 Al of these are prized sweets.

164



The sakhis decide to invite Madhumangala to their ras /ila dance which immediately draws

the attention of this comic character who falls into all the traps:
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Sakhi: Have you ever seen Syam Sundar’s rds [ila?

Madhumangala: Syam Sundar’s ras /ila? | love the ras [ila very much.

Sakhi: Oh really! Have you ever seen it in your life?

Madhumangala: One time I saw it, when I was two years old, but then I didn’t
understand.

Sakhi: You didn’t understand? Now if you wish, we will show you the ras /ila.
Madhumangala: Show me the ras lila. | have had a great love for the ras lila ever since
then. Yes, show it to me right now!

Once Madhumangala is attracted to participate in the ras lila, he is told that he should dress
as a female to become a gopr (Figure 16). A circular dance is performed along with a song
addressing Krishna. Madhumangala becomes dizzy and falls fast asleep on the ground. The gopis
take advantage of the situation, steal the flute and ask for Radha’s help (Figure 17). In this story

she does not participate in the theft:
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Chorus:

[I am] gratified upon hearing the sound of the flute

My flirtatious dark complexioned one, son of Nanda

At the Banyan tree he performed the ras

Yes, he performed the ras, Kanha performed the ras

Oh dear one, [you are] between every two gopis

My flirtatious dark complexioned one, son of Nanda
The peacock crown sits majestically upon your head,

oh dark complexioned one

Your multicolored garland lies resplendent about your neck

My flirtatious dark complexioned one, son of Nanda

Madhumangala: Oh dark-beautiful one, where did you go, leaving me behind?
Sakhi: Sakhis! Call Radha and bring her. The flute should be kept with her.
Chorus: We shall always remember this sweet favor.

Sakht: O Radha! Do us a favor. Keep the flute with you. Please do this favor for us.

When Madhumangala wakes up, he discovers that the flute is missing. He asks the gopis if
they know where the flute is. The gopis pretend not to know what has happened. Madhumangala
goes to see Krishna and tell him that the flute is lost. Krishna and Madhumangala meet the gopis

and they start a conversation to request the flute:
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Krishna: Give me the flute, why do you extend the fight?
Having understood and perceived in your heart, why make people laugh?
People are laughing and gossiping, (even after) having considered it in their
hearts.
The flute that enchants the heart, why not give it back, you boorish ones!
Sakht: By calling us boorish, you are vaunting your superiority.
I will strike your cheek and it will go to your father.
Have you forgotten that day, when you demanded food from us.
Wearing your torn small blanket, why do you stare defiantly now?
Krishna: What do you milkmaids understand about the essence of this flute?
(She)Crosses the three worlds at once, my heart succumbs to it.
Siva, the Creator, and the greatest of sages, roamed searching for the flute
Even when tamed she does not remain tame, such she makes my hand move.
Sakht: How to trust you Kanha? You are the young boy of Nanda’s wife
You forgot it somewhere (the flute) don’t you accuse us
The reed you put in your mouth is called a flute
The house of such a son, that abode will fall into ruin
Madhumangala: Oh God, oh God! What a thing to say! The village of that son will fall
into ruin.
Krishna: Stop it now, O Sakhi! whether it falls into ruins or flourishes, what is my
shame to you?
The village of Nanda has four lakh®’ people like you, cow dung handlers
One lakh sets out with me, one lakh comes and one lakh goes
One lakh stands looking, one lakh stands lusting (for me).
Madhumangala: Excellent, wonderful! Krishna, excellent!

367 A hundred thousand
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The negotiation of Krishna with the gopis to repossess his flute is the subject matter of
many verses (Figure 18). In the following text Krishna addresses Radha explaining the need for

the recovery:
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Krishna: Radha, Vrishabhanu’s daughter, Dear one return my flute.
Without the flute | have no peace, without it how can | herd the cows? By its
power | lift Govardhan hill.
Siva, Brahma, Sanaka and others, none of them could get to the bottom of this.
Radha, Vrishabhanu’s daughter, Dear one return my flute.

Sakhi: What kind of flute is this Krishna? Our eyes have not seen it, you are a
trickster, we are innocent,
You falsely accuse (us) Krishna, (the flute) may have gotten lost in the forest.

One of the sakhis asks Krishna if he will let Radha decide on this matter of the theft of the
flute. Krishna accepts and each part presents their view. The gopis claim that they did not steal the
flute; it just got lost when Madhumangala had it. Madhumangala accuses the gopis; he claims the
girls took it away during his sleep. Radha decides that the theft has not been proven: there is no
evidence. Therefore, the gopis are not guilty. The gopis want Krishna to promise that he will not
play the flute and distract them from their household tasks. Krishna refuses to promise that he will
not play, but still recovers the flute.

Wajid ‘Al Shah’s adaptation
Stealing the flute in the devotional literature is associated with the closeness and affection between

Krishna and the gopis. In all the Vaishnava versions of the story cited in this chapter, the theft is

expressed with details. In the two rahas there are allusions to the theft or disappearance, but it is
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not shown and the audience does not know how the incident happened. In both rahas, Radha
requests Krishna to play, but he realizes the flute is lost. Radha claims that Kubja must have the
flute. In the first rahas, it turns out that the water maidens have the flute. In the second one, a man
is accused of having stolen it. Instead of a playful interaction with the thief as in the Vaishnava
tradition, Radha demands that the nose of thief be cut. Nothing is known about the flute until
Radha looks for Krishna in Kubja’s house where he is lying down with his instrument. Radha
enquires if Krishna has found the flute. It is not entirely clear if Kubja had the flute and Krishna
was lying or if the man indeed had stolen it. Without doubt the theft had no major implications for
Wijid ‘Al Shah.

In all the Vaishnava narratives there are portions devoted to the flute's recovery. There are
songs and verses in which Krishna searches the bodies of the gopis and tries to negotiate with

them. Nevertheless, in the rahas Krishna just acknowledges the disappearance:

murali hamari khoya gai mathura vrindavan ki reta
nda mohe sijhata or chor na mohe sijhata kheta (Taqi and Saxena 1987, 101)

My flute is lost upon a sand-bank of Mathura and Vrindavan.
| can find it neither here nor there, nor can | find it in the fields.

In the devotional narratives the gopis blame Krishna for his frequent mischievous behavior
and in revenge the flute is stolen. But in the rahas there are no references of this kind. Whereas in
the Vamsrt cort lila, Krishna says: ya vamst bina caina na paun “Without this flute I can’t find
[any] peace.” In the first rahas, Krishna says: oke bina dekhe nahiz caina “Without seeing her
[Radha] I find no peace” (Taqt and Saxena 1987, 98). The focus is on Radha’s anger and Krishna

is concerned with pacifying her before searching for his flute.

In devotional literature, the gopis are jealous of the flute, particularly in the Vamsi cori lila

and in the play by Ripa. The flute is conceived as a woman who has the privilege of being close
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to Krishna’s lips. In the two rahas that is not the case, but there is rivalry between Radha and
Kubja. Radha suspects that Kubja has the flute and she becomes jealous when Krishna goes to her.

Once Radha meets Krishna in the house of Kubja, she says:

radha: kyon ji tumahari cort pakart gat ki nahin? tumako dhimdhakar pakara bulavaya
ki nahin?

kanhaiya: (hatha bandhakara) han maharani citka pari bhiil hui mil jao yeh to murli ki
avaza ki ‘ashiq thi.

radha: murlt bajao mil gai? (Taqi and Saxena 1987, 111)

Radha: Well, has your theft been discovered or not? Haven’t I had you found and
brought in?

Krishna: (folding his hands) Yes my queen, I slipped up, made a mistake. Take it. She
was enamored with the sound of the flute.

Radha: Play the flute, now that you found it [right]?

In the rahas the disappearance of the flute has a negative connotation for Radha. When the
flute disappears, Radha thinks that another woman is involved in the disappearance. It is as if
Krishna’s loyalty is connected with the flute. When the flute is found finally Radha is happy again
and embraces Krishna. This stage instruction indicates what Radha should do: radha ji murali ki
avaz sunte hi daurkara kanhaiya ji ke gale se cipata jayen aur badila razi ho jayen (Taqi and

Saxena 1987, 105) “As soon as Radha j1 hears the sound of the flute, she should run and embrace

Kanhaiya ji, and be heartily pleased.”

In the devotional texts Krishna and the music of the flute are praised constantly. In the two
rahas Krishna is not extolled, but the text alludes to the beautiful music of the flute. The following
thumrt appears in both rahas. Not only the music of Krishna is celebrated, but also it seems that
W3jid ‘Ali Shah identified himself with Krishna:

astai: bajana lagi syama ki bamsuri re
antard: nadiyd kinare akhtara bamsurt bajavata

nikala jata jiya se samsuri re (Taqi and Saxena 1987,101, 111)
Refrain: Oh the flute of the Dark one began to play!
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Verse: On the bank of the river ‘Akhtar’ makes the flute play
A sigh escapes from the heart.

Humor plays an important role in the devotional texts. In the Vaishnava narratives the male
friends of Krishna are shown as gluttonous or gullible to delight the audience. In the rahas there
are comic characters too: ‘Ifrit and Ramcira. ‘Ifrit is a demon dressed as a westerner and plays
with rhyming words that sound like Arabic and others words that are close to terms of abuse.
Ramcira’s character accompanies Krishna while he searches for the flute and his comicality is
similar to that of Madhumangala. Wajid ‘Ali Shah’s adaptation shares the playfulness of the

devotional narratives.

Comparative table

Vidagdha- | Sr7 Govinda | Ananda- Vamsi First Second
madhava Krishna lilamrita vrindavana- | cori rahas rahas
kirtana campu

Thief Radha Radha Radha gopt gopt Lodhi man

Krishna V4 V4 V4 V4 V4 V4

searches

for

the flute

Celebration | ./ v v v V4 V4 V4

of

the flute

Praise of V4 v v v v

Krishna

Comic v v v v v v

passages

Conclusion

W3jid ‘Ali Shah was inspired by the story of the theft of the flute which has been a popular theme

in devotional literature for hundreds of years. His choice was not accidental since the story has
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circulated in several languages, in both short and long formats. The theft of the flute has been the
theme of couplets, songs, plays and narrative poems. The songs of the contemporary Vamst cori
lila existed perhaps in the 19" century. Without question Wajid ‘Ali Shah encountered some
rendition of the story. Since the theft of the flute has been adapted for theater, it not impossible

that the king was influenced by the text of a performance.

W3jid ‘Ali Shah wrote a secular adaptation of the story only loosely inspired by the plots
and trickery of the gopis of the Vaishnava tradition. He did not emphasize Krishna’s divinity, but
rather foregrounded the lovers’ quarrels, jealousy and rivalry. Like the Vaishnava tradition, the
text of the rahas is humorous and contains music imagery. As a king surrounded by female
performers, Wajid ‘Ali Shah identified himself with Krishna and the gopis with the female

performers of his court.

The theme chosen by Wajid ‘Ali Shah has precedents in early modern Sanskrit drama, but
the rahas did not imitate the structure of Sanskrit plays. Yet Wajid ‘Ali Shah used an old
indigenous tradition as a basis to create his new drama. This was not an anomaly in the
development of theater in the 19" century in North India where modern playwrights like
Bharatendu also incorporated tradition. In this case it stands out that the channels of transmission
and the exchanges between traditions were complex and multidirectional. The multilingual literary
renditions of the theft of the flute were connected to theatrical innovations supporting the

conclusion of the assimilation of Hindu culture at the Muslim court.
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Figures

Figure 13 Svami Sri Fateh Krishna Sarma

Figure 14 Krishna and Madhumangala, Jai Singh Ghera, Vrindavan 2012.
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Figure 16 Madhumangala being dressed as a gopr, Jai Singh Ghera,Vrindavan 2012.
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Figure 17 The theft of the flute, Jai Singh Ghera, Vrindavan 2012.
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Figure 18 Krishna trying to recover his flute, Jai Singh Ghera, Vrindavan 2012.
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Figure 19 Radha and Krishna being worshipped, Jai Singh Ghera, Vrindavan 2012.
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Conclusion
This dissertation explored the dramatic work of Wajid ‘Ali Shah to consider the cultural production
at the Lucknow court and the court in exile in Calcutta. The theatrical contributions of the last king
of Awadbh illustrate fluid boundaries between Hindus and Muslims and a shared cultural heritage
between these two groups. The dance-dramas by Wajid ‘Ali Shah also help to rethink the historical
narrative of Hindi and Urdu drama, not treating these categories as two separate entities.

The first chapter reflected on the figure of Wajid ‘Ali Shah and his placement in performing
arts. The king attracted much attention due to his participation in the political history of the
princely states, but also for his artistic sensibility and patronage and the writings of Wajid ‘Ali
Shah are crucial for understanding the court culture of Awadh in the 19" century. From a historical
point of view, the king’s accounts are an alternative perspective to the sources written in English
by the Colonial power. W3ajid ‘Alt Shah’s writings questioned the British denunciations of his
government and deserve further interrogation. There is still a need to evaluate the way in which
the British arguments about the misrule of the king permeated later discourses on the subject and

obliterated the importance of the artistic enterprises at the court.

In the second chapter Wajid ‘Ali Shah and Amanat were compared since both authors stood
out as important figures in the theatrical setting of Lucknow. The available information suggests
that the plays of W3jid ‘Ali Shah were performed for a selected elite while the first performance
of Indar sabha was open to the public. Therefore, the audience of Indar sabha was very likely
more diverse than the audience at the court. Despite this significant difference, the plays of both
authors are hybrid; in other words, they are not linked to one exclusive linguistic or cultural
identity. The similarity between Wajid ‘Ali Shah’s dramatic work and the Indar sabha reveals a

highly inclusive performance culture with continual crossover between genres and registers.
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Scholars have argued that Indar abha was inspired by the shows at the court,
notwithstanding the lack of evidence of Amanat being patronized by Wajid ‘Al1 Shah. The main
evidence is that the courtesan performances that were at the heart of the artistic projects of the king
also feature in the Indar sabha. As the autobiographical texts of Wajid ‘Al Shah emphasize, the
female performers were from a variety of backgrounds. The shows of W3jid ‘Ali Shah reflected
the culture at the court and an eclectic taste. This was exemplified in the Radha-Krishna show in
Lucknow and later in the Radha Kanhaiya ka gissah. The spectacles inside the court and other
performance spaces could have been linked by the large number of dancers and musicians who

circulated in both settings.

The rahas of Wajid ‘Ali Shah has been labeled as a foundation of Urdu drama, but this
categorization is misleading. The Radha Kanhaiya ka qgissah does not contain much Urdu, with
the exception of the stage instructions. The mixing of registers and genres is also found in the
Indar sabha. The rahas shares the hybrid linguistic nature of commercial theater. Perhaps it is
better to think of the rahas as part of a continuum of performance practices, rather than as the

starting point of a category.

In addition to comparing the text of dramatic works, this study has taken care to pay
attention to performative aspects. The Radha Kanhaiya ka gissah had a complete female cast, in a
period in which this was not at all common in other performing spaces, such as the ras /ila or
commercial theater. In the rahas women impersonated men like Krishna, the demon and the clown.
There was an overlap with the courtesan performance in the Radha Kanhaiya ka gissah, in
particular the singing and dancing of thumrt, but there were also prose passages and humorous

lines that do not mirror the courtesan’s repertoire. Many of the women involved in the rahas were
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temporary wives of the king and the performances were private, still the participation of females

in theatrical spectacles constitutes an interesting precedent.

The third chapter provided a translation of the rahas which documents the assimilation of
a Hindu theme by a Muslim author. In addition, it displays the intersections between poetry, dance
and music. The dance-drama by Wajid ‘Ali Shah was clearly meant to be seen and heard; it was
not written just to be read as literature. The text has stage instructions and a list of costumes that
signal its esthetic principles and the possibility of reenacting the play. The rahas is not only an

example of a vernacular theatrical script, but also a record of performance practices.

The fourth chapter considered the ras lila as a source for the Radha Kanhaiya ka gissah.
The comparison of the rahas with the play of Lalit Ki$orT illuminates the way in which the rahas
harked back to the aesthetics of devotional theater. Wajid ‘Ali Shah himself recognizes in his
autobiographical writings that he did something new by integrating the theater of the Hindus in his
Lucknow spectacle. The sculpture of Wajid ‘Al Shah in the Shah ji temple reminds people of the
engagement of the king with Hindu devotional practices. The contrastive comparison of the Varst
nat lila and Radha Kanhaiya ka gissah foregrounds the dialogue of Wajid ‘Ali Shah with other

religious traditions.

Our exploration of the Hindu-Muslim encounter in the rahas reveals again the flaws of the
category of “Urdu drama”. The separation of Hindi and Urdu theater disregards the fluidity of the
boundaries between them. There is still room to research the specifics of secular adaptations of the
ras lila in the 19" century and the role they played in the repertoire of the emerging commercial
theater. It is also necessary to investigate more about the scripts and staging of the traditional ras
ltla over the centuries. The Radha Kanhaiya ka gissah constitutes a part of the historical

development of the ras lila.
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The language and structure of the Radha Kanhaiya ka gissah diverges from the
contemporary plays of Lalit KisormT and Bharatendu HariScandra. The Vamisi nat [ila is an
homogeneous text, with no prose and a single meter in Braj bhasha. Whereas Candravali by
Bharatendu Hariscandra uses another prototype with verses in Braj bhasha, prose in Sanskritized
Hindi and act divisions that mimic Sanskrit plays. The work of Wajid ‘Ali Shah innovates, not
reinventing Sanskrit theater, but devotional dramas. The fluidity of the language and juxtaposition

of poetic forms in the Radha Kanhaiya ka gissah expose a composite culture at the court in exile.

The fifth chapter investigated the popularity of theft of the flute in VVaishnava literature for
several hundreds of years. This story has been adapted in different contexts and a variety of
languages from Sanskrit and Bengali to Braj bhasha. It has been the subject matter of songs, plays
and couplets and it is performed even today in devotional theater. It is not clear which version or
versions Wajid ‘Ali Shah was familiar with. Since the second version of the rahas has Bengali
musical references, it is possible that the king was acquainted with a Bengali version. Wajid ‘Ali
Shah borrowed the situation and characters from a Vaishnava story and placed them in a Persianate
context. The Radha Kanhaiya ka gissah illustrates the manner in which the king of Awadh

employed and redesigned tradition.

The Radha Kanhaiya ka gissah illuminates the king’s appropriation of tradition. The
theatrical paradigm of Wajid ‘Ali Shah was strongly engaged with indigenous performance
practices. Wajid ‘Ali Shah definitively created a new theatrical model that forces us to think about
the beginnings of modern theater. It is perhaps more useful to place the dramas of Wajid ‘Alt Shah

in a shared space between modernity and tradition.

The comparison of the Radha Kanhaiya ka gissah with other dramas revealed particular

choices in purpose, structure, language and imagery. As the Radha Kanhaiya ka gissah combines
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Hindu and Muslim literary traditions and has a variety of registers, it was productive to look at
other contemporary plays and texts with a similar theme to recognize the commonalities in
language, phases, periods and genres. The rahas can be best described as dialogic cutting across
the former categories all of which point to the existence of fluid boundaries and a shared cultural

heritage between Hindus and Muslims.
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Appendix I: Rahas text
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369 The devandagart has vagera
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370 The devanagari text inserts a different passage here: sab saf ke pichle gadam aur pasti par rassi ko dila kiya
karen rahasvaliyan ripak tal nacen aur tin martabad se kam amadoraft na karen aur ye savan faqir ka banaya hua
gati jaen

astat sainya re jhakora de gayo yah ritu savan bahar

sis ghiim gayo jhule pe akhtar peng badhae
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371 devanagart text has ramaya
372 devanagart text has per
373 devanagart text has baravan
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188



SV L ‘a”‘fz;,;ubﬂg/,u JC/JL L LS sk es il s
L a5l GLKJJ&.L? uw‘f’u:‘uﬁf&féfjufuﬂ ui»/ﬁs/;;/’c/jj-’l: L’Jfg
Lz r Gz S & o Goo 7t S 86 = Jr Loy 2se sl b il
L Ger Sl ot QAU G2 T 6 G2 o e L £ G e
o BE 561 _

L8 1 s - sl stastd sl ugf il L 5y d 08 ST s 5K o L sind_ L
Zis 58 Gl Sl L F iy

Lo/l eI e »iviuel £l

Cir o sz o s by er UL F gle” E1

CEGE LI e 6 oen

TV e G e 2 12 T g

ol i e §ALAE Iy

e w2y Ly sl iy 20 E 0

Cos i skews Jfea fnfiu? —2 Ll i € G sl

U bl enkssd f iz K5~
‘au}(;é_de/dﬂ%/cﬁguugcugﬂmw,‘mﬁ LRI IS (‘;ff/}

c‘_dg;é.u/(uf/’d/lg;_,m:o/ow! YAD

375 Missing in devanagari text
378 The devanagart has jashb
377 Missing in devanagari text

189



J/}fuj :/:i'n;”d/d/? u:’"(/u"’/,l Q}J&'cupig; [};//mLJL V[c;fﬁ,ﬁf
‘aufri A!‘adf._,é:’uﬁ d/ A Zyl/b/‘i Y ORy-ad”

JS”J})’U%J}/ U'j’“/)’ u‘?éd/uzm 378@)&)/@)! Z L LJ)ZJ//LJ’J:T"/A’./.

< rJLU//ﬂdJL’ZA"’: Uj{.ri//‘{.
&g/ggd/gbd/{/:c_d}’”o(gUJ%U:/%C){U&U;J!Q‘Ul‘{-/ﬂlﬁyy‘” ;«J/]J/ﬂ.

u:dé—ﬁ

s Tk S g s kxS O Lol o (S

A S g B

deb e e L7

L aonF e K S F0E,

A ey B

bl e e S STy e fe S gt G
Ut T e Gk |5 s R s

< 6 UL E YA G By G

Lﬁ"’}é‘;dd{t(ﬁ/djfug}?gf:{)'%@Jﬁ&gédqu%/lgué‘;dg}up t_)_',!}?/.tf
NI,

378 This sentence is not in the devanagari text

190



uﬁ/ﬂﬁ L ke 2o UP A sl &,:‘ngﬂa,muﬁhgﬁ{& S
P3P d/dﬂjg}:ﬂz‘()ﬂ

o o 4ot s 8l Sl 2K 0Ty

‘LJM J;@/“U}gd/uz ﬂfd%fu‘%c‘{u@u@d/tdzt u;/lgou;l J“/c»b' 2l e ..{l/;:z‘rd/
b s T 2 Bl Sy 2P L T el Ll S T ATy bl S
A sl s Ut o F EnSS ik 16 sl ﬂ?»u‘ft o
:ngfklm_;}rufti Kl sl L/'/ln,.:uﬁdz.::’} J?!ﬁ}dir/fuj/&(dju?)/,:
o e studs Lot Fird oLk S

»uf‘rl.wh:yz/,«?f;;?uéué

gl L?flj.,%—’v‘jdn,‘gutgf:lg ﬁ“d;u;/gaﬁ“;ﬁ;ﬁ;f/.:d:“ugi;ﬂ
2 o L s o BET

:gﬁﬁuug'urgﬁ(wwm;}w

o g}:”d/wfh_{lﬁcf“/p%}w t{dnmg:’_,muyqucf“/ylbﬂ&{fﬁg
oG nTE S84 G b el s Sl /u)/g"w? J;M’u;g{gﬂfi’u/ugu;
djlg%dzl/d,g/)l%/lg% ;ﬁuﬂfﬁf

sl st =2t e ¢ L7 e ufzt44dlfﬁ1ﬁw’fu”/r e WJL KL 65 sl
@/m;,fwgffg«. ey Pl @’Kd/?:/tg o @Jum’ L s

S LS b Su o BT
L/d/bécgalg ujaﬁlfo S /‘.'ﬂ/lt_/l:-(:,b’ 4

191



/;!JJ:/ZLLG‘C el ZEE @t@to&o)ydf/;/;;nf)&‘j/&#ﬁmfj
C‘:%fd/uﬂuﬂ.fﬁwgzé&!rlégé‘z_ujj/u;uj‘}n(ﬁ“‘ﬂm,J?,/J;ﬁ;u@
w & LU ijij!ﬁi,:uc/.‘/:wiﬁ_.};ﬁ;w{;

G Sy kP
Fow 5
oA

356 4 £
dz kel

Ry

S b § Sy kP
~

24 Slaicz Vs

5

ja

¢

.
oo

e
Sr o ek
3 S P

192



IR/ YT v
Sy Sy
& di,,/g

Do

193



ol <L)

e 2 50y
S S
b2/

Si 6oy

(3!2 EYI AT v
Sy dUz

oIk e

S T
S oy L Sy sl

194



%

0P KEF

F 2Kl

U4t as

oF ok

J ¥ K

Naresyi

U LA P olo Y
KU Arags Sy

%

5o

J}f
bt

P

d/!/':w Jr‘”ulg

7y

L e B B Y
STy

L

195



s L
P By ég
YA,
s

&,

196



L

F oo 2

L AIK

Jl?;f d/u;f',,b JU
g

L Jler Jl}.ﬁ,
14,259

87

L ne e B IF  Y 2

197



Appendix Il: Ras lila text

aeft o ofrer
BT seat apR fRfa ¥ & a9 7+ I |
¥R Jafd a1 g # | FA FA |
AT 3T Ty WF A a@at qua FA |
AT I W de 7° e fafe aifq a=r 11
FATST I offel &1 S1gY, T gdrad g |

ST a1 Jfed oS, &5 Fsdr S |13

ad- Rdad $er J adi, afehd @ dAgard |
3R fohet el S1gA, afe @eld i <3l ||
oTel- AT § & Rk, et S R

IRER afereriar, aoi &g I ||
adl- gl Al & T, e g |

99 9 a1 H &g, ol o S ||

ofTer- 378T faww &% A, @i W Hie < |

379 Not clear if it is te or ne.
380 SM manuscript starts with this doia.
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7S 7S A YoASE, T FAST G g ||
H@-Wgaﬂgﬁmwﬁaﬁﬁl
XA BRI ASE, I & Fg IR |

dTel- § offdld JHEN o8 He #He H@FdId |

JUT-AJIRT har o91d, e 8! fagry a19 ||

- & oo gegrael, I\ oS 31 |

9

T - A9 o1 a1 A, FIf a9l g |

ATel- < &ot S AR A F{el 3T |

SATET SATET Al < 1, il el g ||
FATS- dAfh gAfh =l §S, & § Iorn el
qr$ AT FHATd 3% RAT,@SId g 3 drer |
HHATSH- 31 ool Tioid e, a8t =g e oy |
3R g 3 arsell, adr ¥ g8 Jom||

TATSH- Fell ATl FqIel YA, &7 TH g0 |

SiHfe Sifer afogrRal, Al faa g ||

381 \VRI manuscript has /al
382 \VRI manuscript has sakucay
383 VVRI manuscript has val

384 \/RI manuscript has ocak “suddenly”.

199



ATel- He, ALY 3T oAigTel, el offeld IHTe |

A E Y AT et S, O areh are ||

oTel- ¢ Aol GHAR T8 7 argdr afersriRl
T T {H  §ol13 del Hel SR AT ||

AT I IR AH ARG A 9X g gk |

dferd Rt Aadr AR & d das @8

rr- 37T 378T HR ek 38, Iodd I goiry | 388
da ¢ gf da g, de H For @ ||
TATSN- Fad @ §d AP, Ffe T@F g e |

@ g o7c aiflas 8¢ g=at, S s @e ||

FATSN- I qH gYyfeeT Har foved, Al a9 T

31T 3781 &1 SR FAT Feue el oY |
IETEeTeT afeleTy
Tel- guHTA oIl $T 51 | ¢

a@ @ 37 39 i ST IR

385 In the VRI manuscript this line is said by sakhis and just the second line of the doha is said by Radha.
386 \/RI manuscript has vanat.
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gedl et gy i s 3%
aefteatfar ferdy Y 51 1 8
& o Far A FT 19
HFE FfeT Fell T 7 | &
Sl HeT A Aell HY ST | b
AF RO A’ & 7 | ¢
R 35T R qeft & 517 | 30
AP Faler fHarlt 1 517 | g0
FHARM aT AN T 7 | 29
ST 3YAT eIl 5T | 2R
391 g AR #T 7 | ¢3
qhF AT arly & 517 | oy
Fael arg faemel $ 57 | 09
F U arell A T | 28

AT AT &fe &l Y 5T | 0

387 Number 3 in written on the margins of the manuscript.
388 This word is written above the line and not very clear.

389 The first letter of the word is not clear.
3% This line is written on the margins.
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Fefar g aX Gt Hr FF | 2¢

vy fada gFaAdt i 57 | 0%

T FAS Il Y T | Qe

afd &S aSranfAA i I | e

@ AfA 397 3T A A FT | N

g A AGIRT 1 I | W

afora fready #ir s | Y

FATS- I Ik HN Ac Fell, AT g AN |
W2 Fe Fo e 79, Ao A9 W 1|

THATS-31T 378T R sAfed of, fedl et gA iR |

Sifer &hell & Fell 8, Tehl T¢ GhATR ||
ATSH- A Fafh ST Farr, efoh g qfH |
S & 3d o S 99T, 7 AR g ||
HATSH- g O def 58 SEl, TH Bleh wic are |
g HY Tl WH I, Tof AN I 1l ||

TS 9% IF & I AR, FAEH A TR |

391 Another way of writing hvai.
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A gEATT gk H, diel SF SR ||
W—aﬁ:ma@*aﬂﬁrﬁ,wﬁmﬁl
qifE A *g A o, gefe T AR |
HATN- 3 & IS 36, ¥ gANT o2 |
TIT A HAGNE, 36 e o g2 ||
FATS- S/ T 3 =, 9T AT e |

UCh AT A U, & I T ||

FATSH-dg7 g7 AR T, AT IY FFAR |
el IS R, FIfgeT g 3a ||

oTdl- a1 fea af@ done @i, faar &% 331 |
T gR & fRfq ar, et A g femr 113
arer- ARk gfaf Saremgdr, ag & & ae |

395 396 397
W HAT B Tall, @ A el ||

O & o a4t fied a9 &g o7l I1 Ao |

392 \VRI manuscript has bhimi.

3% VVRI manuscript has ciimi.

39 This doha is not in the VRI text.
3% VVRI manuscript has A7

3% VVRI manuscript has dekhau

397 This doha is not in the VRI text.
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AT AT HY AN g, A F TS S 30 ||
FHATS-of T e’ eRY, T o HTer Ra |
g Hew B Gl o, a2 fderg I ||
Tel-faqel U= g HAS Fel, TR H & drg 39
U 3nfe I fagar, a5 afer asneha 1

o r- I o I 3nfe Je, yuA S g |
oel- Igd #Tell 9g U1 &, o & fowd a1

FATSN- Nad R ol &1, @l Tl &= |

AT AT IR @Y, afergidy afe alter 140

FATSH-TAE A ST ool g, dehdll Fhr ATel AT

¢ AR # AN e &, T§ O g@ oltedr| 1

HATS- IRST &1 3R G Fg AT, 3R e H DAl |
cfre AT e PRl Aetdleod e Ser || 402

AT Ig Ffg F I SA9fe A< Ay <ary qrer |

3% VVRI manuscript has cazki mazki.

3% The first line of this doha differs in both manuscripts, but the second line is the same. The first one is from the
SM text. The first line of the VRI manuscript reads feerer 707 X o | awas Fial

40Not in the VRI text.

401 Not in the VRI text.
402 Not in the VRI text.
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Fel Fell FR IRAT AT el HETH ||
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